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Introduction 
 
 
 
Heimat is dead—long live Heimat!1 There can be no doubt: the Heimat film 
genre, assumed to be passé by so many, is alive and well. Who would have 
thought that this genre—which had been almost unanimously condemned 
within academic circles, but which seemed to resonate so deeply with the 
populace—would experience a renaissance in the twenty-first century? The 
genre’s recent resurgence is due perhaps less to an obsession with generic 
storylines and stereotyped figures than to a basic human need for grounding 
that has resulted in a fresh burst of navel-gazing, as well as a passionate de-
bate about issues of past and present, and about belonging to and longing for 
Heimat and the “other”.2 Or it may be attributed to the awareness that Heimat 
films from the 1920s to the present are able to provide significant insight into 
the societies from which they came. 

Films in this genre warrant being analysed not simply as “some kind of 
sugar-coated sociology but as narratives which negotiate, no less than the 
classical texts, the connection between writing, history and ideology”.3 
Clearly, the genre aids a socio-historical investigation of the state of German 
society, as its repositories of memory, history, escapism, and confrontation 
can be read as indicators of continuity and rupture, of reorientation and revis-
iting, and of nostalgia and the promise held by the future. Most Heimat films 
mirror current values and social changes, the reception of traditions, and the 
yearning for new beginnings which correspond to the time of their release. 
They form “an archive of human fantasies and desires [which preserve] the 
imaginary of the past within the present”,4 especially with regard to those 
films that indulge in what has gone before, in a tightrope act that oscillates 
between critiquing and revering nostalgia.5 

For several decades, this nexus between film and time was construed as a 
connection between cinema and national psyche, thanks to Siegfried Kra-
cauer’s seminal psycho-analytical reading of film.6 Since the late 1940s, his 
influence has continually infiltrated scholarship, despite occasional attempts 
by some academics to avoid it. One such example is Lotte Eisner’s work, 
which—notwithstanding her claims to the contrary—continues to betray Kra-
cauer’s influence in phrases such as “the German mind”, “the German soul”, 
and in her references to “inborn German likings”.7 From the earliest days of 
motion pictures, competing and contradictory ideas of Heimat have perme-
ated German films, making the genre as much a haunted as a haunting one. 
Whether the films expressed a longing “for a mythical space of innocence”,8 
as in Leni Riefenstahl’s Das blaue Licht [The Blue Light, 1932], or the out-
right rejection of the very possibility of such a “space of innocence”, as in the 
anti-Heimat films of the 1960s, representations of Heimat have provided im-
ages of artistic inspiration, utopia, ideology, and have even acted as a stum-
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bling block. This analysis seeks to investigate a variety of cinematic interpre-
tations of the concept of Heimat, ranging from those of the 1920s right up to 
the present. In response to Anton Kaes’s book From Hitler to Heimat,9 this 
study reverses his logic and looks at the topic “From Heimat to Hitler and 
Beyond” through the inclusion of a wide range of films which cannot easily 
be labelled “Heimatfilme”—yet which clearly negotiate Heimat as one of 
their main foci. 

As Heimat was synonymous, at best, with a utopian idyll and, at worst, 
with the Fascist theme of the sublime, the genre of Heimat film has been un-
derstood as a manifestation of, and vehicle for, escapism and/or ideological 
infiltration. Heimat may indeed have encapsulated the glorification of the 
past and a reactionary element, whereby the status quo was affirmed. Heimat 
films usually feature protagonists who are well served by conforming, sup-
porting, and definitely not attempting to change society. Positive identifica-
tion with one’s surroundings is idealized, and manifests itself in an all-
encompassing sense of well-being which relates to family, village, landscape, 
and/or country. Heimat therefore describes a place or state of complete self-
assurance, of harmony with one’s self and surroundings.  
 Films from before the Second World War, such as the early mountain 
films [Bergfilme] by Arnold Fanck, Riefenstahl, and Luis Trenker, form the 
starting-point in this analysis, with examples of Nazi and post-war Heimat 
films following. An examination of the development of Bergfilme from the 
1920s and 30s yields results which allow recognition of contemporary exam-
ples of this type, while a close look at a mountain film from the 1990s reveals 
complex interrelationships which indicate that Bergfilme do not constitute a 
sub-genre of Heimat films restricted to the years of the Weimar Republic; nor 
are they simply a precursor to the Blut-und-Boden films of the Nazi era.10 
Tom Tykwer’s Winterschläfer [Wintersleepers, 1997] is analysed and con-
textualized both synchronically and diachronically, highlighting the traditions 
and ruptures in the ways in which aspects of the genre are appropriated. Ob-
viously, Bergfilme as a specific sub-category of the Heimat film genre sur-
vived the Nazi era, the post-war years in both East and West, and the “econ-
omic miracle” in the Federal Republic. 

This book provides answers as to why the genre flourished from the 
1930s, with Nazi Heimat films allowing the clearest insights into a mindset 
driven by atavistic fears and a sense of “us and them”. While Fascist ideology 
was initially most effective at replacing longing with belonging, at seducing 
through inclusion, and at compensating for loss with new gains, the embrac-
ing of its elitist ideas implied the spurning of others. The power of ideologi-
cal belonging and the psychological might of a Heimat in Nazism were irre-
sistible to those who could be integrated, as cinematic examples from the 
1930s and 40s prove, as does the 2004 film Der Untergang [Downfall] by 
Oliver Hirschbiegel.  

The emotional drawcard of Heimat is an anthropological constant, ex-
plaining the continued success of the seductively romantic formula even after 
the demise of Nazism. Indeed, the productions of the 1950s—many of them 
reproductions from the preceding twenty years—embody what is nowadays 
referred to as the paradigmatic sample, in its truest but also its schmalziest 
form. These films were regarded with disdain by intellectuals who saw noth-
ing but “cliché-ridden, Agfa-colored images of German forests, landscapes, 
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and customs, of happiness and security, [and] deceitful movie kitsch”,11 al-
though the same critics seem oblivious to those crypto-Fascist elements 
reminiscent of earlier times which clearly still resonated with audiences. As 
one of the most popular genres in the 1950s,12 Heimat films—and the nostal-
gia and sentiments expressed within them—seemed to present “a way to dis-
avow the cultural rupture of 1933‒45” by providing identification with refer-
ences “to state of mind [and] also to actual places, suggesting nation while 
being specific to region”.13 The public appeared to need this reassurance in 
the 1950s, when experiences of loss, displacement and expulsion, and expo-
sure to endless scenes of devastation found a counterweight of sorts in the 
popular media. Going to the cinema was the favourite pastime in West Ger-
many in the 1950s, and escapist Heimat films, which showed idyllic country 
scenery instead of rubble-strewn cityscapes, were the most popular—even 
selling well to East Germans. The industry, in both East and West, pumped 
out kitsch films in quick succession to service this demand, and created col-
our-rich Heimat experiences on celluloid that captured the audience’s imagi-
nation—while also confirming their underlying prejudices and playing to 
their biases. Film-makers catered to popular tastes and delivered endless 
variations on a theme of melodramatic love stories set against images of 
iconic German landscapes, which almost always resulted in happy endings 
for those who truly belonged. As recently as 2003, Sönke Wortmann’s film 
Das Wunder von Bern [The Miracle of Bern] proved that 1950s-style Heimat 
films are still being copied and continue to appeal to large sections of the 
population, despite their rather uncritical romantic representations of the past. 

While feelings of nostalgia were initially symptomatic of “a longing for a 
lost time and a lost home but also for friends who once inhabited it and who 
now [were] dispersed”,14 belonging soon meant very different things on ei-
ther side of the Iron Curtain. Contrary to a long-held scholarly conviction, 
neither the Heimat films of the German Democratic Republic (GDR) nor 
those of the Federal Republic of Germany (FRG) were purely escapist or 
reactionary in their glorification of pre-modern societies. Scrutiny of 1950s 
West German Heimat films points out clear references to the future as much 
as to the past, especially with regard to their anti-Semitic sentiments.15 Wi-
dening the scope to encompass East German manifestations of the genre as 
well, new lines of development are uncovered which extend beyond the usual 
historical film summaries.  

Reasons for the genre’s demise (which soon followed its heyday, despite 
creative attempts at renewal and development) are also brought to light. 
Among the 1950s and 60s efforts to rejuvenate the genre in West Germany 
are adaptations of historical epics, as well as tourist films and the porno-
graphic Heimat films that brought the genre into disrepute. Condemnation of 
the Heimat genre by critics was widespread, of its prime generic examples 
and its bastardizations alike. Accusations of being too formulaic, too sweet, 
too romantic, too irrelevant were levelled against the Heimat genre as a 
whole, as well as against its transformations from the 1960s onwards. Indeed, 
the first two post-war decades saw a regression of sorts, with many directors 
resorting to glorified depictions of Heimat, as in Ernst Marischka’s Sissi tril-
ogy (1950s). Michael Kammen’s statement that nostalgia “is essentially his-
tory without guilt”16 could not be more correct when considering most heri-
tage films. 
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Nevertheless, these productions, which seemed to yearn for a different 
time in a less-complicated past, must also be credited with provoking a series 
of culturally important, radical anti-Heimat films. In the 1960s, a younger 
generation of West German film-makers produced a flurry of critical Heimat 
films which rebelled against the deceptive message of German Heimat kitsch, 
burning bridges and denouncing their cinematic forebears. An analysis of 
their films challenges the widely held claim that these German directors 
really operated within a national vacuum, as suggested by both Wim Wen-
ders and Rainer Werner Fassbinder, who lamented that the “lack [and] the 
absence of an indigenous tradition”17 with regard to German film-making had 
resulted in a generation of directors that “had nothing [and] started with noth-
ing”.18 Werner Herzog added to this claim: “[T]here was no real German 
film. […] We, the new generation of film directors, are a generation without 
fathers. We are orphans.”19 How could they have “started with nothing” 
when the very nature of their films was to challenge and contradict traditional 
Heimat conventions? A closer examination of Fassbinder’s Katzelmacher 
(1969) and Volker Schlöndorff and Margarethe von Trotta’s Die verlorene 
Ehre der Katharina Blum [The Lost Honour of Katharina Blum, 1975] dem-
onstrates that these films rebel against the heritage of German cinema and are 
thus undeniably linked to it. While the directors may have rejected their par-
ent generation, they were not without a rich, albeit problematic, heritage. 
Thomas Elsaesser, who unmasked these attitudes as a display of typical 
“family melodrama”, has already deconstructed this myth in part.20 Indeed, 
inter-textual references abound in Heimat films, and show that the claim of a 
lack of history is a dramatic pose. In a critical analysis of selected films from 
the 1960s and 70s, these interrelationships become obvious, allowing for the 
exploration of theoretical issues of representation and presentation, as well as 
for practical insights into the state of mind and sense of Heimat in West 
Germany at that time. Just how much this mindset continued into the twenty-
first century will be illustrated by an examination of Edgar Reitz’s Heimat 
trilogy. 

Meanwhile, the rejuvenation of the genre through its radical deconstruc-
tion in critical Heimat films could not take place in East Germany. For the 
Germans on the eastern side of the divide, Heimat in ideology, this time in 
socialism, was an indisputable truth which shone through all the films that 
were permitted to be released in the East. After playing to Heimat’s endemic 
popularity, functionaries in the GDR could not help but continue with the 
promotion of GDR Heimat, which needed to be loved unconditionally. If at 
all, critical Heimat films made it to the censors but not to the cinemas.21 The 
parallel existence of uncritical Heimat myths in East and West Germany 
alike, which found an audience at all times—ironically a far greater audience 
than the critical Heimat films could ever hope for nation-wide—may have 
cemented the perception of Heimat as revanchist propaganda and explains 
why academia shunned the topic completely for nearly half a decade.22  

The first positively received re-evaluation of Heimat, which appeased 
many academics and became a national and international success, was Edgar 
Reitz’s Heimat (1984), but film-makers’ engagement with issues of Heimat, 
identity, and belonging did not stop with Reitz. Throughout the existence of 
the old West and East Germany, Heimat was a topos for both cinema and 
television productions, and representations of Heimat have likewise perme-
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ated films in the unified Germany. Sönke Wortmann’s Das Wunder von Bern 
[The Miracle of Bern, 2003] and Edgar Reitz’s Zweite Heimat [Second Hei-
mat, 1992] as well as Heimat 3 (2004) are contemporary film productions 
which demonstrate that the genre is alive and continuing to thrive in the 
twenty-first century. 

In contrast to these recent attempts at imitating the conventional patterns 
of the Heimat genre, other post-unification interpretations of present-day 
Heimat by a younger generation of German directors have provided new im-
pulses to its development and have thus provoked a certain renaissance and 
renewal of the genre. Film-makers such as Züli Aladag, Fatih Akin, Andreas 
Dresen, Vanessa Jopp, Andreas Kleinert, Peter Welz, and many others have 
discovered Heimat anew, extending the perception of the concept beyond the 
national sphere and finding heimatesque qualities in a variety of regional, 
national, and supra-national spaces ranging from urban areas to the seascape. 
In previous studies, I have examined the subtle rediscovery of Heimat in the 
lost territory in the East and the way it functions as a symbolic rapproche-
ment, particularly in selected films released since 1990.23 Now, as then, the 
backdrop of the boundless, timeless forces of nature, which is not dissimilar 
to the pan-German Alpine Heimat of the Bergfilm, serves as a corrective to 
the human plight and as an answer to the universal human quest for Heimat.  

This development is also evident in the popular search for, and discovery 
of, Heimat in political ideologies, whether Nazism, communism, socialism, 
or capitalism. Such discovery informed the discourse on Heimat shortly after 
Germany’s unification (for example, Peter Timm’s Go, Trabi, Go and its 
sequel), with directors adopting, to a certain extent, the point of view of the 
former citizens of East Germany, as well as that of their Eastern European 
neighbours. The “Golden West” as Heimat is a problematic notion; however, 
since 1989 the requirement for utopias has been strongly supported by a se-
ries of films released around the turn of the millennium.24 As if in response, 
the reverse point of view—a Heimat in the East—has been put forward by 
other post-unification Heimat films.25 Coupled with this interest in subjective 
storytelling (which invites a readjustment of the audience’s perspective) are 
the Ostalgie and Westalgie26 trends of recent years. These latter productions 
display a renewed interest in reclaiming the past as a lost Heimat by using a 
selectively positive re-evaluation of times gone by. Nevertheless, while the 
longing for Heimat is universal, these trends are shown to be divisive. 

This study builds on the most recent scholarship which has read the Hei-
mat genre as a spatial phenomenon, concerned with not only national, but 
also wider, supra-national affairs, as well as with basic anthropological quests 
for identity and identity-construction in the face of the perceived dangers of 
modernity, progress, change, uncertainty, and recession.27 The undiminished 
relevance of Heimat in these historiographical exercises is clearly evident. 
Indeed, negotiating one’s place in a society or community has been of enor-
mous concern in every historical age.28 

Each of the analysed variants on the theme of Heimat from the 1920s to 
the present is documented and contextualized in a new light in the following 
chapters. They are probed for any underlying political messages, since Hei-
mat and identity as abstract entities have always been susceptible to mytho-
logical and ideological (mis)interpretations.29 The first analytical step of my 
research therefore attempts to reconstruct the evolving definition of Heimat, 
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linking changing connotations to specific events in German history (from the 
Baroque era to the present), and even explaining genre itself as a simulacrum 
of Heimat. The restrictions of genre can indeed be very satisfying, as they 
allow for a sense of reassurance in the recognition of familiar patterns and 
provide viewers with a sense of orientation through their certainty in know-
ing of the telos. Building on this foundation, an overview of the genre of 
Heimat film follows and is integrated into a discussion of modifications, de-
velopments, and fissures. Through a detailed analysis of selected films which 
represent crucial stages of development in German film history in general 
and the Heimat genre in particular, the state of Heimat through the ages is 
reappraised.  

I have chosen film as a medium for its wide application and reception, as 
well as its undeniable status as the twentieth century’s most important in-
strument of mass communication. It is a tool that caters to a broad spectrum 
of society by offering, on the one hand, escapist melodramas which appeal to 
large audiences and, on the other, complex idioms which are attractive to the 
critical reader, while also bearing witness to socio-historical changes. Natu-
rally, the value of such a history of German Heimat films may be considered 
to be diminished by its absences and insufficiencies. Nevertheless, the flaws 
in past scholarship on the subject— including the tendency to jump from the 
films of the 1920s and early 30s directly to the New German Cinema of the 
late 1960s, as well as the omission of GDR Heimat films, let alone expres-
sions of a longing for a German Heimat by migrant film-makers—have been 
avoided. In doing so, my study disregards any distinction between “high” and 
“low” culture, which, as a result of the verdicts of the Frankfurt School, has 
seen popular German Heimat films and Heimat sex films neglected by schol-
arship. This book allows for the coverage of soft-pornographic Heimat films 
and of television productions such as Traumschiff [Ship of Dreams] and 
Schwarzwaldklinik [Black Forest Clinic], which are relevant to a discussion 
of Heimat (film) in that they incorporate aspects of the heimatesque as well 
as the sexual fantasies experienced by many Germans living under post-
“economic miracle” conditions.30 These variants on the Heimat theme, which 
have been ridiculed and largely ignored by academia, are analysed and allo-
cated a place on the family tree of the Heimat genre.  

Likewise, “Der Neue Deutsche Heimatfilm” [The New German Heimat 
Film],31 which comprises Heimat films made by film-makers of local and 
international repute, highlights a revived yearning felt by so many dislocated 
citizens for grounding, refuge, and a place like home. While Ostalgie and 
Westalgie films fall into this category, powerful stories of diaspora and 
homecoming come in many guises: looking for Heimat in a certain mentality, 
such as in Peter Timm’s Der Zimmerspringbrunnen [The Living Room Foun-
tain, 2001], or even in eternity, such as in Hans-Christian Schmid’s Requiem 
(2005). Their protagonists’ nostalgic calling for rootedness is shared and ex-
pressed by many who feel insecure, ostracized, or rejected in German society, 
for economic as well as ethnic and racial reasons—among them people with a 
migrant background32—who grapple with their position within Germany’s 
socio-economic, political, and cultural realms. With unified Germany reflect-
ing once again on its diverse, multi-ethnic make-up, a realization of distinc-
tions was perhaps reinforced by the increased awareness of the cultural dif-
ferences that exist between West and East Germans in Ostalgie and Westalgie 
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films, and also those between northern and southern Germany, as evident in 
films by Bavarians such as Hans Sebastian Steinbichler (Hierankl, 2003) and 
Marcus H. Rosenmüller (Schwere Jungs [Heavyweights], 2006). At the same 
time, “hyphenated Heimat-leanings” (as in the case of many new Germans 
and German residents with a migrant background who bridge their place of 
origin and present sense of Heimat with a hyphen) find expression on a local 
as much as a European or global level. Whether it is a reference to two or 
more nation-states (Turkish-German), regions (Sicilian-Swabian), cities 
(Roman-Berliner), or ethnicity (Kurdish-German), loyalties and longings 
span concepts and contexts. Fatih Akin’s Gegen die Wand [Head On, 2004], 
Angelina Maccarone’s Fremde Haut [Unveiled, 2005], and Züli Aladag’s 
Wut [Rage, 2006] are films that clearly no longer negotiate Heimat as a sin-
gular concept, or as one with national confines.  

Germany’s film history is thus revealed in its immense richness and 
complexity, with proper attention given to the multitude of facets that to-
gether constitute the complete picture of any genre description. To ensure this 
diverse set of films illustrates the heterogeneous aspects of German history, I 
have attempted a seamless coverage of films from all eras. This largely 
chronological overview allows for appraisals of concurrent as well as con-
secutive works by referring to parallels as well as to discontinuities in Ger-
man Heimat films (or one of their sub-genres), which may not be obvious at 
first glance. The reader is invited to follow these radical juxtapositions in an 
attempt to unearth references, continuities, and borrowings that may enrich 
the discourse.  

By its nature, this study is highly eclectic, drawing upon a broad spec-
trum of methodologies which range from film history to aesthetics, and from 
literary and film theory to anthropology. The outcome of this enquiry is a 
cultural history of Heimat in German film which, for the first time, examines 
both classics and contemporary releases in a cross-referential rather than a 
purely chronological manner. It includes romantic Heimat films that are nos-
talgic for the past, critical and anti-Heimat films that are self-indulgent fanta-
sies, and cinematic depictions of ambivalent and hyphenated Heimat that can 
be read as the expression of sentiments of loss or of rejection of the status 
quo. The examination of one hundred years of Heimat films thus informs us 
about the changing ways in which family, community, and nation, as well as 
past, present, and future have been imagined, and provides insights into the 
development of German-language film from the period of the Wilhelminian 
Empire until well into the twenty-first century. 

 
 

NOTES 

1   Given its many meanings and associations, it is impossible to translate the term 
“Heimat” into English using only one word. Its basic meaning is “home(land)” 
and the sense of well-being and identity connected with it. Any translation of 
Heimat must necessarily be inadequate, because over time it has come to stand 
for particular ideological and aesthetic concepts, with many competing but also 
complementary meanings and associations. Accordingly, the term will be left un-
translated in order to stress this history of metamorphosis. The un-italicized form 
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“Heimat” will be used in the following chapters to refer to the concept, whereas 
italicized forms of the word indicate that a film or book of this title is referred to. 

2   This research will follow the complex definitions of Heimat [home(land)] and 
Fremde [other] as set out in Elizabeth Boa and Rachel Palfreyman, Heimat, a 
German Dream: Regional Loyalties and National Identity in German Culture, 
1890‒1990 (Oxford: Oxford University Press, 2000), pp. 1‒30, and Peter Dür-
mann, Heimat und Identität: Der moderne Mensch auf der Suche nach Ge-
borgenheit (Tubingen: Hohenrain, 1994), pp. 88‒133. 

3   Peter Humm et al. (eds.), Popular Fictions: Essays in Literature and History 
(London: Methuen, 1986), p. 2. 

4   Sabine Hake, German National Cinema (London and New York: Routledge, 
2002), p. 1. 

5   Kapczynski identifies “a cinematic style that mimics, rather than breaks with, the 
past”, and continues to point out that many recent film releases from Germany 
“return to that past ostensibly to critique it [but] simultaneously indulge in nos-
talgia for the visual conventions of the worlds they represent”. Jennifer M. 
Kapczynski, “Newer German Cinema: From Nostalgia to Nowhere”, Germanic 
Review, vol. 82, iss.1 (2007), pp. 3‒5, here p. 4. 

6   Siegfried Kracauer, From Caligari to Hitler: A Psychological History of the 
German Film (1947), revised and expanded edition edited by Leonardo Quare-
sima (Princeton and Oxford: Princeton University Press, 2004). 

7  Lotte H. Eisner, The Haunted Screen: Expressionism in the German Cinema and 
the Influence of Max Reinhardt, translated by Roger Greaves (Berkeley and Los 
Angeles: University of California Press, 1969), pp. 9, 17, and 205. 

8   Peter Blickle, Heimat: A Critical Theory of the German Idea of Homeland (New 
York: Camden House, 2002), p. 157. 

9   Anton Kaes, From Hitler to Heimat: The Return of History as Film (Cambridge, 
Mass.: Harvard University Press, 1989). 

10   The phrase “blood and soil” was coined by August Winning, previously a Social 
Democrat. As a political slogan, it was popularized by Nazi agricultural minister 
Richard Walther Darré and promoted by Walther Schoenichen, the head of the 
Prussian State Office for the protection of Natural Monuments, who saw the soil 
of one’s Heimat as a field of force from which hardened racial lines emerge in 
continual rejuvenation for the battle for existence. Cf. Anna Bramwell, Blood 
and Soil: Richard Walther Darré and Hitler’s Green Party (London: Kensal 
Press, 1985), pp. 54‒55. 

11   Kaes, From Hitler to Heimat, p. 15. 
12   For yearly figures of distribution revenue, see Hans Günther Pflaum and Hans 

Helmut Prinzler, Film in der Bundesrepublik Deutschland: Der neue deutsche 
Film (Munich: Hanser, 1979).  

13   Robert C. Reimer, “Picture-Perfect War: An Analysis of Joseph Vilsmaier’s 
Stalingrad (1993)”, in Randall Halle and Margaret McCarthy (eds.), Light Mo-
tives: German Popular Film in Perspective (Detroit: Wayne State University 
Press, 2003), pp. 304‒25, here p. 320. 

14   Svetlana Boym, The Future of Nostalgia (New York: Basic Books, 2001), p. ix. 
15   Cf. Julia Anspach, “Antisemitische Stereotype im deutschen Heimatfilm nach 

1945”, in Heinz Ludwig Arnold and Matthias N. Lorenz (eds.), Juden.Bilder 
(Munich: Edition Text & Kritik, 2008), pp. 61‒73. 

16   Michael Kammen, Mystic Chords of Memory: The Transformation of Tradition 
in American Culture (New York: Vintage, 1991), p. 688. 

 



Introduction 

17 

 

17   Wim Wenders quoted in Timothy Corrigan, New German Film: The Displaced 
Image (Austin: University of Texas Press, 1983), p. 25. 

18   Fassbinder quoted in Eric Rentschler, West German Cinema in the Course of 
Time: Reflections on the Twenty Years since Oberhausen (Bedford Hills, NY: 
Redgrave, 1984), p. 97. 

19   Werner Herzog, “Die Eisnerin, wer ist das?”, Film-Korrespondenz, 30 Mar. 
1982, pp. 1‒2. 

20   Thomas Elsaesser, New German Cinema: A History (Basingstoke: Macmillan, 
1989), p. 215. 

21   Cf. Jan Palmowski, Inventing a Socialist Nation: Heimat and the Politics of Eve-
ryday Life in the GDR, 1945‒1990 (Cambridge: Cambridge University Press, 
2009). 

22   This is indicated by the fact that the research register compiled by Eppelsheimer 
and Köttelwelsch lists no titles on Heimat between 1967 and 1972. Hanns W. 
Eppelsheimer, Bibliographie der deutschen Sprach- und Literaturwissenschaft 
(Frankfurt: Klostermann, 1957 onwards);  Clemens Köttelwesch et al. (eds.), 
Bibliographisches Handbuch der deutschen Literaturwissenschaft, 1945‒1969 
(Frankfurt: Klostermann, 1972). 

23    Cf. Alexandra Ludewig, “A German Heimat in the Baltic Region? Contemporary 
German Film as a European Provocation”, Journal of European Studies, vol. 36, 
no. 2 (2006), pp. 157‒78, and “Screening the East, Probing the Past: The Baltic 
Sea in Contemporary German Cinema”, German Politics and Society, vol. 22, 
no. 2, iss. 71 (2004), pp. 27‒48. 

24   Cf. Achim von Borries, England, 2000; Vanessa Jopp, Vergiß Amerika [Forget 
America], 2000. 

25   Cf. Ute Badura, Schlesiens Wilder Westen [Silesia's Wild West], 2002; Andreas 
Dresen, Nachtgestalten [Nightscapes], 1999; Volker Koepp, Kalte Heimat [Cold 
Homeland], 1995; Volker Koepp, Kurische Nehrung, 2001.  

26   “Ostalgie”  is a neologism referring to nostalgia for the disappearing East Ger-
many; it was coined by combining “nostalgia” and the German word for “east” 
[Ost]. “Westalgie” does exactly the same with regard to the old West Germany 
(1949‒89). 

27    Cf. Johannes von Moltke, “Evergreens: The Heimat Genre”, in Tim Bergfelder, 
Erica Carter, and Deniz Göktürk (eds.), The German Cinema Book (London: 
British Film Institute, 2002), pp. 18‒28. 

28   In this context, Sorlin’s claim that German cinema has looked backwards “with 
little risk of nostalgia” is challenged in this book. Pierre Sorlin, European Cine-
mas, European Societies, 1939‒1990 (London: Routledge, 1991), p. 183. Cf. 
Wendy Everett (ed.), European Identity on Cinema (Exeter: Intellect, 1996), p. 
19. 

29   “Whenever any of the subjective elements of a sphere of satisfaction are elevated 
to objective criteria and made into generally binding facts of life, that’s the point 
at which the ideologization of the term ‘Heimat’ commences.” In the original: 
“Wenn die jeweils subjektiven Elemente eines Satisfaktionsraums zu objektiven 
Kriterien erhoben und zu allgemein verbindlichen Lebenstatsachen gemacht 
werden, setzt die Ideologisierung des Heimatbegriffs ein.” Ina-Maria Greverus, 
Der territoriale Mensch: Ein literatur-anthropologischer Versuch zum Heimat-
phänomen (Frankfurt: Athenäum, 1972), p. 46. 

 



Screening Nostalgia 

18 

 

30   Similarly, parodies of the Western genre by Helge Schneider in the 1990s have 
added a new twist to the engagement with a German Heimat and could also have 
been included in this discussion. 

31   Petra M. Müller and Kirsten Niehaus, “Welcome to the Berlinale 2007”, Medien-
board News, vol. 1 (2007), p. 3.  

32   This applies to East Germans, who experienced something similar to migration 
when capitalism came to them, as much as to foreigners who came to Germany. 




