New German Historical Perspectives

Series Editors: Jane Caplan (Executive Editor), Timothy Garton
Ash, Jiirgen Kocka, Gerhard Ritter and Margit Szollési-Janze

Originally established in 1987 as an English-language forum for the
presentation of research by leading German historians and social scientists to
readers in English-speaking countries, this series has since become one of the
premier vehicles for the dissemination of German research expertise on
contemporary academic debate and of broad topical interest to Germans and
non-Germans alike. Its coverage is not limited to Germany alone but extends to
the history of other countries, as well as general problems of political, economic,
social and intellectual history and international relations.

Volume 1
Historical Concepts between Eastern and Western Europe
Edited by Manfred Hildermeier

Volume 2 »
Crises in European Integration

Challenge and Response 1945-2005

Edited by Ludger Kiihnhardt

Volume 3

Work in a Modern Society

The German Historical Experience in Comparative Perspective
Edited by Jiirgen Kocka

Volume 4
Popular Historiographies in the 19th and 20th Centuries
Edited by Sylvia Paletschek

Popular Historiographies
in the 19th and 20th
Centuries

Cultural Meanings, Social Practices

Edited by
Sylvia Paletschek

)

Berghahn Books

New York ¢ Oxford



First published in 2011 by
Berghahn Books

www.berghahnbooks.com

© 2011, 2013 Sylvia Paletschek
First paperback edition published in 2013

All rights reserved. Except for the quotation of short passages
for the purposes of criticism and review, no part of this book
may be reproduced in any form or by any means, electronic or
mechanical, including photocopying, recording, or any information
storage and retrieval system now known or to be invented,
without written permission of the publisher.

Library of Congress Cataloging-in-Publication Data
Popular historiographies in the 19th and 20th centuries : cultural
meanings, social practices / edited by Sylvia Paletschek.
p. cm. — (New German historical perspectives ; v. 4)

Includes bibliographical references and index.

ISBN 978-1-84545-740-2 (hbk.)--978-1-84745-814-8 (pbk.) #
1. Germany— Historiography. 2. Historiography—Germany—-History. .
Paletschek, Sylvia.

DD86.P57 2010

907.2'043—dc22
2010018546

British Library Cataloguing in Publication Data
A catalogue record for this book is available from the British Library

Printed in the United States on acid-free paper.

ISBN: 978-1-84745-814-8 (paperback) ISBN: 978-1-84545-973-4 (retail ebook)

Contents

List of Figures

1 Introduction: Why Analyse Popular Historiographies?
Sylvia Paletschek

Part I: Popular and Academic Historiographies in the Nineteenth Century

2 Questioning the Canon: Popular Historiography by Women in
Britain and Germany (1750-1850)
Angelika Epple

3 Popular Presentations of History in the Nineteenth Century:
The Example of Die Gartenlaube
Sylvia Paletschek

4 Understanding the World around 1900: Popular World
Histories in Germany
Hartmut Bergenthum

Part II: Popular Presentations of History in Different Medias in the
Twentieth Century

5 History for Readers: Popular Historiography in Twentieth-
Century Germany
Wolfgang Hardrwig

6 Between Political Coercion and Popular Expectations:
Contemporary History on the Radio in the German Democratic
Republic
Christoph Classen

7 Moving History: Film and the Nazi Past in Germany since the
Late 1970s
Frank Bésch

vi

21

34

54

73

89

103



vi

Contents

Part III: Memory Culture and Popular Historiographies: Case Studies

8

10

11

12

Memory History and the Standardization of History
Dieter Langewiesche

The Second World War in the Popular Culture of Memory in
Norway
Claudia Lenz

Sissi: Popular Representations of an Empress
Sylvia Schraut

Scientists as Heroes? Einstein, Curie and the Popular
Historiography of Science
Beate Ceranski

Das Wunder von Bern: The 1954 Football World Cup,
the German Nation and Popular Histories
Franz-Josef Briiggemeier

References

Notes on Contributors

Index

121

140

155

172

188

201

235

s 239

RS

10.1:

10.2:

12.1:

12.2:

List of Figures

Portrait of Sissi in 1854 at the age of 17.
Portrait of Sissi in 1867 at the age of 39.
Waiting for the team, Munich 6.7.1954.

Welcoming the players, Kaiserslautern, 7.7.1954.

158

159

189

197



102

Christoph Classen

20.

21.

22.

Deutschlandsender, 17 July 1954; DRA Potsdam, Historisches Archiv, Bestand
Horfunk, DS 54/1469.

Programme script, “Tageskommentar’ (author: Erich Selbmann), Deutschlandsender, 17
July 1954; DRA Potsdam, Historisches Archiv, Bestand Hérfunk DS 54/1472. For a
similar argument, see Holzweiflig (1996: S.75-106).

Programme script, ‘Kommentar: Frisierte Demokratie’ (author: Hans Hagen), Berliner
Rundfunk, 10 November 1948; DRA Potsdam, Historisches Archiv, Bestand Hérfunk,
B 204-02-02/0165.

Programme script ‘Kommentar des Tages’ (author: Karl-Eduard von Schnitzler), Berlin
I, II und I11, 8 October 1952; DRA Potsdam, Historisches Archiv, Bestand Hérfunk, B
095-00-01/0112.

7

Moving History: Film and the Nazi
Past in Germany since the Late 1970s

Frank Bosch

In summer 2007, the German public discussed the film Valkyrie, about Claus
Schenk Graf von Stauffenberg and the attempted assassination of Hitler in July
1944. Although filming had only just started, numerous newspapers carried out
detailed debates about this piece of popular historiography. An investigative
journalist of the Siddeutsche Zeitung even managed to get access to the
screenplay and compared its designated historical facts to academic books and
previous films.! Famous historians, journalists and relatives of the historical
characters explained Stauffenberg’s resistance to Hitler and discussed whether a
Hollywood production and an actor like Tom Cruise would be adequate for
such a theme.

Such debates even before the release of historical films are not uncommon.
They prove that audiovisual historiography about the Third Reich is seen as a
key element in assuring oneself about historical and national identity. Even in
the case of a film which no one has seen yet, the public updates its relation to
the historical past and considers the status of filmic representations of the past.
Furthermore, nervous debates about new historical films prove the great
relevance of collective memory, whose importance is ascribed to popular
historiographies.

The relevance of audiovisual popular historiography has increased in the last
decades. One might assume that this development was unforeseeable some
decades ago, when television was first established. Especially during the late
1960s and early 1970s, historical fiction seemed to lose its significant public
role. While movies about the Second World War had their great success in the
1950s (Wegmann 1980), political TV news magazines like Panorama were
significant for the following decade (Hodenberg 2006: 302-22). They presented
history as news — as in the case of the Eichmann and Auschwitz trials — but in
public debate the social sciences became more influential than historical
arguments. In general, analyses of contemporary questions seemed to replace
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popular historiography. However, this trend enjoyed no longevity. Only a decade
Jater, historical movies, series and documentaries began to prosper. In particular,
the worldwide success of the American series Holocaust in 1978/9 demonstrated
the impact which audiovisual forms of popular history could have.

This comeback of audiovisual popular history since the late 1970s is of
course not easy to explain. One might interpret it as a result of the growing
chronological distance from the Nazi Past and the Second World War, with a
declining interest in politics or with the rise of crises which have increased the
need for historical identification in a secular age. The rise of conservative

overnments in the 1980s, which tried to find a new national identity,
additionally led to public disputes about contemporary history. One might also
argue that history offered a rich source for a mixture of entertainment and
education in the media, and in particular in television.

All these reasons might explain why successful popular historiography has
mainly focussed on the period of the Third Reich (1933-1945). Guido Knopp's
documentaries for the channel Zweites Deutsches Fernsehen (ZDF), for
example, quite often reached about six million viewers and were sold world
wide. Their contents have been analysed and criticised by many historians in
recent years (Bosch 1999; Keilbach 2002; Loewy 2002; Kansteiner 2003). At
the same time, numerous German movies dealing with the Nazi past had great
success — for example, Aimée und Jaguar (1999), The Downfall (2004), Napola
(2004), Speer und Er (2005), Sophie Scholl (2005) and RosenstrafSe (2003). The
majority of these films were cither ignored or fiercely criticized by German
historians. They regarded them as simplified and too emotional, and censured
them for mistakes in their historical content. »

However, | would like to argue that historians should treat even fictional
historical films and TV series in a more scientific way. After all, these movies
offer certain modes of historical remembrance which themselves have their own
history. The collective acceptance of these historical portraits is negotiated by the
public when the audience decides if the product should be noticed or ignored
(Kaes 1987: 207). Furthermore, these movies shape the individual remembrance
of the past. Many veterans, for example, remember their individual war
experience according to the images presented in war movies (Welzer 2002:

178-92). In addition, such movies can be regarded as historical actors, which
enhance collective actions in the present (Lagny 1997: 468).

The series Holocaust, which was broadcast in 1978/9 in more than fifty
countries, is generally seen as a turning point in the discussion of the German
past. Especially in Germany the enormous impact of Holocaust showed how
great the influence of a TV programme on the public and academic conceptions
of history could be.? Therefore this chapter will take Holocaustas a starting point
to discuss the changing role of historical representations of National Socialism
in fictional films and TV productions. Firstly, 1 will ask how the depiction of
history in movies and TV series has changed since Holocaust was originally
L e Ta shie reesed T will analvse the transformation of the media culture
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of rem ill poi i
o ren embrg_nce:, I will point out three phases since the late 1970s in which the
¢ a? a}il ;owsual culture of remembrance changed significantly. In order to
0 5o - : IV
do wi A r:}t}w (;\1} my analyses of about forty German movies and TV series
aling with the Nazi past and publi
public debates about them. N
. : : : . Non-German
proc'luctlons will also be considered if they had a great impact on G
audiences and debates.’? P -
Sc;:onﬁl'y, I'w1ll ask how the relationship between academic history and
popular ilstolixography in film developed. In doing this, I do not want to
examine the historical accuracy of i
y of each film or series. For obvi
: | ace . vious reasons
m
;s ovies never follow historical sources as exactly as scientific books do There’
or i : .
e, it seems to be more productive to compare common elements of those
o Lo .
thovxc;s to tgends of historical research in each decade. Here I would like to argue
. ) . .
}c:ui movies do not necessarily draw in depth on the results of historical
research they nevertheless refer to contemporary historians’ work

The Impact of Holocaust on Movies and Research in the 1980s

Ilt91; g;';lll lzinown that thedbroadcasting of the American docudrama Holocaust in
ed to a great and emotional debate about the i i
a past in German A
Morle than twenty r‘mlhon Germans watched the series, which describegolf;e\;ya
single ]ewxs.h family frgm Berlin suffered during the Third Reich and
part1c1patcd. in all the tragic events of the destruction of the European Jews. But
even more important than the great number of viewers was the fact tha; the
mfajﬁnry of viewers discussed the series with friends and colleagues and that tens
ﬁ tl : ousan'ds of German viewers wrote to the TV channel or tried to call its
Cot ine. It is true that a numk?er of people insulted the channel with anti-Semitic
p:;x?erllts. quever, I;‘lO;C viewers expressed their sympathy and described their
nal experience of the Holocaust, and many of th i
. ¢ fol , y of these letter
;(J)ub‘h§hed (see Knilli and Zielinksi 1983; for Austria, see Dier;vi‘;r;;'ll?;i;l)y
° gc?]xo}r: pollsI fe;tundhtheblt anti-Semitic attitudes and sympathies for the- Thirci
changed after the broadcast of the docudrama (B
effect of the reception of Holoe, P Al Ly
‘ aust was that the German parli
abolished the statutor i imitati i e oo e o
. tutory period of limitation concerning murder, aft
postponing a decision about it. This law mainly conceiedum:rii; ommic odf
during the Third Reich. o
The impact of Holocaust on histori
storical research is also obvi
gvroiriamr:fe actualfl‘y lizlelped establish this area of research in Gcrman)‘: f:j'initz
orld and gave a field of historical research its name. Many i i
why German historians had failed to re uestions. oSy
‘ search these questions or to inf
public about this period of German histo ) SR
i . ry. The news magazine Der Spiegel, f
instance, gave as its headline ‘A Black Day f istorians ( £z D o
tanc y tor Historians’ (Ein schwarzer Tag fii
tf}{zstorzfer). Famous' contemporary historians like Martin Broszat tried to exffs:
emselves by arguing that the Holocaust had already been well researched in
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many studies, but this was not really true. However, the hijtorians? adr?i;tii zh;.:;
) 0
obvious need for other, more popular and emotiona
Er}:;r:::; 2licixllt)wled.ge about the Holocaust and the Third Reich to a broader
ic (B t 1979; Scheffler 1979). .
pu};{h;fr cr::ZZne explain the enormous impact of this doci?ra‘rir‘la? Ofl a clbosex;
i i broadcast public discussion abou
look, one can see that in the year before it was : | o
, i fortieth anniversary of the
1 t had already increased. On the : :
;li’leeic/? (:7 ocoariismcht in 1978 the number of commemoration ceremonies Wenzl up
signiﬁiaily (Schmid 2001: 325-93). Public reports aboutFlibaElso mc;/e;s? : 1;1
i f Hans Filbinger, Minister-
1978 due to the debate about the Nazi past o :
P?zsidenutcof Baden-Wiirttemberg from 1966 to 1978, and the trial };)f thef spt;\f:,f
of the Majdanek concentration camp (Horn' 2002). Thc.: num8 eéx o M
rogrammes about the Holocaust also increased in Germany in 1978. air;gg)
l;f ?his are TV productions like Dr. W— Ein S$~Arzt in Ausc.bwzrzd( h R
Manager des Terrors (1977) about Reinhard Hcydrth, and Aus ezfzem ezltgsc en
Lebeng(1976) about the commandant of Ausschwntz,‘Ruclolf Hof (\Wc; dgrarr}
2002: 24). Statistical surveys also show an inc)rea(s)e 1m thh‘e numbelrt;)endos:n
i nd 1978 (Kansteiner 2003: 264). Only this genera :
Z(;T:?::h?‘zﬁe media reported at such length about Holocaust, even before it
dcasted. ' .
Wafr];‘:?m‘:::; of Holocaust was generally welcomed, and 1tfse}1;ved asa Stlmlill;z
i i he content of the series was le
for new discussions. On the other hand, t . . N
i itici | and not authentic enough.
ted. It was widely criticized as too emotiona : '
gzsever the content of Holocaust influenced thchgmw;gg m;mber of ?;visf
’ i iali i 1980s. ggeat de
d docudramas about National Socialism in t e
aHnoloca(;cs;s emotional impact was due to scenes showing t?ehdezla;lgsoancsitw?: Zﬁ‘
i i he movies of the s. Stor
women and children. This had an effect on ¢ ol
i i ive films — such as Regentropfen ( ,
d children were the topic of successive geny
?t::n Zb;lze Himmel (1981), Ein Stiick Himmel (1982) andde}i‘Zequf?ge Sa‘lon:ﬁz
i ife of Anne Frank was portrayed three times in
(1990). Meanwhile, the life o : hrce times In e
i | movies about Jewish families
1980s and, following Holocaust, severa ' fes »
i iti Iso films which were based on
duced in Germany. In addition, there were a : el
frrt?c ;xti)eries, such as Die Geschwister Oppermann (1983) and chf Berﬁmz: (1288);
Through these and other productions history be;amc crr;otlonady r;}g:l;xﬁa
iti ial hi he history of everyday lite,
litical and social history was connectéd to t : e, |
P:r;iilizzd narratives focused attention on th_e history of th§ victims,
Someth'mg which had not been developed by histonogralghy at t(l;at }:lm;‘;lms ,
istorical i i hown in these and other
H er, the historical images which were s . : :
the 13?8! were not unproblematic. The Jews presentedfmhthccsie mmges ?331: :rllig
i i i imi bers of the educated mi
those in Holocaust, mainly rich, assimilated mem ted middle anc
ied to Christian Germans and fought for
upper class. They were often marrie hristi T o e ey
h r. Other typical elements of Jewish history : ve
::Z:tcd: anti’Szymitic conflicts before 1933, poverty and ]elesh tradltm.ns were
ii& out of the German films, even more so than in the American TV series.
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Unlike Holocaust, German movies rarely showed the Holocaust and the
extreme violence which was enacted against the Jews. This was partly due to the
fact that the German films mostly concentrated on the early years of Hitlers
dictatorship and on the western parts of Germany. Auschwitz and the gas
chambers, which were shown in Holocaust, remained on the margins of
representation in the 1980s. This is similar to the open-air mass shootings that
Holocaust vividly showed from the perspective of eyewitnesses and with the use
of documentary material. Films like the French survival story Schrei nach Leben
(1985), which showed murders in the ghettos and concentration camps, were
condemned as kitschy adventure movies in the German papers.® Therefore, one
could conclude that Holocaust led to a broad public examination of the anti-
Jewish culture of the 1930s, but not of the genocide itself.

Unlike their depiction in Holocaust, ‘Aryan’ Germans were presented as
faceless followers of the Nazi regime in the German movies of the 1980s but
seldom as violent racists. Furthermore, the films quite often showed examples of
people offering help to Jews in everyday life. In Die Geschuwister Oppermann, for
example, pupils support a Jewish classmate, while in Regentropfen the wife of a
lieutenant demonstratively shops in a Jewish store during the April boycott of
1933. And in Die Bertinis, the eponymous family finds help in spite of the anti-

Semitism around them. Often the authorities show tolerant clemency until they
succumb to the pressure of certain National Socialists in a bid to save their own
position.

Of course these films showed Nazis who oppressed Jews. However, they were
presented as anonymous persons, who had absolute power thanks to being
members of the Nazi Party or had personal motives for enriching themselves at
the expense of, or avenging themselves against, Jews. Unlike those of the victims,
the offenders’ biographies were almost irrelevant. Likewise violence against Jews
was frequently anonymous, represented by stones thrown ar the windows of
Jewish families by a nameless mob. The stones and broken windows can be seen
as a symbol that more or less replaced the mass killings by a riotous but mostly
harmless form of anti-Semitism.

In Holocaust there was one character that had an exceptional career as a
National Socialist: a lawyer and member of the Schutzstaffel (SS) called Dorf.
Unemployment, want of success and his wife’s desire for prestige were the
central motives for his opportunistic rise in the SS. That career chances were a
crucial impetus for the functioning of the Third Reich was also shown in
German films like Lili Marleen (1981) and in the adaptation of Klaus Mann’s
novel Mephisto (1981). At the same time these German movies offered several
moments of relief by showing resistance. Lili Marleen, for instance, secretly
helps her Jewish lover and smuggles photos of the extermination camps into

Switzerland.

However, the depiction of the Nazis and their beneficiaries produced the
most urgent questions in the public debate — which included historians — about
the historical accuracy of these films. The series Viiter und Sihne: Eine deutsche
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Tragodie (1986), for instance, provoked a debate about whether IG Farben
anticipated the availability of forced labourers when they established their
factory at Auschwitz, and several academic studies on the company were
published in the following years (e.g., Plumpe 1990). Likewise the television
play Die Wannseekonferenz (1984) started a discussion about how far the
extermination of the Jews was decided at the famous meeting after which the
programme was named.” But while the victimhood of the Jews was accepted in
films and public debate, the question of German guilt was still fought over.

At the same time, there was an increase in depictions of opposition to the
Nazis from the bottom of German society. In the early 1980s two films were
made about the Weifle Rose, the most important student opposition group,
whose members paid for their opposition with their lives. The movie Die weifse
Rose (1982) showed a broad opposition of students and a professor, but the
majority of the supporters of the regime were left out. The TV production Fiinf
letzte Tage (1982), about the last days of Sophie Scholl in her detainment,
showed several prison officers commiserating with her plight. Furthermore,
Klaus Maria Brandauer filmed the solitary Munich assassination attempt of
Hitler by Georg Elser (Georg Elser: Einer aus Deutschland, 1989).

As well as these heroic examples many German films showed everyday
opposition. Various films and TV series were produced in the 1980s which
focused on the period from a rural perspective — like the series Heimat (1984),
Wallers letzter Gang (1989) and Herbstmilch (1988). In these, National Socialism
was seen as something that came from outside, from the cities, and which
repeatedly rubbed up against the stoicism of rural inhabitants. National
Socialism was also portrayed as a phenomenon that somehow lost its importance
in everyday life. This is especially true for the series Heimat, which understood
itself as a direct German counterpart to Holocaust (Reitz 1984: 100).

Many of the attributes of German films and TV series from the 1980s
mentioned above corresponded to the historical research from these years. After
the emphasis on Hitler in the 1970s, films unmistakably joined historiography
in a turn toward social history, micro-history and oral history. Media trends and
those of historical research seem to have mutually influenced each other. The
intensive research of small towns and rural areas during the era of National
Socialism also seems to be connected to the movies of the 1980s (Noakes 1996).
Just as films did, historical research took a closer look at the everyday resistance
which was missed in a focus on great political events. Another parallel can be
seen in the fact that the Holocaust was only made a major topic of German
historical research from 1982 onwards (Herbert 1998). One can at least assume
that increased media coverage of Jewish victims of the Nazis helped to bring
about this change in historiography.

Media depiction of resistance to the Nazis also corresponds with the perspec-
tives in academic historical research. Immediately after the movies concerning
the Weile Rose appeared, scientific studies and editions of their letters were
published (Tens 1984: Blaha 2003). This is even more the case for the failed
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}als.sassi.nation of Hitler by Georg Elser, which had been rarely noticed b
nlesgt!ontcacl1 glsea’rch. l};iveln bozks about opposition towards Hitler in the 1990)8,
ected Lisers well planned attem i i i
e e p pt to kill the dictator (Fest 1994; Steinbach
The movies about resistance also sho
w how films can become cataly:

Eultum. of remembrance. Brandauer’s film about Georg Elser, for instagzem ;ﬁi}j

y stating that he was ex'ecuted at the concentration camp in Dachau a;d that

zf}fmonument of him existed. Consequently, memorials to Elser were ;:rccted in

tx e:ient p}}aces 3ve}r1 the following years. Similarly, the movie Die Weiffe Rose
stated at the end that the judgements agai

gainst the group had not b -

sequently repealed; the German parliament reacted by annulling them ?znl ;lSII;

The Critical Turn since the Late 1980s

Since the late 1980s one can see changes in the depiction of National Socialis
in films that are part of a new phase in audiovisual history. These later ﬁlI .
reconstruct the past much more often from the perspective of the pr ot
Memory culture and the connection between the past and the present I;:Wm-
zent;{aii therr.x.es in many recent German films. As early as 1988, EZarzd der ;j'z’!tl:
fa};lz ’ c;} S{)/me (198.8). told the story of a young journalist investigating hi;
ather’s National Socialist past. A year later, Abrabam’s Gold (1989) showed th
conflict between two members of the ’68 generation and their fathers ;
grandfathers about their past. In 1990 the director Michael Verhoeven -
honoured for Das schreckliche Midchen (1990), depicting the roblcrrf ‘}'33
young student from Passau investigating the National Socialisl,)t ast (jfch :
hometown. A.nd in the same year the star-studded movie Rosmgdgten (1998;
22: :}:(t),u ?ECIL §howed a J'cv‘{ returning to contemporary Germany to find out
o s 119520;}1 of his sister, who had been killed in the SS child murders
N T"hese movies Vf:ntured beyond the time limit of 1945 and positioned
anﬁx&;nalﬁocxallsr; I1\111 a ra;iler tense relation to the present. The continuity of
-Semitism and National Socialist values were i i
films. The c':rimes of National Socialism were con:eézgii)tigz ;t‘i)r?:sztcifigo th'ese
to terms Wlt}.l the past and the acquittals of the jurisdiction of West Gemf::g
This ?hange In perspective again corresponded to shifts in relation to methodi YI
questions as well as shifts in the thematic range of research on National Sociali o
The culture of remembrance and the process of coming to terms with the st in
general became more central to historical research in these years (Dincrpf;;l;
Assrr‘lann 1988). Historians also started to interpret National Socialism i ’
relation to the experience of the Federal Republic. The Historskerstreit— the a
dcbate' among historians about the origins of the Holocaust — parti glre?t
upder}med the fact that the interpretation of National Socialism was cI:\)r mon
historians, a contested matter and deeply connected to the present R
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The historical narratives of films showed ‘signiﬁcant cban.ges, too.F;ic
countryside and the fates of individuals were still cent%'al topics }i{ldmany 1f mrsr;
But while in the 1980s the countryside was something of a hideaway fro
National Socialism, the movies of the 1990s often‘ s.howed rural victims,
offenders and followers together in moments of decu;l(?n. The antl—Szmlglc
persecution of Jews played an important role here'. In Len: mss fort (1h99Cl )l; or
instance, a Bavarian village decides to let a Jewish foundling, ‘who a Aecr}l
raised by a farmer’s family, be taken o.ff. Thfa TV drama iD;k’:’zfﬁzgehzm Cllb;zf
(1995) is set in a small Swabian village in Apr.xl 1945, shorty efore the en
the war. There, three cattle cars of dying Jewish concentration .c;lmp prlsonc;rz
are ignored and denied any help. ‘Instead, the people of the village move t
wagon into the next valley to get [’l.d of the prob.lcm. o

This new focus on the violence in everyday lee. also matchfzd a new tre(ril
historical research on National Socialism. The earlxef assumption of a top- own
dissemination of orders was dropped and sociological models of expflaﬁamoe:;
like group-pressure and regional dynamics, moved to the cer;ltrefo ;?Zetrh o
(Browning 1992). It is also noticeable that since the late 19805 the ate other
groups of victims — such as Polish forced labourers. and Russian pnsone;; o war
— has been acknowledged, such as in Der Polenweiber (1986) z.anfi Dastezrfzwel
des Walerjan Wrobel (1991). This focus on Eas'tem Eumpcan victims o i ?51%23
Socialism can also be found in historical studies. Since .the er}d of the Co a(;
the crimes committed on Eastern European :.md ‘Sovx‘et prisoners of war an
forced labourers have received more attention in ‘hlstorlc.al resear.ch. . ’

In the late 1980s the relationship between' cinematic ax'ld hlStOl‘.IC;l re; ity
changed too. Since 1945 almost all films and series about National Soma1 ism da‘t/e
been related to real historical events. However, they ha.ve seldom been claime to
be a direct historical reconstruction. In Ho}ommt this ‘rather te'nse‘co.nnectllon
between history and fiction was addressed in the opening credits: hIt is ondyis
story. But it really happened’. The characters' were fictional, but‘t ey alcte '
known events. The use of documentary material also proved the historical rea 1t§
of the Holocaust. However, since the early 1990s there has.beel} altrend towafrh
using historically authentic stories rather than famou‘s h‘xstonca e}\)/cr;ts wllltt
fictional characters. The emotional impact of these movies is due to tf‘T act (; at
they show true stories and reconstruct known fates. In‘domg s0, tl:lCSC ilms adop
the standards of historians, analysing sources and talking to eyewitnesses. .

There are several reasons for the increasing use of historically authenfxc
stories. The films using these are part of a new culture of remembrancec.i"g e nsz
of extreme right-wing parties in Germany has also suPported thehnee or t’}l.{l
stories, which can educate the younger generations. Eurt ermohre, .
documentaries about National Socialism since ‘thc 1990s, \./Vhlch We:f shown ”:1
increasing numbers, established new expectations to whlchbdocu rarr.xjsn:inin
films responded. In general the trend towards realicy TV t}.lat ecam;: evi Z o
the 1990s influenced the watching habits and expectations of film an

viewers.
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This trend toward authenticity was especially evident in Schindlers List
(1993), which was by far the most influential movie about National Socialism
in the 1990s. The famous black and white aesthetics of the movie, the use of the
moving camera and the filming of photographic icons enhanced the authentic
impression of the movie (Korte 1999; Schulz 2002). The accuracy of its content
also led to its positive critical reception among historians.® The impression was
created that this fictional movie depicted a historical reality that had not yet
been captured in the numerous TV documentaries about National Socialism.

The cinematic change of perspective that is marked by Schindler’ Listis again
reflected in historical research in the mid 1990s. At this time historians started
to look at the Holocaust in terms of regional elites and events in the occupied
territories of Poland and Eastern Europe, the latter becoming easier after files
from Eastern European archives became available (Aly 1995; Pohl 1996). Not
only were the connections between atrocities, enrichment and corruption within
these territories analysed by historians but also the smooth transition between
profiteers and heroes (Sandkiihler 1996).

The public debate about Schindler’ List made it clear thar the depicted crimes
were accepted as part of Germany’s own past. Conversely, the question of whether
a German could be depicted as a rescuer was also discussed.” The question
concerning guilt had thus shifted. A too-positive depiction of a German during the
time of National Socialism now appeared to be problematic. Not only the movie,
but also the reception of it in the media created a new way of dealing with the past.

Schindler’s List also showed how the debate about the representation of the
Holocaust changed. Claude Lanzmann, the director of Shoa (1985) demanded
once again a ban on any film showing the Holocaust." This issue stayed at the
centre of almost all articles on the feature pages, but Lanzmann’s position
became more and more opposed. The majority stressed that Schindlers List had
set a new limit to representation by making the gassing of the Jews a topic
without showing it in the movie. Thus Schindler’s List marked an end to the long
discussion of whether or not to show Nazi murders in movies. The directness of
Holocaust was taken for granted.

The majority of films concerning the Nazi past in the last decade have
followed the realistic approach established in the late 1980s and have attempted
to tell ‘true stories’. But the debate concerning norms of representation of Nazi
crimes that surrounded Schindler’s List was followed by other films that went a
step further and presented humorous stories in the context of these otherwise
tragic events. Although comedies about the Nazis had a long tradition, Roberto
Benignis film La vita ¢ bella (1997) set new standards." This comedy not only
focused on deportation, forced labour and the brutal eviction of a concentration
camp, it also contained a clever twist by refusing to reconstruct the Holocaust
with an aura of authenticity in the manner of, for example, Schindler’s List. The
story of a father who refuses to tell his son the official version of the Nazis can
also be seen as a protest against the official pictures and stories produced by the
National Socialists. The refusal of reality becomes a way to survive.
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| other comedies followed in the next few years, like Der Zug a"es Lc:bens
(ZOS()e(;;e,r%bicken Run (2000), Goebbels und Gedz{ldig (2002) and .Mem Fu}f‘re;
(2006). They were proof of a new easiness in dealing w‘mth. the Nazi t.lme},1 whic
became possible in connection with the serious examinations done in the years
before. A humorous way of dealing with dictatorship also begame the c}ommaat
narrative frame of films about the former German Demo'crat%c Republic (G;)B ,
or East Germany), such as Sonnenallee (1998), Helden wie wir (1'999‘), G;a ﬁle
Lenin (2003) and NVA (2005). These films suPported the p.ubl.lc view td at ;.fe
GDR was simply a grotesque regime in which protest thl'fm every ayS ife
dominated. Das Leben der Anderen (2006) — the celebrated movie abc?ut the 1;:51
that was awarded an Oscar — is rather an exception here. However, it also tg es
up the issue of resistance, which is also typical of most of the films about

National Socialism.

Berlin under Fire: Recent Trends

i 1990s, German movies about the Nazi past have become even
f’:(‘): ;&fni:ifus sz successful. Like the various TV series in the 1980s that werc;
produced as German responses to the success of Holocaust, the success o
Schindler’s List and several TV documentaries had a similar effect on the Germlan
movie industry. The historical narratives of these more recent ﬁlmfs ;so
changed. First of all, if we look at their content we can see that the focus ? t cmf
shifted from the provincial areas to the big cities. Bt'zrlm has bccolme the docus o
many films since then, such as Comedian Harmonists (1997), Aimée un ]zzéuar
(1999), RosenstrafSe (2003), The Downfall (2004) and Speer und Er QOOS})l. ne
could explain this in terms of the Berlin boom ‘that .has occurred smceft Iefic:at
of government moved there after German reunification. Otl.)cr success ud }11 ms
about different periods in German history also take place in Berlin an ;vc
shown problems of urban life.”? In general, the ‘culture of ,remembr'ance as
started to concentrate on the capital of the ‘Berlin szpubhc , and mixed new
symbols of remembrance with new national myths '(ersch .2()03). .

The cinematic focus on the capital has led to a different interpretation of the
past. National Socialism and the war appear as destroy'ers of a nostalgu(:laﬂy
transfigured urban culture (Koepnick 2002: 79). The tension between ieca en;
urban life and danger of death has become a central topic. Althoug ‘]elvws
victims are often central figures in these movies, the depiction of brute vio elr)lce

and concentration camps has somehow disappeared. .Insteac'i, the ur ;m

inhabitants are shown as victims of bombing raids and dlctato.rlallforcc. T is

tendency is also evident in the public debate about the pubhcz‘itx?n of Jorg

Friedrich’s Der Brand (Brand 2002). The Germans have become victims again.

After the dominance of the history of everyday life in the 1980s, tl?ese recent
movies have concentrated more often on the elite and the persecution (_)f .the

Jews. If one takes a look at groundbreaking publications on National Socialism
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over the last few years similar trends are visible. On the one hand, elites have
received more attention since the second half of the 1990s (Herbert 1996;
Kershaw 1998-2000; Wildt 2002). On the other hand, there have also been
groundbreaking publications about the destructive violence within and on the
edge of the Third Reich in the last few years. However, it is obvious that most
of the recent important studies of the Holocaust were not written by Germans
but by American historians (Friedlaender 2006). Similarly, the majority of
recent movies that centred on the topic of the Holocaust were once again non-
German or international productions, such as The Pianist (2002), about
arbitrary force in the Warsaw ghetto; The Grey Zone (2001), about Jews forced
to work in the crematoria of Auschwitz; and Fateless (2005), about everyday life
in Auschwitz-Birkenau. An exception here is the German production Der neunte
Tag (2004), which presented scenes from the Dachau concentration camp.
However, this movie focuses on the German resistance and German victimhood
once again.

The German movies of the last few years have a number of different themes.
The question of individual moral responsibility during the era of National
Socialism is one of these. Characters with a lot of potential for identification had
to confront temptation and moral dilemmas during the dictatorship. This could
be the young boxer at an elite school in Napola (2004), the aristocratic wife
confronting the Gestapo in Rosenstraffe (2003), a priest or a student during an
interrogation in Der neunte Tag (2004) and Sophie Scholl: Die letzten lage
(2005), a Nazi housewife in love with a lesbian Jew in Aimée und Jaguar (1999),
or the secretary in Hitler’s bunker in 7%e Downfall (2004). Here, the National
Socialists are characters without a biography who offer temptations to leading
characters. These characters show great resistance in most of the films. The boxer
who sets his career aside, the aristocratic wife who demonstrates against the
arrest of her husband, the general who contradicts Hitler, and the priest who
refuses to cooperate and is sent to a concentration camp — all of these cases create
an image of national socialist society that makes exceptional cases a rule. Of
course, movies do not have to depict a statistically correct representation of
history. But together they leave the impression that current German films offer
a generous moral rehabilitation.

Consequently, not only have the settings of movies narrowed but also the
time period of many plots. The movies and TV series of the 1980s had shown
long-term developments and biographies. More recent films, however, do not
discuss why many Germans became National Socialists, and neither do they
question how and why they turned into democrats after 1945,

The connection claimed between these later films and historical truth is a
close one. The majority of these movies understand themselves as part of a
reconstruction of history on the basis of sources. In many cases they make their
sources public and claim to be historically accurate, just as historians do. The
legitimacy of the representations in Sophie Scholl, for example, lies in the use of
new files about the examination and trial, the contents of which were accurately
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taken into the screenplay.” Likewise, the producers of The Downfall stressed that
their film was strictly based on documents and followed the known facts (Fest
and Eichinger 2004). Meanwhile, Speer und Er was advertised as drawing on
new historical results; The Grey Zone (2001), The Pianist (2002) and Edelweifs-
piraten (2004) utilized reports which were written by the victims right after the
war; and Rosenstrafle and Aimée und Jaguar were based on true stories and
accounts from witnesses (Wende 2002). In this way, the movies changed their
relation to the reality beyond the film. In Niklas Luhmann’s terms, the movies
claimed to work with the functional criteria of the scientific world (false/crue),
although they still operated with the major function of the media system
(entertaining/boring). Furthermore, the film-makers employed an under-
standing of historiography which has become a bit old-fashioned among
historians: an accurate reproduction of sources should not be taken for a
historical interpretation.

These films also mixed fictional and historical material more than before. A
number of them show scenes that look like bits of National Socialist newsreels
and which were familiar to the audience from documentaries. Scenes from
Hitler’s last public appearance on 20 April 1945, when he decorated child
soldiers (The Downfall), Eva Braun’s private films on the Obersalzberg (Speer
und E7) or the famous pictures of the Warsaw ghetto (The Pianist) were used as
the basis of certain scenes to enhance a film’s authenticity. Conversely, the press
treated these staged sequences like historical material, and it was sometimes
unclear if Hitler himself or the actor Bruno Ganz was shown in the newspaper
photographs (Wildt 2002).

Many historians criticized those movies with harsh words in the press.
However, the effect of using staged scenes from the past was that historians
discussed these films much more often as historical reconstructions than they
had done in the 1980s. Movies like Rosenstraffe, dealing with the protests of
German women in 1943, led to a scientific debate about the events in the
Rosenstrafle, marriages between Jewish and non-Jewish people in Nazi Germany
and the possibilities of resistance (Meyer 2004)." Many of those movies focused
attention on the results of historical research. Historians who were experts on
the issues covered in them profited from those movies because their books were

recommended together with their expertise. The movies also drew attention to
the work of historians and to questions concerning popular history in cinema
and TV. The majority of viewers in cinemas were not affected as much by these
movies as they had been by Holocaust in 1979. But at least these movies
increased the interest in contemporary history.

Many of these recent films claim to break taboos about the past, addressing
issues which have so far been overlooked by popular and academic history. The
Downfall and Speer und Er in particular were advertised with articles and
interviews which claimed that Hitler was for the first time presented as a human
being and not as a caricature or within a pedagogic setting. The right-wing press
in maricular inrerprered such movies as a ‘sign of emancipation’ and the
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E:gir'xninghc?f ha r}rllore :iell‘:}xeld way of dealing with the past in Germany.” Other
ovies, which showed Hitler in an even more pri :
‘ 18 private context, appeared at th
z;gl(;tlmt. Brmsh and Gern'rlan TV showed the melodramatic mosii Uncle Adolj"
(2003;, w}}:.xcﬁ plrcs;nted Shtler as a charming man, and Hitler: The Rise of Evil
. which also . -y 0 .
(2009), whi ocused on private elements of his biography like his relation
In fact, such movies were not that
, new. The plot and even several scenes of
j:)e ?awnﬁtl[ (%004) had alr?ady been presented in a similar way in Der letzte
‘ #( 95’5), which also described the last days of Hitler and was also based on
;vxtnesses. repo;ts}iI sulch as those of Hitler’s secretary, Traud! Junge. The popular
resentation of Hitler in The Downfall was also remini . i
| tion ’ scent of th
thxch his private life and the Nazi elite had been portrayed in rria::ayTl\I/]
ch;:mentanes since the 1990s. The Downfall showed spectacular pictuf@:s of
h'lt er, ones whlc}} were not transmitted by Eva Braun’s camera: Hitler showin
lls emotions, crying, laughing and even marrying. Indeed, the camera movefi
c o}sler to Hltlex:s fac‘e‘ than ever before. Obviously, the main focus here lies
rather on err.louonahzmg and personalizing aspects than on explanations and
background information. P -
From this perspective, these movies r
. , epresented a step back from the research
whlclil had been.don.e over the past few decades. Although the movies relied
much more on historical fac.ts than ever before, they turned away from historical
interpretations of tihe Nazl past. The TV series Holocaust was fictional and
cc?ntamcd. several. historical mistakes or implausible elements. However, it had
tll'ledlto give an interpretation of the Third Reich. In this regard it w;s more
closely connected to academic history than many of the films made nowadays

Conclusions

This chapter has focused on two major issues of the treatment of history i
featpre‘ films and TV productions since the late 1970s. Firstly, it looked a(zrl); -
audiovisual representations of the National Socialist period h;ve changed si e
the‘la.te 1970s. The analysis has revealed some significant develo mentg F'Smc‘;
?ll it is clear that the success of the American TV series Holomzst hads. o
mﬂucnce.on German movies and TV series in the 1980s. Although the aclonr:él ot
of the series was criticized in many aspects, numerous German production hem
f.lsed similar narratives. This example shows how the worldwide media i ; wry
mvente.d transnational popular historiographies. However, one should n:t us{az
of a sxfnple transfer of American interpretations. Furthermore, G b
pro.ducnons changed the narrative of harried families, put them ir’l d.i;fff rent
settings and constructed different popular historiographies. They left out orics
about those responsible for the crimes and scenes in the extermiiation :a::;;lzz

Ea i
stern Europe. Instead, the resistance of famous persons or ordinary people i
rural areas was presented. T peopen
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These narratives changed at the end of the 1980s. Since then, many feature
films have claimed authenticity and connected their stories to the present. The
innocence of rural life was transformed into a sphere where collective guilt was
crucial. Compared to earlier decades, movies made since the late 1980s have
started to discuss the Nazi past critically. Since the late 1990s, another turning
point has become obvious. Movies have tended to concentrate on major cities
in which German protagonists have had to face temptations and moral
dilemmas. As in the movies of the early Cold War, the protagonists manage to
resist these offers. Although these later films are historically more accurate than
before, they also avoid broader historical interpretations. To sum up, the
development from the late 1970s to the present constitutes a change from long-
term historical developments to condensed situations of decision; from the fates
of Jewish families to the tribulations of German urban citizens; and from
fictional stories with moral issues to the depiction of a historical truth.

The second issue this chapter has discussed is the development of the
relationship between academic history and popular historiography in feature
films. The analysis shows that historical research and film are more closely con-
nected to each other than seems to be the case at first sight. While historians
may criticize the historical content of films, historians and films often share the
same perspective on National Socialism. Just as films and TV series did in the
1980s, scholars exploring National Socialism at the time preferred social and
micro-historical approaches and analysed the regions. A change of focus to
resistance in everyday life came about in the 1990s, when the mass murder of
different groups of victims moved to the centre. In recent years, the renaissance
of biographical studies and the academic interest in urban life can be seen to
have parallels in the content of recent movies.

As the perspectives of film and textual historiography greatly overlap, one can
assume a mutual influence. The chicken-and-egg question can hardly be
answered. However, it is clear that historical research is not necessarily providing
the impulse for popular history. In this respect, one should reconsider the term
‘popularization’ because it is always based on the assumption that scientific
truchs are first produced by researchers and then simplified by the media.
Instead, the approaches of feature films and historiography often go hand in
hand.

This chapter has also analysed the content of films, public debates about
them and their relationship with the contemporary historiography. What we do
not know precisely is how cinema audiences and television viewers reacted to
these films and how they shaped their ideas about the past. Therefore one should
be careful when speaking of certain forms of collective memory just because
certain types of films have had great success. The reception of those films
depends not only on the content of the film and the public debate about it, but
also on the individual cultural background of viewers. Although popular
historiographies are less sophisticated than academic books, films might offer
very different ideas of the past. While academic history tries to find clear but
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élfﬁerentiat’ed answers, films are always more ambiguous. Consequently, ]
like %l/eyrze might be seen as an act of patriotic resistance, as a dci]slo alyia : m}f
of'mxhta}ry obedience or as a general justification of assassination}s, F'rcailc
pexther historians nor journalists decide how such films are understoo&- ather
interpretation is in the hands of the audience. racher
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