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Introduction 

This text began as an extended online essay1, continuing a conversation with other 

members of a general audience already familiar with the Heimat Trilogy.  It records only my 

own personal reflections.  It is a kind of guided commentary to the Trilogy from one individual 

ÌÁÙ ÓÐÅÃÔÁÔÏÒȭÓ ÐÏÉÎÔ ÏÆ ÖÉÅ×ȟ ÂÕÔ ÉÎ ÄÉÓÃÕÓÓÉÏÎ ÉÔ ÃÏÎÔÁÉÎÓ ÍÁÎÙ ȰÓÐÏÉÌÅÒÓȱ ÁÎÄ ÉÓ ÁÄÄÒÅÓÓÅÄ 

preferably to those who are watching or have already watched the films.  It is not meant to be 

a source of comprehensive factual information on the Heimat Trilogy and its Director, as such 

information is already available from the websites, the booklets accompanying the DVDs, and 

many other other publications of which a selection are referenced in my Bibliography.  

However in online form people might come across it who know little about the films, so here 

is a brief factual introduction for them.  All the same, I would strongly encourage any readers 

to watch at least some of the films themselves and form their own impressions first, before 

engaging further with the commentary.  I would hate my reflections to interfere with the 

ÐÒÏÃÅÓÓ ×ÈÅÒÅÂÙȟ ÁÓ %ÄÇÁÒ 2ÅÉÔÚ ÏÆÔÅÎ ÓÁÙÓȟ ÆÏÌÌÏ×ÉÎÇ 4ÒÕÆÆÁÕÔȟ ȰÁ ÆÉÌÍ ÐÕÔÓ ÉÔÓÅÌÆ ÔÏÇÅÔÈÅÒ ÉÎ 

ÔÈÅ ÈÅÁÄ ÏÆ ÔÈÅ ÖÉÅ×ÅÒȢ  4ÈÅ ÆÉÌÍ ÅØÉÓÔÓ ÉÎ ÁÓ ÍÁÎÙ ÉÎÄÉÖÉÄÕÁÌ ÖÁÒÉÁÎÔÓ ÁÓ ÔÈÅÒÅ ÁÒÅ ÖÉÅ×ÅÒÓȢȢȢȱ2 

%ÄÇÁÒ 2ÅÉÔÚȭ Heimat Trilogy is a cinematic masterwork of huge proportions, which has 

grown over the years since 1980, when production began, into a body of 30 feature-length 

parts, amounting to around 54 hours of film.  The parts form three main cycles, Heimat ɀ eine 

Deutsche Chronik (1984), Die Zweite Heimat ɀ Chronik einer Jugend (1992), and Heimat 3 ɀ 

Chronik einer Zeitenwende (2004).  In the latest German DVD edition3 these are bookended by 

two further feature-ÌÅÎÇÔÈ ÆÉÌÍÓȟ Á Ȱ0ÒÏÌÏÇÕÅȱȟ Geschichten aus den Hunsrückdörfern (1981) and 

Ȱ%ÐÉÌÏÇÕÅȱ ȟ Heimat-Fragmente:  die Frauen (2006), of which only the latter is yet released with 

English subtitles.  For simplicity in this book I have adopted the journalistic convention of 

calling the three cycles Heimat 1, Heimat 2 and Heimat 3, though in the case of the first two 

these are not the correct titles. 

The films of the Trilogy were created by film crews and casts made up of many gifted 

individuals, some now widely renowned, some otherwise little known, under the inspired 

leadership of the Director and auteur film-maker Edgar Reitz.  Reitz, son of a clockmaker and 
                                                   

1 Originally published on the websites http://www.heimat123.net/ and http://www.heimat123.de/  
2
 $)% :%)4 ΫΰȢΫάȢάΪΪή .ÒȢίά Ȱ)ÃÈ ÂÅ×ÕÎÄÅÒÅ 4ÒÅÕÅȟ ÄÉÅ ÁÕÆ ÎÉÃÈÔÓ ÓÐÅËÕÌÉÅÒÔȰ 

3 Die Heimat Trilogie/Gesamtedition Kinowelt DVD edition 2010 

http://www.heimat123.net/
http://www.heimat123.de/
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dedicated craftsman, was born and brought up in the Hunsrück, a very rural region of 

Germany to the west of the Rhine.  It was traditionally a relatively isolated area with its own 

dialect, culture and industries, though traversed and occupied by armies through the 

centuries, not least in the twentieth.  As a student in the 1950s Reitz left the region to study in 

Munich and became immersed in the world of avant-garde arts ɀ music, literature, theatre, 

and film, eventually helping to found and teach in an Institute of Film Design in Ulm.  He was 

a founder member of the group of New German auteur Film-makers who signed the 

Ȱ/ÂÅÒÈÁÕÓÅÎÅÒ -ÁÎÉÆÅÓÔÏȱ ÉÎ Ϋγΰάȟ ÄÅÃÌÁÒÉÎÇ ÔÈÅ ÄÅÁÔÈ ÏÆ ÔÒÁÄÉtional commercial film making 

and the rise of a new language of film.  He made a number of experimental short films, and in 

the later 1960s and 1970s set up his own film production company to make half a dozen 

remarkable feature films4.  Only the first of these received international recognition, and the 

rest, with one further partial exception, were less well received at the time, even though in 

retrospect they arguably include several masterpieces5.  The dramatic flop of the last one in 

1978 left Reitz with his finances, his career and his personal life in ruins.   

In many interviews and publications he tells how that winter, snowed in on a North 

Friesian island, he began to take stock of his life from his origins to the present moment, and 

found himself researching and writing down stories and memories of his Hunsrücker family 

from the time of his grandparents onwards.  The resulting manuscript was the origin of the 

first Heimat cycle.  With the encouragement of an influential friend and television editor he 

began to develop it into a script, in close collaboration with another experienced screenplay 

writer, Peter Steinbach.  The two co-authors spent a year living in the Hunsrück researching 

and preparing their material.  Re-familiarising himself with the Hunsrück in that way 

eventually led Reitz to make the poetic documentary Geschichten aus den Hunsrückdörfern.  

By the time this appeared in 1981, production of Heimat 1 was already well under way. 

4ÈÅ ÔÉÔÌÅ Ȭ(ÅÉÍÁÔȭ was adopted almost by accident.  The notoriously untranslatable word 

ÉÍÂÕÅÓ ÉÄÅÁÓ ÏÆ ȬÈÏÍÅȭ ÁÎÄ ȬÈÏÍÅÌÁÎÄȭ ×ÉÔÈ Á ÓÅÎÓÅ ÏÆ ÂÅÌÏÎÇÉÎÇ ÉÎ Á ÐÌÁÃÅ ÁÎÄ ÃÌÏÓÅ 

community which was once familiar and safe, but is now lost, only to be remembered and 

longed for, or projected as an unattainable utopia.  In Germany the word had accrued 

ambivalent political and cultural meanings for both the left and the right.  In recent years, in 

ÐÁÒÔÉÃÕÌÁÒȟ ÉÔ ÈÁÄ ÂÅÅÎ ÄÁÎÇÅÒÏÕÓÌÙ ÃÏÎÔÁÍÉÎÁÔÅÄ ÂÙ ÁÓÓÏÃÉÁÔÉÏÎ ×ÉÔÈ .ÁÚÉ Ȱ"ÌÏÏÄ ÁÎÄ 3ÏÉÌȱ 

ideology, and later degraded in a different way by its symbolic use in facile, feel-good 

commercial films of the post-war years6.  It was a risky choice for a title, but the film cycle 

itself has helped to rehabilitate the word. 

In Germany, Ȱ(ÅÉÍÁÔ ×ÁÓ ÔÈÅ ÆÉÌÍ ÓÅÎÓÁÔÉÏÎ ÏÆ ÔÈÅ ÙÅÁÒ Ϋγβήȱ7.  It was shown both in the 

cinema and as a television series, not only in Germany but, over the next few years, in many 

                                                   

4
 Edgar Reitz ɀ Das Frühwerk. Kinowelt/Arthaus DVD edition 2009 

5 !ÎÇÅÌÁ 3ËÒÉÍÓÈÉÒÅȡ Ȱ)ÍÐÒÅÓÓÉÏÎÓ ÏÆ %ÄÇÁÒ 2ÅÉÔÚȭ $ÁÓ &ÒİÈ×ÅÒËȰ (2009) 
6 Gundolf Hartlieb: In diesem Ozean von Erinnerung. Edgar Reitz' Filmroman Heimat - ein 

Fernsehereignis und seine Kontexte (2006) 
Rachel Palfreyman: Edgar Reitz's Heimat: Histories, Traditions, Fictions (2000)  
7 Reinhold Rauh: Edgar Reitz: Film als Heimat (1993), p.200 
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other countries too, including the UK.  Its viewing figures were estimated in tens of millions, 

and in Germany its official TV audience rating stood at 26%8.  It was lauded by the majority of 

critics, and much loved by the public, often for individual, very personal reasons9.  As a social 

and political phenomenon it has since been extensively debated, especially in the context of 

the historiography of the Nazi period, and the history of German culture and film.  The debate 

is helpfully reviewed in scholarly publications in both German and English, including the few 

quoted above10.  Heimat 1 was considered by many to be of historic importance in the way 

that, through its authentic, non-ÉÄÅÏÌÏÇÉÃÁÌ ÄÅÐÉÃÔÉÏÎÓ ÏÆ ȰÏÒÄÉÎÁÒÙȱ ÌÉÖÅÓ ÔÈÒÏÕÇÈ ÔÈÅ .ÁÚÉ 

period, it seemed to enable German people to revisit their own denied memories of that 

period, with greater openness and honesty than was acceptable before11.  Later, though, it 

attracted an understandable hostility from writers who felt that with such a focus it entirely 

failed to reflect the horrors of the Holocaust.  Yet, as Rachel Palfreyman says:  ȰÉÆ ×Å ÁÒÅ ÔÏ 

learn anything from genocide then it is also important to consider perpetrators as well as 

victims.  The attempt to understand why ordinary people allowed these crimes to take place is 

Á ȢȢȢ ÔÁÓËȱ ÁÓ important ÁÓ ȱÔÈÅ ÖÉÔÁÌ ×ÏÒË ÏÆ ÄÏÃÕÍÅÎÔÉÎÇ ÔÈÅ ÈÉÓÔÏÒÙ ÏÆ ÔÈÅ (ÏÌÏÃÁÕÓÔȱ12.   

It is a sensitive subject, but for my part I respect the similar arguments movingly put 

ÆÏÒ×ÁÒÄ ÂÙ )ÓÒÁÅÌ 3ÈÁÈÁË ÉÎ ÁÎ ÁÒÔÉÃÌÅ ×ÈÅÒÅ ÈÅ ×ÒÉÔÅÓȡ  Ȱ/ÎÅ ÃÁÎÎÏÔ ÒÅÐÅÁÔ ÔÏÏ ÏÆÔÅÎȡ  4ÈÅ 

extermination of the Jews by the Nazis, with all its horrors and all the typical human behavior 

involved in those horrors, was not unique, and one can only begin to understand it when one 

ÓÅÅÓ ÔÈÁÔ ÉÔ ×ÁÓ ÎÏÔ ÕÎÉÑÕÅ ȣȱ13 Shahak was a controversial figure, either misappropriated or 

reviled by ideologues on all sides, but he, as himself a survivor of the Holocaust, had every 

right to say this.  Though to some extent misrepresenting the authors he criticised, the liberal 

understanding evinced in this citation from his article is very close in spirit to that which 

informs the Heimat Trilogy.  So too are the moving words of Bernhard Schlink, author of The 

Reader, recorded in a BBC interview14, that ÉÔ ÉÓ ȰÏÆ ÃÒÕÃÉÁÌ ÉÍÐÏÒÔÁÎÃÅȱ ÔÈÁÔ ×Å ÄÏ ÎÏÔ 

ÏÖÅÒÓÉÍÐÌÉÆÙ ÂÙ ÂÅÌÉÅÖÉÎÇ ȰÔÈÁÔ ÔÈÏÓÅ ×ÈÏ ÃÏÍÍÉÔÔÅÄ ÍÏÎÓÔÒÏÕÓ ÃÒÉÍÅÓ ×ÅÒÅ ÊÕÓÔ ÍÏÎÓÔÅÒÓȢ  )Æ 

they are monsters they are so far away from us they are not a threatening experience for us.  

But the experience that my generation made again and again was that someone whom we 

knew, liked, admired, even loved, who was kind and generous and helpful, as we later found 

out had been involved in  something awful, had committed something awful.  And this is the 

ÔÅÎÓÉÏÎ ÔÈÁÔ ×Å ÃÁÎ ÆÉÎÄ ÉÎ ÐÅÏÐÌÅ ȢȢȢ ÔÈÅ ÔÅÎÓÉÏÎ ÔÈÁÔ ×Å ÈÁÖÅ ÔÏ ÁÃËÎÏ×ÌÅÄÇÅȱȢ  In particular 

this is the painful experience of the troubled student generation in Heimat 2. 

                                                   

8 Hartlieb, op.cit., p. 97 
9 %ÖÅÎ ÎÏ×ȟ ÍÅÅÔÉÎÇ ÏÔÈÅÒ ȰÆÁÎÓȱ ÏÆ ÔÈÅ ÆÉÌÍÓȟ ÏÒ ÐÁÒÔÉÃÉÐÁÔÉÎÇ ×ÉÔÈ ÔÈÅÍ Én an online discussion, one is 

struck by the fascinating diversity of perceptions and understandings among them.  
10 Rauh, Palfreyman, Hartlieb, opera cit.   
11 Palfreyman, op. cit., p.95-96, Rauh, op.cit. p. 182-83, Hartlieb op. cit. p.99 
12
 Palfreyman, op. cit., p.103. 

13 )ÓÒÁÅÌ 3ÈÁÈÁËȡ  Ȱ4ÈÅ ,ÉÆÅ ÏÆ $ÅÁÔÈȡ ÁÎ %ØÃÈÁÎÇÅȱȟ New York Review of Books, vol.34, no.1 (1987).  A 
response to an article by Timothy Garton Ash in the same Journal (vol.32, no.20, 1985) which had 
ÃÏÍÐÁÒÅÄ 2ÅÉÔÚȭ Heimat unfavourably with ClaÕÄÅ ,ÁÎÚÍÁÎÎȭÓ ÆÉÌÍ Shoah. 

14
 BBC interview with Bernhard Schlink on the World Book Club programme in January 2011:  

http://www.bbc.co.uk/programmes/p00cp7t1 

http://www.bbc.co.uk/programmes/p00cp7t1
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  It is hard to summarise the subject matter of the Trilogy without making it sound like a 

soap opera.  Indeed it has sometimes been mistaken for one.  Yet it is distinguished from that 

genre by the authenticity of most of its characters, the way they and their stories develop 

without being manipulated to further an entertaining plot or to illustrate a stereotype, the 

subtlety and depth of screenplays and performances, and the artistry of the cinematography.  

Unlike a soap, it has achieved world-wide recognition as a masterpiece of international 

cinema.  With this caveat, I will attempt a bare outline of the main story and a few of the 

ÐÒÉÎÃÉÐÁÌ ÃÈÁÒÁÃÔÅÒÓȢ  2ÅÁÄÅÒÓ ÍÁÙ ÆÉÎÄ ÉÔ ÈÅÌÐÆÕÌ ÔÏ ÒÅÆÅÒ ÔÏ ÔÈÅ ȰÆÁÍÉÌÙ ÔÒÅÅȱ ÏÆ ÔÈÅ 3ÉÍÏÎÓȟ 

reproduced in many publications, for example the booklets accompanying the DVD sets, and 

on several websites15.  Once again I would urge people to see the films themselves, before 

reading too much about them. 

The action of Heimat 1 rarely moves far from the fictional Hunsrück village of Ȭ3ÃÈÁÂÂÁÃÈȭȢ  

It follows the family of the village blacksmith Matthias Simon, and Katharina his wife, from 

ΫγΫγ ×ÈÅÎ ÔÈÅÉÒ ÙÏÕÎÇÅÒ ÓÏÎ 0ÁÕÌ ÒÅÔÕÒÎÓ ÆÒÏÍ ÔÈÅ 7ÁÒȟ ÔÈÒÏÕÇÈ ÔÏ Ϋγβά ×ÈÅÎ 0ÁÕÌȭÓ 

estranged wife, Maria, dies.  Each film of the cycle is introduced by Glasisch, a marginalised 

war veteran who has remained a sharp but not infallible observer, leafing through a pile of 

ancient family photographs as he remembers the story.  Many of the richly portrayed 

inhabitants of the village stay settled there, but some still dream of escape, and others, like 

0ÁÕÌȟ ÅÖÅÎÔÕÁÌÌÙ ÅÍÉÇÒÁÔÅȢ  )Î Ϋγάβȟ 0ÁÕÌȭÓ ÓÕÄÄÅÎ ÕÎÅØÐÌÁÉÎÅÄ ÄÅÐÁÒÔÕÒÅ ÌÅÁÖÅÓ -ÁÒÉÁ ÄÅÓÅÒÔÅÄ 

with their two young sons, Anton and Ernst.  Meanwhile his naïve elder brother Eduard, sent 

to Berlin for medical treatment, returns married to Lucie, the dauntless, manipulative madam 

of a brothel.  Through the next decade Lucie hilariously propels herself and Eduard up the 

social scale of a Nazi-dominated world.  The 1930s bring a degree of prosperity, but also 

portents of the price to be paid for it, as the region slides into fascism and war.  Sinister 

developments impinge marginally on some lives, but still go largely unremarked, while people 

acquiesce in or energetically profit from the regime.  A civil engineer, Otto, working on a new 

military high road, is billeted on the Simon family, and he and Maria have a moving but brief 

ÁÆÆÁÉÒȟ ÃÕÒÔÁÉÌÅÄ ÂÙ 0ÁÕÌȭÓ ÁÂÏÒÔÉÖÅ ÁÔÔÅÍÐÔ ÔÏ ÒÅÔÕÒÎȢ  4ÈÒÏÕÇÈ ÔÈÅ ×ÁÒȟ -ÁÒÉÁ ÒÅÍÁÉÎÓ ÁÌÏÎÅ 

×ÉÔÈ /ÔÔÏȭÓ ÃÈÉÌÄȟ (ÅÒÍÁÎÎȟ ÁÎÄ ÉÓ ÂÅÒÅÁÖÅÄ ÂÙ /ÔÔÏȭÓ ÄÅÁÔÈȟ ×ÈÉÌÅ ÈÅÒ ÏÌÄÅÒ ÓÏÎÓ ÓÅÒÖÅ ÉÎ ÔÈÅ 

forces.  Villagers suffer hardship, loss and social disintegration, but, though scornful of petty 

local authorities, most seek safety in denial or avoidance of crimes they half suspect.  After the 

war Paul brÉÅÆÌÙ ÒÅÔÕÒÎÓȟ ÂÕÔ ÔÈÅ ÓÔÏÒÙ ÉÓ ÃÁÒÒÉÅÄ ÆÏÒ×ÁÒÄ ÂÙ ÁÌÌ ÔÈÒÅÅ ÏÆ -ÁÒÉÁȭÓ ÓÏÎÓȟ ×ÈÉÌÅ ÔÈÅ 

ÐÏÓÔ×ÁÒ ÅÃÏÎÏÍÉÃ ȬÍÉÒÁÃÌÅȭ ÔÒÁÎÓÆÏÒÍÓ ÔÈÅ (ÕÎÓÒİÃËȟ ÂÅÆÏÒÅ ÁÂÁÎÄÏÎÉÎÇ ÉÔÓ ÌÏÃÁÌ ÉÎÄÕÓÔÒÉÅÓ ÔÏ 

the mercies of multi-national corporations.  Anton returns from captivity in Russia to found a 

company producing fine optical instruments, and becomes a respected pillar of the local 

community.  Ernst, deprived of an exhilarating airforce career, is reduced to living in the 

Hunsrück as an enterprising but shady dealer.  Hermann is marked for life by the premature 

destruction of his first love by a disapproving family.  As the first member of his family to 

achieve higher education, he continues the tradition of those who leave the region for a new 

creative life elsewhere. 

                                                   

15 For instance: http://www.heimat123.de/b/h1stb.jpg   

http://www.heimat123.de/b/h1stb.jpg
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After the success of Heimat 1, Reitz had the support and financial resources to spend seven 

years on the writing and production of a second, even longer and equally powerful cycle, 

following a decade in the life of Hermann Simon after he angrily leaves the Hunsrück to 

become a student in Munich, vowing to devote his life to music and never to fall in love again.  

Heimat 2 ÄÉÓÁÐÐÏÉÎÔÅÄ ÍÁÎÙ ȰÆÁÎÓȱ ÏÆ ÔÈÅ ÆÉÒÓÔ ÃÙÃÌÅ ÂÙ ÁÌÓÏ ÆÁÉÌÉÎÇ ÔÏ ÒÅÔÕÒÎ ÔÏ ÔÈÅ (ÕÎÓÒİÃËȟ 

except in a few brief passages, but more than compensates by the depth and fascination of its 

ÐÏÒÔÒÁÙÁÌ ÏÆ ÓÔÕÄÅÎÔ ÌÉÆÅ ÉÎ -ÕÎÉÃÈ ÉÎ ÔÈÅ ΫγΰΪÓȢ  4ÈÉÓ ÉÓ ÔÈÅ ȰÓÅÃÏÎÄ Ȭ(ÅÉÍÁÔȭȱ ÏÆ (ÅÒÍÁÎÎȭÓ 

dreams, which sustains and deceives him in equal measure until he finally takes stock and 

looks beyond it.  The thirteen films of the cycle are threaded together by the tortuous 

relationship of Hermann himself, and Clarissa, a sensitive, emotionally oppressed student of 

cello.  Though deeply attracted to each other, both fear the intensity and danger of mutual 

commitment, and drift into unsatisfactory marriages with other people.  The individual films, 

though, become almost self-contained, as they follow other members of an elite student group 

to which Hermann and Clarissa both belong.  They include a number of intriguing characters, 

such as Juan, a multilingual musician and acrobat from Chile with an intuitive creativity that 

Hermann himself now seems to lack, or Helga the young poetess, infantilised and embittered 

by her petty bourgeois family, whose later career threatens to mirror that of Ulrike Meinhof.  

For several years the group has a base in a beautiful Jugendstil villa in Schwabing, the 

Ȭ&ÕÃÈÓÂÁÕȭȢ  )ÔÓ Ï×ÎÅÒȟ %ÌÉÓÁÂÅÔÈ #ÅÒÐÈÁÌȟ ÍÉÄÄÌÅ-aged unmarried daughter of a wealthy 

ÐÕÂÌÉÓÈÉÎÇ ÆÁÍÉÌÙ ×ÉÔÈ .ÁÚÉ ÁÓÓÏÃÉÁÔÉÏÎÓȟ ȰÃÏÌÌÅÃÔÓȱ ÔÁÌÅÎÔÅÄ ÙÏÕÎÇ ÐÅÏÐÌÅ ÁÒÏÕÎÄ ÈÅÒȢ  3ÈÅ ÔÏÏ 

ÉÓ ÁÃÃÏÒÄÅÄ Á ÆÉÌÍ ÏÆ ÈÅÒ Ï×Îȟ ÉÎ ×ÈÉÃÈ ÁÔ ÔÈÅ ÔÉÍÅ ÏÆ ÈÅÒ ÆÁÔÈÅÒȭÓ ÄÅÁÔÈ ÓÈÅ ÉÓ ÃÏÎÆÒÏÎÔÅÄ ×ÉÔÈ 

ÈÅÒ Ï×Î ÐÁÒÔ ÉÎ ÔÈÅ ÆÁÍÉÌÙȭÓ ÇÕÉÌÔÙ ÈÉÓÔÏÒÙȟ ÏÎÌÙ ÏÎÃÅ ÍÏÒÅ ÔÏ ÁÖÏÉÄ ÆÁÃÉÎÇ ÕÐ ÔÏ ÉÔȢ  4ÈÅ 

complexity and authenticity of a near dozen of these individual stories are beyond the reach of 

a simple summary. 

Heimat 2 won a special prize in 1992 at the Venice Biennale, and was enthusiastically 

received by critics and reviewers and the educated audiences of the German cinemas and 

theatres where it was first shown.  It went on to have a good reception in Britain and other 

European countries, and was wildly successful in Italy where cinemas were packed out and it 

won the prestigious Visconti prize in 1994.  Unfortunately, unlike its predecessor, when shown 

on German public television it had to compete with the programs of a multiplicity of new 

commercial TV stations, and moreover it was not helped by being shown during the Easter 

holidays when audiences were small.  The subject matter, too, had less popular appeal in 

'ÅÒÍÁÎÙ ÔÈÁÎ ÔÈÅ ÓÔÏÒÉÅÓ ÏÆ ȬÏÒÄÉÎÁÒÙȭ ÐÅÏÐÌÅ ÉÎ Á ÒÕÒÁÌ ÖÉÌÌÁÇÅȢ  !Ó Á ÔÅÌÅÖÉÓÉÏÎ ÓÅÒÉÅÓ ÉÔ ×ÁÓ ÆÁÒ 

less well received in its own country than Heimat 1 had been, and Reitz attracted severe 

criticism in the German ÍÅÄÉÁȢ  4ÈÅ ÁÕÄÉÅÎÃÅ ÒÁÔÉÎÇÓ ×ÅÒÅ ÅÓÔÉÍÁÔÅÄ ÔÏ ÂÅ ȬÏÎÌÙȭ ίГ ȟ Á 

disaster in the eyes of a public TV company already suffering from rising commercial 

competition.  As a result, it became very hard for Reitz to find funding and support for a 

further Heimat cycle16. 

                                                   

16
 Ingo Fliessȡ  Ȱ)ÎtervÉÅ× ÍÉÔ %ÄÇÁÒ 2ÅÉÔÚ ÚÕ (ÅÉÍÁÔέȰ (2004)  

Thomas Koebner, Michelle Koch (Hg.): Edgar Reitz Erzählt (2008), pp.222-235 
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In 1994 he was already energetically gathering material for the next series, but met only 

negative reactions from the TV editors.  Thoroughly discouraged, he stopped work as a film 

maker and took an academic teaching post.  However, he did go on writing and preparing for 

another series, and in 1996 he began to collaborate with the well-known young East German 

writer Thomas Brussig as his co-author.  All through the years from 1997 the authors were 

engaged in exhausting, dispiriting negotiations with ÅÄÉÔÏÒÓ ÁÎÄ ÓÐÏÎÓÏÒÓȟ ȰÁ ÃÏÎÓÔÁÎÔ ÂÁÔÔÌÅ 

×ÉÔÈ ÔÈÅÉÒ ÂÁÃËÓ ÔÏ ÔÈÅ ×ÁÌÌȱ17, as the sponsors whittled down the number of episodes from an 

initial eleven to just six, until production finally began in 2002.  Even then it proceeded under 

continuing supervision and constraint from the sponsors, who withheld funding for each 

episode until the previous one had been approved, and insisted on regulating the number and 

length of the episodes to fit the TV schedules of the day18.  All this took its toll on the Director, 

and its nefarious influence is perceptible in the finished work. 

Heimat 3 covers just over ten years between the fall of the Berlin Wall in 1989 and the 

Millennium.  It takes up again the stories of the three Simon brothers, and witnesses life in 

Germany during those tumultuous years of hope and disillusion through their eyes, and the 

eyes of their family and friends.  The cycle starts in Berlin on the night the Wall fell, when 

Hermann and Clarissa come together again by chance.  In the strange ferment of the moment 

they resolve to escape from the stress of their lives as renowned musicians, and live together 

in a restored romantic ruin on the edge of the Hunsrück, above the Rhine, and within walking 

ÄÉÓÔÁÎÃÅ ÏÆ 3ÃÈÁÂÂÁÃÈȢ  &ÏÒ ÔÈÅ ÒÅÂÕÉÌÄÉÎÇ ÏÆ ÔÈÅ ÒÕÉÎÅÄ Ȱ'İÎÄÅÒÏÄÅȱ ÈÏÕÓÅ ÔÈÅÙ ÅÍÐÌÏÙ %ÁÓÔ 

German tradesmen and craftsmen from Leipzig, including the brilliant tragi-comic figure of 

Gunnar.  The cycle follows the interlinked rise and fall of fortunes among both East and West 

German characters, as they travel back and forth across the former East-West divide, as well as 

ÄÅÐÉÃÔÉÎÇ Á ÆÁÍÉÌÙ ÏÆ Ȭ2ÕÓÓÉÁÎ-'ÅÒÍÁÎȭ ÒÅÆÕÇÅÅÓ ×ÈÏ ÓÅÔÔÌÅ ÉÎ ÔÈÅ ÖÉÌÌÁÇÅȢ  !Ô ÔÈÅ ÓÁÍÅ ÔÉÍÅ 

Hermann comes back into touch with his family in Schabbach, his brothers Anton and Ernst 

having now deveÌÏÐÅÄ ÉÎÔÏ Ô×Ï ÏÆ 2ÅÉÔÚȭ ÍÏÓÔ ÐÒÏÆÏÕÎÄÌÙ ÐÏÒÔÒÁÙÅÄ ÃÈÁÒÁÃÔÅÒÓȢ  (Å ÆÉÎÄÓ ÔÈÁÔ 

shared memories and long-standing relationships, both acrimonious and supportive, among 

ÔÈÅ 3ÉÍÏÎÓ ÁÎÄ ÏÌÄÅÒ ÖÉÌÌÁÇÅÒÓ ÆÏÒÍ ÔÈÅ ÎÅØÕÓ ÏÆ Á ÓÔÉÌÌ ÌÉÖÉÎÇ Ȭ(ÅÉÍÁÔȭȢ  "ÕÔ ÔÈÅ ÒÏÍÁÎÔÉc new 

Ȭ(ÅÉÍÁÔȭ ÏÆ ÈÉÓ ÁÎÄ #ÌÁÒÉÓÓÁȭÓ ÉÍÁÇÉÎÁÔÉÏÎÓ ÐÒÏÖÅÓ ÉÌÌÕÓÏÒÙȟ ÁÎÄ ÔÈÅ ÍÏÏÄ ÏÆ ÅØÈÉÌÁÒÁÔÉÏÎ ÁÔ ÔÈÅ 

start of the cycle quickly degenerates for nearly all the characters, as relationships fail, 

businesses fall victim to globalised markets, and people succumb to grave illness, or, like 

!ÎÔÏÎ ÁÎÄ %ÒÎÓÔȟ ÔÏ ÄÅÁÔÈȢ  %ÖÅÎ ÔÈÅ ÙÏÕÎÇÅÒ ÇÅÎÅÒÁÔÉÏÎȟ (ÅÒÍÁÎÎȭÓ ÄÁÕÇÈÔÅÒ ,ÕÌÕ ÁÎÄ 

!ÎÔÏÎȭÓ ÓÏÎ (ÁÒÔÍÕÔȟ ÔÈÅ ÃÏÕÒÁÇÅÏÕÓ 2ÕÓÓÉÁÎ-German immigrant Galina, and a Bosnian boy 

Matko become caught up together in the toils of the collapsing Simon family businesses and 

the disarray and tragic accidents of their own lives.  Yet at the last, Hermann and Clarissa 

appear to have reached some kind of precarious, intangible ground in their own relationship 

and their most immediate family.  For them, and even also for Lulu, at a loss and weeping 

while her talented child plays music to her, the end still lies open. 

                                                   

17
 Koebner & Koch, op.cit., p.234 

18 Op.cit., pp.238-239 
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Heimat 3 was premiered in Venice in 2004 and shown in cinemas and on television around 

Europe in its full length, but for German television the six films were truncated into equal 90-

minute episodes, losing two and a half hours of the existing material.  This, together with 

other effects of the constraints under which the cycle had been produced, led to a number of 

critical reactions, though once more the films were better appreciated elsewhere in Europe, 

again especially in Italy.  In Britain, BBC Four took the brave decision to broadcast the whole 

Trilogy in 200519.  It was clear however that the days were long over when film makers could 

hope for the support and freedom to create works of this length and originality for television. 

Reitz still sought a way to continue the story of the younger generation in the person of 

Lulu.  Lacking resources for a conventional sequel, he created the poetic montage that forms 

ÔÈÅ Ȱ%ÐÉÌÏÇÕÅȱȟ Heimat-Fragmente:  die Frauen.  For that, he used fascinating rediscovered 

ÏÕÔÔÁËÅÓ ɉÔÈÅ Ȱ&ÒÁÇÍÅÎÔÓȱɊ ÆÒÏÍ ÔÈÅ ÅÁÒÌÉÅÒ ÆÉÌÍÓȟ ÓÅÔ ÉÎ Á ÄÉÇÉÔÁÌÌÙ ÐÒÏÃÅÓÓÅÄ ÃÏÎÔÅØÔ ×ÈÉÃÈ 

ÆÏÌÌÏ×Ó ,ÕÌÕȭÓ ÇÒÏ×ÉÎÇ ÍÁÔÕÒÉÔÙȟ ÁÓ ÓÈÅ relives and draws new life from the memories these 

images evoke.  The film was premiered in Venice in 2006 and then shown in some theatres 

and cinemas in Germany, and released on DVD.  However reaction was muted, even at first in 

Italy, though there have been some appreciative reviews.  It is a visually beautiful film that 

grows on the viewer when watched repeatedly, and, in unsettling more conventional narrative 

or theoretical approaches to the Trilogy, leads us to new ways of seeing and valuing its images. 

  

                                                   

19 BBC Four Drama ɀ Heimat (2005):  http://www.bbc.co.uk/bbcfour/cinema/features/heimat.shtml  

http://www.bbc.co.uk/bbcfour/cinema/features/heimat.shtml
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How ‘Heimat’ is told – memory, image and sound  

Scholars and reviewers, and the film maker himself, have written extensively about 

Ȭ(ÅÉÍÁÔȭ ÁÓ Á ÃÏÎÃÅÐÔ ÉÎ ÐÈÉÌÏÓÏÐÈÙȟ ÉÎ ÈÉÓÔÏÒÙ ÁÎÄ ÓÏÃÉÏÌÏÇÙȟ ÉÎ ÐÏÌÉÔÉÃÓ ÁÎÄ ÃÕÌÔÕÒÅȟ ÁÎÄ ÉÎ 

film.  I can add little tÏ ÔÈÅ ÄÉÓÃÕÓÓÉÏÎ ÉÎ ÔÈÏÓÅ ÆÉÅÌÄÓȢ  ) ÓÅÅ %ÄÇÁÒ 2ÅÉÔÚȭ Heimat film-ȬÅÐÉÃȭ ÁÓ 

primarily a masterly work of art, to which such discussion, though enriching, must always be 

ÐÅÒÉÐÈÅÒÁÌȢ  4ÈÅ Ȭ(ÅÉÍÁÔȭ ÏÆ ÔÈÅ ÆÉÌÍÓ ÉÓ ÎÏÔ ÊÕÓÔ Á ÃÏÎÃÅÐÔȢ  &ÏÒ ÁÎ ÁÕÄÉÅÎÃÅȟ ÁÓ ÆÏÒ the 

ÃÈÁÒÁÃÔÅÒÓ ÔÈÅÍÓÅÌÖÅÓȟ ÉÔ ÅÍÅÒÇÅÓ ÁÓ ÔÈÅ ÒÏÏÔ ÏÆ Á ÐÅÒÓÏÎȭÓ ÅÍÏÔÉÏÎÁÌ ÌÉÆÅȟ Á ÎÅØÕÓ ÏÆ 

relationships, a kaleidoscope of remembered images, a story.  The defining question is not 

Ȭ×ÈÁÔȭȟ ÏÒ Ȭ×ÈÅÎȭ ÏÒ Ȭ×ÈÅÒÅȭ ÉÔ ÉÓȟ ÂÕÔ ȬÈÏ× ÉÔ ÉÓ ÔÏÌÄȭȢ 

None of the three Heimat cycles is intended to be a single unitary work, with the clear 

dramatic shape of a conventional film, novel or play.  Each Heimat is a tissue of interrelated 

stories, a tissue which has no defined edge or boundary, either in space or time.  It is like a 

map drawn on the surface of a globe.  We may focus on one area of the map, but the lines of 

the seashores, rivers, mountain ranges, are not bounded by our field of vision.  So it would be 

foolish to seek within that field a self-contained and designed structure that would fit neatly 

into a frame. 

But at the same time there is structure ɀ as land and sea, valley and hill, interact and define 

each other.  And there is both direction and a dynamic variation in density of the information 

contained in the map ɀ and also in intensity of vision as the focus changes.  Ultimately the 

dynamic and density of the work come from the imagination of the author, his experience and 

thought.  He gives us guides to this in his interviews and writings, but the evidence lives on 

the screen. 

For me the image that contains the kernel of what the Heimat Trilogy is about and how it is 

structured comes in Heimat 3 ÁÔ !ÎÔÏÎȭÓ ÆÕÎÅÒÁÌȢ  )Ô ÉÓ ÔÈÁÔ ÅØÔÒÁÏÒÄÉÎÁÒÙ ÕÎÓÐÏËÅÎ 

counterpoint of continuing life and death, love and rage, when Lulu at the funeral bleakly 

carries her living child through the churchyard directly behind her cousin Hartmut (who 

ÃÁÕÓÅÄ ÔÈÅ ÄÅÁÔÈ ÏÆ ÔÈÅ ÃÈÉÌÄȭÓ ÆÁÔÈÅÒɊ ÂÅÁÒÉÎÇ ÈÉÓ Ï×Î ÆÁÔÈÅÒȭÓ ÁÓÈÅÓ ÔÏ ÔÈÅ ÇÒÁÖÅȢ  "ÕÔ ÅÁÃÈ 

viewer will have his or her own defining image or images. 

3ÕÃÈ ÁÎ ÉÍÁÇÅȟ ÁÔ ÔÈÅ ÍÉÃÒÏ ÌÅÖÅÌ ÏÆ ÔÈÅ ÉÎÄÉÖÉÄÕÁÌ ÓÔÏÒÉÅÓȟ ÉÓ ÁÔ ÔÈÅ ÈÅÁÒÔ ÏÆ %ÄÇÁÒ 2ÅÉÔÚȭ 

intuitive gift, the root of his authenticity.  But conceptually he sets it in a wide historical 
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context, consciously interweaving and reflecting in ÅÁÃÈ ÏÔÈÅÒ ÔÈÅ ÃÈÁÒÁÃÔÅÒÓȭ ÉÎÄÉÖÉÄÕÁÌ ÌÉÖÅÓ 

and the socio-economic changes of eight decades.  At that level the broad structure of the 

series is easy to follow. 

Yet these films have a subtler depth.  The acute perception and recreation of individual life 

stories wholly integrated in their social and historical contexts, represented in loving accurate 

detail ɀ this is a work not so much of the intellect as of memory and imagination, of profound 

artistry.  Others have drawn parallels with the work of nineteenth century novelists, and for 

me it recalls that of Flaubert.  Madame Bovary too has a cinematic quality, where precisely 

observed, experienced and remembered images of a place and a society are drawn in spare 

words to illuminate each moment of the story.  !ÎÄ ÔÈÁÔ ÓÔÏÒÙ ÉÓ Á ËÉÎÄ ÏÆ ÄÁÒË Ȭ(ÅÉÍÁÔȭȟ 

where the would-ÂÅ Ȭ7ÅÇÇÅÈÅÒÉÎȭ ÌÁÃËÓ ÔÈÅ ÓÔÒÅÎÇÔÈ ÁÎÄ ÄÅÐÔÈ ÏÆ ÐÅÒÓÏÎÁÌÉÔÙ ÅÉÔÈÅÒ ÔÏ ÌÅÁÖÅ 

alone or to stay and survive. 

Ȭ(ÅÉÍÁÔȭ ÉÎ ÔÈÉÓ ÓÅÎÓÅ ÉÓ ÒÅÃÏÇÎÉÓÅÄ ÁÎÄ ÃÏÎÆÉÇÕÒÅÄ ÉÎÉÔÉÁÌÌÙ ÉÎ ÍÅÍÏÒÙȟ ÎÏÔ ÉÎ ÄÅÌÉÂÅÒÁÔion, 

often not even in words.  It is built of images and sounds (which may include words), of smells 

and textures, of emotions that may not be fully conscious.  From these, memory detects some 

kind of story in the lives and personalities of other people, but only as they have been 

perceived by the person who remembers.  It is in this way too that the Heimat epic is told 20. 

Living memory has many levels.  The most distant are memories of stories being told, or of 

images and artefacts being shown, from times and places which the person who remembers 

could not have known.  When told or shown to a small child they develop in imagination a 

vividness which cannot always be distinguished from memories of direct experience, and they 

can also be revisited in dream.  At the same time they become coloured by a memory of the 

person who told them and the moment when they were told.  So there is always this 

evanescent shifting of time and distance, of knowing and imagining, of telling and re-telling.  

These are the memories and stories from which the earliest parts of Heimat 1 must have been 

made, and their status is confirmed by the role of Glasisch, introducing each part with 

seemingly ancient photographs of the characters, as he reviews the story so far. 

As the century goes on, the stories arise from the direct youthful memories of a generation 

middle-aged when the films were made.  Reitz has a favourite image for the act of 

ÒÅÍÅÍÂÅÒÉÎÇȟ ÓÁÙÉÎÇ ÔÈÁÔ ÅØÐÅÒÉÅÎÃÅÓ ȰÌÉÅ ÉÎ ÏÕÒ ÍÅÍÏÒÙ ÌÉËÅ Á ÈÅÁÐ ÏÆ ÆÒÁÇÍÅÎÔÓȟ ÁÎÄ ×ÈÅÎ 

we consciously remember, we take them and put them together again in our memory and 

ÍÁËÅ Á ÓÅÃÏÎÄ ÌÉÆÅ ×ÉÔÈ ÔÈÅÍȱ21.  Sometimes too these fragments catch us unawares by 

reconstituting themselves, falling into a pattern that is shocking because we had forgotten it, 

or never looked at it in that way.  Or we can dream of someone not seen for many years, and 

be painfully moved by a long forgotten turn of the head.  Watching the first two Heimat cycles 

one recognises how processes like these must have underlain their creation. 

                                                   

20
 3ÅÅ %ÄÇÁÒ 2ÅÉÔÚȬ Ï×Î ×ÒÉÔÉÎÇÓȟ ÆÏÒ ÅØÁÍÐÌÅ Film und Zeit Lectio doctoralis, Uni Perugia, 2006 

21 VPRO Television Documentary 19.12.2004 Over Heimat.   
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Then there is the memory of quite recent adult experience that has been analysed and 

mulled over and consciously worked into a fictional story.  Heimat 3, made after the end of a 

decade of dramatic events and very rapid changes of socio-economic circumstances, is in part 

a deliberate attempt to preserve memory of this kind, before it is lost.  At the same time the 

story itself tells of the power of remembering and imagining, so that the moods and actions of 

some characters are driven by their own memories, in a web of imagination, partial 

recognition, and ill-fated attempts at re-creation of a much older past.  And still, for these late 

twentieth century characters, within this retrospective longing lies the conviction that 

somehow by their own efforts they can or ought to be able to make a utopian future for 

themselves. 

The remembered experiences, the stories and fragments of stories that they tell, make up 

ÏÎÅ ÏÒ ÁÎÏÔÈÅÒ Ȭ(ÅÉÍÁÔȭ ÏÆ ÍÅÍÏÒÙȢ  )Î ÓÏ ÆÁÒ ÁÓ ÔÈÅ ÓÔÏÒÉÅÓ ÁÒÅ ÓÔÉÌÌ ÃÏÎÔÉÎÕÉÎÇ ÁÎÄ ÐÒÅÓÅÎÔȟ 

ÒÅÍÅÍÂÅÒÅÄ ÐÁÓÔ ÁÎÄ ÁÃÔÕÁÌ ÐÒÅÓÅÎÔ ÒÅÍÁÉÎ ÓÅÁÍÌÅÓÓÌÙ ÉÎÔÅÒ×ÏÖÅÎ ÉÎ Á Ȭ(ÅÉÍÁÔȭ ÔÈÁÔ ÉÓ ÓÔÉÌÌ 

concretely lived, that can be escaped from or even in a sense refound.  So in the Trilogy, for a 

ÃÈÁÒÁÃÔÅÒ ÌÉËÅ !ÎÔÏÎȟ ÈÉÓ ÒÅÍÅÍÂÅÒÅÄ Ȭ(ÅÉÍÁÔȭ ÉÓ ÔÈÅ ÒÅÆÕÇÅ ÈÅ ÆÌÅes to from the rigours of 

war, finding a place, a community and a way of life in the real world where he builds a solid 

career, and which he defends stubbornly against the forces of change.  For many of the older 

characters in Heimat 1ȟ ÔÈÅÉÒ Ȭ(ÅÉÍÁÔȭ ÉÎ Ôhis sense is their whole world and the notion of 

leaving it is at most a vague, unrealistic fantasy. 

"ÕÔ ÔÈÅ ÅØÐÅÒÉÅÎÃÅ ÏÆ Ȭ(ÅÉÍÁÔȭȟ ×ÈÅÔÈÅÒ ÌÉÖÅÄ ÉÎ ÒÅÁÌ ÌÉÆÅ ÏÒ ÏÎÌÙ ÉÎ ÍÅÍÏÒÙȟ ÉÓ ÉÎÓÔÉÎÃÔ ×ÉÔÈ 

Á ÓÅÎÓÅ ÏÆ ÌÏÎÇÉÎÇȟ ÔÈÅ Ȭ3ÅÈÎÓÕÃÈÔȭ ÏÆ ÒÏÍÁÎÔÉÃÉÓÍ ɉÁÎÄ ÏÆ Íost human life), for what is not 

ÉÍÍÅÄÉÁÔÅÌÙȟ ÉÆ ÅÖÅÒȟ ÏÂÔÁÉÎÁÂÌÅȢ  4ÈÏÓÅ ÓÔÉÌÌ ÌÉÖÉÎÇ ÉÎ ÔÈÅÉÒ Ȭ(ÅÉÍÁÔȭ ÃÁÎ ÓÕÆÆÅÒ Ȭ&ÅÒÎ×ÅÈȭȟ 

longing for escape to another, distant world, while those who have already left, and even those 

who have stayed on through many cÈÁÎÇÅÓȟ ÍÁÙ ÆÅÅÌ Ȭ(ÅÉÍ×ÅÈȭ ÆÏÒ Á ÌÏÓÔȟ ÒÅÍÅÍÂÅÒÅÄ ÌÉÆÅȢ  

The objectives of both longings exist only in the imagination, until a choice is made to pursue 

them.  The chosen way of life, once entered, can prove illusory, as in Heimat 3, or, as in 

Heimat 2, caÎ ÉÔÓÅÌÆ ÂÅÃÏÍÅ Á Ȭ(ÅÉÍÁÔȭȟ ×ÉÔÈ Ä×ÅÌÌÉÎÇÓȟ ÅØÐÅÒÉÅÎÃÅÓ ÁÎÄ ÓÔÏÒÉÅÓȟ Á ÎÅØÕÓ ÏÆ 

relationships, in turn to be lost or escaped, remembered and longed for again.  In this 

recurring pattern lies the dynamic of the Heimat Trilogy. 

The successive experiences of Ȭ(ÅÉÍÁÔȭ ÁÒÅ ÒÅÃÒÅÁÔÅÄ ÉÎ ÔÈÅ ÉÍÁÇÉÎÁÔÉÏÎ ÏÆ ÔÈÅ ÁÕÔÈÏÒ ÁÎÄ 

realised in film through the lives and relationships of individual characters in precisely defined 

social contexts, observed with clarity, fascination and a kind of love, intuitively, and without 

judgment.  Rarely is any one figure reducible to being just the bearer of some intellectual 

ÃÏÎÃÅÐÔȢ  Ȱ"ÅÁÒÅÒÓ ÏÆ ÉÄÅÁÓ ÁÒÅ ÆÁÉÒÙÔÁÌÅ ÆÉÇÕÒÅÓȱȟ 2ÅÉÔÚ ÈÁÓ ×ÒÉÔÔÅÎ22.  His characters' stories 

develop organically in ways entirely consistent with their personalities, and are very seldom 

manipulated to further a plot.  They are recognisable, idiosyncratic human beings, who often 

move, hurt and irritate us, or (like the inimitable Lucie, in Heimat 1) surprise us into laughter, 

as do living people in real life.  Yet entwined in their relationships lies all that is meant by 

Ȭ(ÅÉÍÁÔȭȢ  )Ô ÁÐÐÅÁÒÓ ÉÎ ÍÁÎÙ ÅØÁÍÐÌÅÓȡ  ÔÈÅ ÓÉÍÐÌÉÃÉÔÙ ÏÆ /ÔÔÏ ÁÎÄ -ÁÒÉÁȭÓ ÌÁÓÔ ÎÉÇÈÔ ÔÏÇÅÔÈÅÒȠ 

                                                   

22 Edgar Reitz: Drehort Heimat (2004), p.25 
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ÔÈÅ ÆÁÍÉÌÙȭÓ ÄÅÓÔÒÕÃÔÉÏÎ ÏÆ (ÅÒÍßÎÎÃÈÅÎȭÓ ÌÏÖÅ ÁÆÆÁÉÒȠ ÔÈÅ ÉÎÔÒÉÃÁÔÅ ÄÙÎÁÍÉÃÓ ÏÆ ÔÈÅ &ÕÃÈÓÂÁÕ 

summeÒ ÎÉÇÈÔȭÓ ÐÁÒÔÙȠ ÔÈÅ ÆÉÎÁÌ ÆÁÉÌÅÄ ÒÁÐÐÒÏÃÈÅÍÅÎÔ ÏÆ ÔÈÅ Ô×Ï ÏÌÄÅÒ 3ÉÍÏÎ ÂÒÏÔÈÅÒÓȠ ÏÒ ÔÈÅ 

ÓÕÐÐÏÒÔ %ÒÎÓÔ ÁÎÄ (ÅÒÍÁÎÎ ÇÉÖÅ ÅÁÃÈ ÏÔÈÅÒ ÁÆÔÅÒ !ÎÔÏÎȭÓ ÄÅÁÔÈȢ 

In all this, so much of the story-telling lies beyond the script.  The characters are for the 

most part played with great subtlety, often by little known or amateur actors, under the auteur 

ÆÉÌÍ ÍÁËÅÒȭÓ ÐÅÒÓÏÎÁÌ ÄÉÒÅÃÔÉÏÎȢ  4ÈÅ ÐÏ×ÅÒ ÏÆ ÔÈÅ ÐÅÒÆÏÒÍÁÎÃÅÓȟ ÔÈÅ ÅÎÅÒÇÙ ÏÆ ÍÏÖÅÍÅÎÔÓȟ 

small gestures and glances, facial expressions, all substitute for words, projecting silent 

emotions and (most precious of all) silent humour.  Sometimes the miracle occurs, by which a 

character is so richly developed by the author that an experienced actor recognises something 

at a deep level to which he can add a whole new dimension from within himself, so that the 

figure finally emerges with a life maybe beyond the imagination of either author or actor 

alone.  In the Trilogy, perhaps, Maria, Lucie, Otto, Juan, Elisabeth Cerphal, Ernst and Gunnar 

are supreme examples, but there are countless others, including supporting characters like 

/ÔÔÏȭÓ ÁÓÓÉÓÔÁÎÔȟ 0ÉÅÒÉÔÚȟ ÏÒ ÔÈÅ %ÁÓÔ 'ÅÒÍÁÎ ÁÒÔÉÓÔȾÃÒÁÆÔÓÍÁÎ 4ÏÂÉȢ  .ÁÍÉÎÇ ÅØÁÍÐÌÅÓ ÉÓ 

ÁÒÂÉÔÒÁÒÙȟ ÂÕÔ ÔÈÅ ÏÎÅ ÏÆ ÁÌÌ 2ÅÉÔÚȭ ÃÈÁÒÁÃÔÅÒÓ ÔÈÁÔ ÆÉÒÓÔ ÂÒÏÕÇÈÔ ÔÈÉÓ ÈÏÍÅ ÔÏ ÍÅ ÈÁÐÐÅÎÅÄ ÎÏÔ 

to be in the Trilogy ɀ he was the old crossing-gate keeper Mattiske (Herbert Weißbach) in 

2ÅÉÔÚȭ ÅÁÒÌÉÅÒ ÆÉÌÍ Stunde Null (1977).   

The sets are mostly natural locations, which the Director explains23 have enriched the film 

with their own original characteristics and challenges, and they ground the films identifiably 

in a particular rural province, or in named cities.  Each cycle of the Trilogy has its own 

significant house24, to be entered and left, lived in, constrained by, lost or escaped, whose 

story is intrinsic to the naÔÕÒÅ ÏÆ ÔÈÅ Ȭ(ÅÉÍÁÔȭ ÏÆ ÔÈÁÔ ÃÙÃÌÅȢ  !ÌÓÏȟ ÍÁÎÙ ÏÆ ÔÈÅ ÐÒÏÐÓ ÆÏÒ ÔÈÅ 

period reconstructions, researched and procured with loving care by the production designer 

Franz Bauer25, are used and old, with their own histories that then in a way become attributes 

of the characters and their homes. 

The ability of the camera to reveal and explore surfaces, textures, the structure and 

ÍÏÂÉÌÉÔÙ ÏÆ ÆÁÃÅÓȟ ÉÓ ÉÔÓÅÌÆ Á ËÉÎÄ ÏÆ ȰÒÅÍÅÍÂÅÒÉÎÇȱ ɀ mimicking the way touch and smell and a 

transient image trigger recall.  The cinematography is outstanding.  Even though one knows 

that the scenes have been expertly staged for the camera, one remains convinced by a magical 

illusion:  that these spaces have been created by the camera alone, carved out of light, and 

defined by the movements and glances of the figures as the lens follows them.  And yet at the 

same time, in the scene of a party, for instance, it can feel as though the camera has been 

wandering by chance, and that the movement of the scene is continuing elsewhere, 

unobserved.  This seems to happen in all the films where the camera was held either by Reitz 

ÈÉÍÓÅÌÆ ɉÔÈÅ Ȱ0ÒÏÌÏÇÕÅȱɊȟ ÂÙ ÔÈÅ ÇÒÅÁÔ ÃÁÍÅÒÁÍÁÎ 'ÅÒÎÏÔ 2ÏÌÌ ɉHeimat 1 and parts 1-5 of 

Heimat 2), or by Christian Reitz (parts 9-13 of Heimat 2 and parts 5-6 of Heimat 3) who had 

worked very closely with both masters.  But a change of cameraman and consequently of style, 

                                                   

23 In:  Robert Busch:  Bis zum Augenblick der Wahrheit (1987) (documentary about Heimat 2) 
24 Koebner & Koch: Edgar Reitz Erzählt (2008), pp. 211-217 
25

 See: Christa Tornow: Ein Denkmal für den Hunsrück (1982) (documentary about Heimat 1), 
  Robert Busch, op. cit., and many interviews and writings by Edgar Reitz. 
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ÃÁÎ ÄÅÓÔÒÏÙ ÔÈÁÔ ȰÍÁÇÉÃÁÌȱ ÉÌÌÕÓÉÏÎȟ ÔÈÏÕÇÈ ÅÖÅÎ ÔÈÅÎ Á ÎÅ× ÓÔÙÌÅ ÃÁÎ ÈÁÖÅ ÉÔÓ Ï×Î ÆÁÓÃÉÎÁÔÉÏÎȟ 

especially when (as in part 8 of Heimat 2) a new set sometimes looks to have been chosen to 

suit it. 

)Î ÆÉÌÍÓ ×ÈÅÒÅ ÔÈÉÓ ȰÍÁÇÉÃȱ ×ÏÒËÓȟ ÉÔ ÉÓ ÁÌÍÏÓÔ ÁÓ ÔÈÏÕÇÈ ÔÈÅ ÉÍÁÇÅÓ ȰÉÍÁÇÉÎÅȱ ÔÈÅ ÓÔÏÒÙ 

within themselves, there are nuances of narrative and performance that live only within the 

delicate lighting of the images.  In the other films, it seems that the images are just vehicles for 

a story whose subtleties are spelled out in dialogue and performance, and that occasional 

ȰÓÔÒÉËÉÎÇȱ ÉÍÁÇÅÓ ÈÁÖÅ ÂÅÅÎ ÃÏÎÓÃÉÏÕÓÌÙ ÄÅÖÉÓÅÄ ÔÏ ÃÏÎÖÅÙ Á ÃÏÎÃÅÐÔ ÏÒ ÓÙÍÂÏÌȢ  )Î ÔÈÏÓÅ ÃÁÓÅÓ 

the power of the film no longer resides primarily in the images themselves, however much it is 

enriched by them. 

3ÏÕÎÄ ÐÒÏÖÉÄÅÓ ÏÔÈÅÒ ÓÕÂÔÌÅ ÉÎÓÔÒÕÍÅÎÔÓ ÆÏÒ ÔÈÅ ÔÅÌÌÉÎÇ ÏÆ Ȭ(ÅÉÍÁÔȭȢ  )Î ÔÈÅ ΫγΰΪÓȟ 2ÅÉÔÚ ÈÁÄ 

made use of contemporary music for the soundtracks of his experimental short films, in a 

deliberate attempt to deconstruct the naturalism of film and affirm it as a truly abstract art.  

)ÒÏÎÉÃÁÌÌÙȟ ÉÎ ÔÈÅ ÄÏÃÕÍÅÎÔÁÒÙ Ȭ0ÒÏÌÏÇÕÅȭ ÔÏ ÔÈÅ Trilogy it is the natural sounds of rural 

industries and rural voices thaÔ ÃÏÎÔÒÉÂÕÔÅ ÉÎ ÔÈÅÉÒ ÔÕÒÎ ÔÏ ÔÈÉÓ ÆÉÌÍȭÓ ÁÐÐÅÁÌ ÁÓ ÁÔ ÔÉÍÅÓ ÁÌÍÏÓÔ 

ÁÎ ÁÂÓÔÒÁÃÔ ×ÏÒË ÏÆ ÉÎÔÅÒÁÃÔÉÎÇ ÓÏÕÎÄ ÁÎÄ ÉÍÁÇÅȟ ÁÌÍÏÓÔ Á ÐÉÅÃÅ ÏÆ ȰÍÕÓÉÃȱȢ  )Î Heimat 1, 

natural rural sounds are as potent as the images in stimulating memories and creating the 

place of ÔÈÅ 3ÃÈÁÂÂÁÃÈ Ȭ(ÅÉÍÁÔȭȟ ÁÎÄ ÁÓ ÔÈÅÙ ÃÈÁÎÇÅ ÔÈÒÏÕÇÈ ÇÅÎÅÒÁÔÉÏÎÓ ÏÆ ÍÁÃÈÉÎÅÒÙ ÁÎÄ 

vehicles and music they also create its time.  In Heimat 2ȟ ÔÈÅ ȰÓÅÃÒÅÔ ÍÅÔÒÏÐÏÌÉÓȱ ÏÆ 

(ÅÒÍÁÎÎȭÓ ÄÒÅÁÍÓ ÁÒÉÓÅÓ ÁÓ Á ÖÁÓÔ ÃÅÁÓÅÌÅÓÓ ȰÓÏÕÎÄÓÃÁÐÅȱ ÏÆ ÎÁÔÕÒÁÌ ÓÏÕÎÄÓȟ ÆÒÏÍ ÃÏÎÓÔÁÎt 

movements, voices and diegetic music, echoing through the city of Munich and the resonant 

building of its Conservatoire.  An unusual degree of naturalism and authenticity stems from 

the fact that the young actors of the music students are genuinely very talented musicians, 

performing in real time on screen.  Yet once or twice there are scenes where performances and 

ÉÍÁÇÅÓ ÍÅÒÇÅ ÉÎ Á ÄÉÚÚÙ ÁÂÓÔÒÁÃÔ ÄÅÓÉÇÎȢ  )Î ÔÈÅ Ȭ0ÒÏÌÏÇÕÅȭ ÁÎÄ ÔÈÅ ÆÉÒÓÔ Ô×Ï Heimat cycles, all 

these sounds are interwoven with the film score of the Greek composer Mamangakis, who 

picks them up and enhances them, in a magical web of sound and silences.  The net effect is of 

a vast musical composition, in which the voices in the dialogues also have parts, as do the 

movements and emotions of chÁÒÁÃÔÅÒÓȟ ÁÎÄ ÔÈÅ ÐÏÌÙÐÈÏÎÙ ÏÆ ÔÈÅÉÒ ÉÎÔÅÒÔ×ÉÎÉÎÇ ÓÔÏÒÉÅÓȢ  Ȱ&ÉÌÍ 

ÁÎÄ ÍÕÓÉÃ ÁÒÅ ÓÉÂÌÉÎÇÓȱȟ ÁÓ %ÄÇÁÒ 2ÅÉÔÚ ÈÁÓ ×ÒÉÔÔÅÎ26. 

Some authors, for example Rachel Palfreyman in the course of her spirited defence of the 

first Heimat cycle against accusations ÏÆ ȰÒÅÖÉÓÉÏÎÉÓÍȱ ÁÎÄ ÏÆ ȰÉÇÎÏÒÉÎÇ ÔÈÅ ÎÁÒÒÁÔÉÖÅ ÏÆ ÔÈÅ 

(ÏÌÏÃÁÕÓÔȱ27ȟ ÈÁÖÅ ×ÒÉÔÔÅÎ ÕÎÄÅÒ ÔÈÅ ÉÍÐÒÅÓÓÉÏÎ ÔÈÁÔ 2ÅÉÔÚȭ ÏÂÊÅÃÔÉÖÅ ×ÁÓ ȰÁ ÆÉÃÔÉÏÎÁÌ 

ÁÐÐÒÏÐÒÉÁÔÉÏÎ ÏÆ ÏÒÁÌ ÈÉÓÔÏÒÙ ×ÉÔÈ Á ÃÒÉÔÉÃÁÌ ÐÅÒÓÐÅÃÔÉÖÅȱ ÁÎÄ ÔÈÁÔ ÈÉÓ ÍÅÔÈÏÄ ÉÎÖÏÌÖÅÄ Á 

ÐÒÅÐÁÒÁÔÏÒÙ ȰÕÓÅ ÏÆ ÏÒÁÌ ÈÉÓÔÏÒÙ ÔÅÃÈÎÉÑÕÅÓȱȢ28  "ÕÔ ÅÖÅÎ ÔÈÅ ÄÏÃÕÍÅÎÔÁÒÙ Ȭ0ÒÏÌÏÇÕÅȭ ÉÓ ÎÏÔ 

primarily a work of oral history, it too is a work of art, born of the need to reawaken the 

ÁÕÔÈÏÒȭÓ Ï×Î ÆÁÍÉÌÉÁÒÉÔÙ ×ÉÔÈ ÔÈÅ ÒÅÇÉÏÎ ÏÆ ÈÉÓ ÂÉÒÔÈȟ ÔÈÅ ÔÒÁÄÉÔÉÏÎÓȟ ÔÈÅ ×ÁÙÓ ÏÆ ÔÈÉÎËÉÎÇ ÁÎÄ 

                                                   

26 Film und Zeit Lectio doctoralis, Uni Perugia (2000) 
27

 Palfreyman: Op, cit., pp. 89 ff. 
28 Op.cit., p.95, p.83 
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speaking among the people still living there, their hard past years, and what was still 

important to them.  Without judging or analysing, he made a poetic collage of stories and 

memories that they chose to relate, and aspects of their daily lives, enveloped in the sounds 

and images of a countryside on the cusp of change, to record a sense of what he personally was 

ÆÉÎÄÉÎÇ ÁÇÁÉÎ ÏÆ ÈÉÓ ÆÁÍÉÌÙȭÓ Ȭ(ÅÉÍÁÔȭȢ 

Comparison with the first Heimat shows how the memories told in the documentary differ 

from the stories re-imagined in the fictional films, and how far both may be from 

professionally collected oral history.  This emerges most clearly in relation to experiences of 

the war.  The wartime memories that figure in the documentary tell mainly of dramatic local 

events and adventures, long in the public domain.  There is no attempt to assess evidence, 

probe further, or elicit more private understandings, as there might be in the work of an 

historian.  The fictional film, on the other hand subtly depicts things half-heard, half known, 

wilfully ignored, but still traceable in the undergrowth of memory.  It is able to do this because 

2ÅÉÔÚȭ ÁÉÍ ÈÅÒÅ ÉÓ ÎÏÔ ÔÏ record history, but to tell stories.  The stories are invented from his 

own memories, or those of his family, or those told to him, which his own intuition and 

experience lead him to consider authentic as memory.  The Heimat stories are memories 

mediated through the imagination of a mature artist, and in spirit are perhaps closer to the 

reality of our own childhoods in the period than any consciously reconstructed historical 

account. 
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The “Prologue” – Geschichten aus den Hunsrückdörfern  

Geschichten aus den Hunsrückdörfern ÈÁÓ ÂÅÅÎ ÃÁÌÌÅÄ Á Ȱ0ÒÏÌÏÇÕÅȱ ɀ but this is a misnomer.  

Although made while exploring the ground for the first Heimat, it is a very different kind of 

work.  It stands as a small masterpiece in its own right.  In spite of being a documentary, in 

which real people speak practically and unaffectedly about their lives and memories and skills, 

the film works in an abstract way, like a piece of music.  It is a tissue of beautiful images, both 

visual and in sound, and the two senses are magically interwoven, light years from the self-

ÃÏÎÓÃÉÏÕÓÎÅÓÓ ÏÆ ȰÍÕÌÔÉÍÅÄÉÁȱȢ  4ÈÅÒÅ ÉÓ ÁÎ ÕÎÆÏÒÃÅÄ ÉÎÔÅÒÐÌÁÙ ÏÆ ÉÍÁÇÅ ÁÎÄ ÓÏÕÎÄȟ Ás when 

ÓÐÁÒËÌÉÎÇ ÉÃÅ ÏÎ Á ÍÉÌÌ ×ÈÅÅÌ ȰÅÃÈÏÅÓȱ ÔÈÅ ÃÒÉÓÐ ÓÐÌÁÓÈÉÎÇ ÏÆ ×ÁÔÅÒ ÔÕÒÎÉÎÇ ÔÈÅ ×ÈÅÅÌȢ 

The sounds are from the land:  the streams, the wind, vehicles, the hollow shuffling of 

slates, and of footsteps though the galleries of the mines, a wild dance of fighter jets from 

Hahn airbase, the complex instrumentation of tools and machinery working slate and stone.  

When the miners on a Sunday afternoon replay the games of their childhood, the energies of 

voices, laughter and movement play against a backdrop of specific evocative sounds ɀ clicking 

of marbles, whirring of tops on a gritty road.  Earlier there is one remarkable sequence which 

starts with the sight and sounds of blasting and heavy machinery in a quarry, picked up and 

woven into the composer MamanÇÁËÉÓȭ ÍÕÓÉÃȢ  )Ô ÌÅÁÄÓ ÔÏ Á ÇÒÅÁÔ ÓÙÍÐÈÏÎÙ ÏÆ ÍÁÃÈÉÎÅÓȟ ÅÁÃÈ 

×ÉÔÈ ÉÔÓ Ï×Î ÓÏÕÎÄ ÁÎÄ ÆÕÎÃÔÉÏÎȟ ÄÒÉÖÅÎ ÂÙ Á ÇÅÍÓÔÏÎÅ ÃÕÔÔÅÒȭÓ ×ÁÔÅÒ-mill wheel, as he 

demonstrates his work.  Suddenly it falls into the stillness of his kitchen at home, where his 

aged grandmother is gently spinning, and a child plays at her feet. 

Even the voices, whether or not one can understand the language, convey just in their 

sound so many nuances of feeling and personality, and the drama of events.  A voice reading a 

ÙÏÕÎÇ ÅØÉÌÅȭÓ ÓÁÄ ÌÅtter, the contrasting intonation of mother and daughter remembering their 

ÏÌÄ ÆÁÍÉÌÙ ÈÏÍÅȟ ÔÈÅ ÔÅÌÌÅÒ ÏÆ Ȱ3ÔİÃËÅÌÓÃÈÅÒȱ ÄÅÃÌÁÉÍÉÎÇ ÈÉÓ ÔÁÌÅÓȟ ÔÈÅ ÃÁÍÅÏ ÃÕÔÔÅÒ ÈÁÎÄÌÉÎÇ 

antique examples of his art, old Opa Molz, sick and journeying through the land he loves, to 

be greeted by old friends for the last time ɀ it is an inexhaustible wealth of people in sound.  

And because these are real voices and their dialogues unscripted, they are at home among the 

natural sounds in a subtly different way from the voices of actors in a feature film.  (Sadly, on 

the new DVD (as compared with an old video recorded from a TV broadcast) some voices 

seem to have been enhanced, in a way which has tended to alter the balance slightly between 

voices and natural sound.  This is most noÔÉÃÅÁÂÌÅ ÉÎ ÔÈÅ ÓÅÑÕÅÎÃÅ ÏÆ ÔÈÅ ÇÅÍ ÃÕÔÔÅÒȭÓ ×ÁÔÅÒ 

mill and kitchen.)  
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-ÕÃÈ ÏÆ ÔÈÅ ÍÕÓÉÃ ÔÏÏ ÃÏÍÅÓ ÆÒÏÍ ÔÈÅ ÌÁÎÄȢ  4ÈÅ ÓÌÁÔÅ ÍÉÎÅÒÓȭ ÂÉÔÔÅÒ ÓÏÎÇÓ ÉÎÔÅÒ×ÅÁÖÅ ×ÉÔÈ 

the darkness and materials of their hard working lives.  A music teacher teaches her children 

and leads a village choir, while telling of her own musical ambitions cut short by the war.  

Rousing folk songs tell the tale of Schinderhannes, the robber captain of local folklore.  A 

retired newspaper editor is an amateur musician, and the sentimental strains of his 

harmonium float with the mist over Hunsrück fields on screen.  The inn explodes into football 

songs and laughter.  The grandchildren of miners form a choir in the cavern of a mine, where 

one sings Ave Maria ÉÎ ÈÅÒ ȰÂÅÌÌ-ÌÉËÅ ÖÏÉÃÅȱȢ  !ÌÌ ÏÆ Ôhis is constantly echoed, supplemented 

and woven together by the composer Mamangakis into a mesmeric musical web shimmering 

among the images of the film. 

The images themselves have their own magic.  The black and white images have the subtle 

range of tone ÏÆ #ÈÉÎÅÓÅ ÉÎË ÐÁÉÎÔÉÎÇÓȟ ȰÔÈÅ ÃÏÌÏÕÒÓ ÏÆ ÉÎËȱȢ  &ÏÒ ÉÎÓÔÁÎÃÅȟ ÉÎ ÔÈÅ ÓÃÅÎÅ ×ÈÅÒÅ 

two miners are trimming roof slates, the play of sunlight and shadow across a range of 

different moving surfaces and textures, sometimes sharply defined, sometimes softly 

emerging, is fascinating.  Moreover the lyrical colour images, of the land in all weathers and all 

seasons, seem technically softer and subtler than the colour images of modern film, and so 

merge more comfortably with the black and white images in this film than they do on other 

modern DVDs. 

There are moments of silent humour, small juxtapositions ɀ after the tale of the great leap 

ÏÆ Á ȰÒÏÙÁÌ ÓÔÁÇȱ ÅÎÃÏÕÎÔÅÒÉÎÇ Á ÔÒÁÉÎȟ ÁÎ ÉÍÁÇÅ ÏÆ ÌÉÔÔÌÅ ÒÏÅ ÄÅÅÒ ÓÃÕÒÒÙÉÎÇ ÏÖÅÒ ÔÈÅ ÌÉÎÅȠ ÔÈÅ 

many expressions, some unexpectedly tender, on the faces of men in a US Airforce strip club; 

two jet fighters thundering overhead cut to a pair of delicate vessels in an ancient grave; in 

silent movie tradition, a majestic figure strides by, oblivious of the willowy fellow-hunter 

curving himself out of the way. 

Focussing like this on the aesthetic surface of the film does not distract from the human 

stories at its heart.  They are stories told or shown by robust individuals, speaking simply, 

without artifice, in their own words.  The film is built on fundamental themes in their lives, 

themes of hardship, skill and survival.  Interwoven therein are images of change, loss, past 

trauma, present sadness or bitterness, though there are new buildings, plenty of children, and 

often laughter in remembering.  In 1980 the memory of war is still very raw.  Tales of 

bombardment, hot shrapnel, dramatic escape, injury and death are relived beneath the 

continuing war-dance of American jets.  Work is a dominant theme, often involving skills and 

craftsmanship now in terminal decline.  The intent faces and skilled hands of craftsmen 

illuminate the most intriguing passages, along with examples of their products ɀ slates 

precisely sized for specific purposes, a stool developed through generations to ease an agate 

ÃÕÔÔÅÒȭÓ ×ÏÒËȟ ÁÎ ÉÎÎÅÒ ÌÁÎÄÓÃÁÐÅ ÁÔ ÔÈÅ ÈÅÁÒÔ ÏÆ Á ÇÅÍÓÔÏÎÅȢ 

We become aware of the love that the director and his team must have felt for these 

people, dedicated to their work and their land, richly endowed in immeasurable, immaterial 

ways, the endearing and fallible along with the awesomely skilled.  We are tricked into an 

illusion of having known and loved them too.  Fiction versus reality? We never knew them, 

but this is a documentary filmed in the real world.  Their sadness and their laughter were alive 
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in 1980.  Toward the end of the film comes a beautiful sequence of strong, living faces, one 

after the other slowly starting to smile.  But the hardships and tragedies, the working lives 

they speak of, the harshness and joys of lived life, were not immediate at the moment of 

filming.  They were mostly in the past.  The land was already on the brink of huge change.  

4ÈÅ ×ÏÒÌÄ ÃÅÌÅÂÒÁÔÅÄ ÉÎ ÔÈÅ ÆÉÌÍ ×ÁÓ ÎÏÔ ÅÖÅÎ ÔÈÅÎ ÔÈÅ ȰÒÅÁÌȱ ×ÏÒÌÄȟ ÉÔ ÉÓ Á ×ÏÒÌÄ ÒÅÃÁÌÌÅÄ ÁÎÄ 

constructed from memories, not those of the director himself, but those of all the people who 

ÔÅÌÌ ÔÈÅÍ ÔÏ ÈÉÍȟ ×ÈÏ ÔÅÌÌ ÁÎÄ ÓÈÏ× ÈÉÍ Á Ȭ(ÅÉÍÁÔȭ ×ÈÉÃÈ ÉÓ ÂÏÔÈ ÈÉÓ ÁÎÄ ÔÈÅÉÒÓȟ ÂÕÔ ÆÏÒ ÔÈÏÓÅ 

of us from different backgrounds, not ours. 

Fiction and reality? What is the place of the Hunsrückdörfer documentary in the fictional 

Heimat ȰÅÐÉÃȱȟ ÁÓÉÄÅ ÆÒÏÍ ÉÔÓ ÖÁÌÕÅ ÆÏÒ ÔÈÅ ÄÉÒÅÃÔÏÒ ÁÎÄ ÈÉÓ ÃÏÌÌÁÂÏÒÁÔÏÒÓ ÉÎ ÐÒÅÐÁÒÉÎÇ ÆÏÒ ÔÈÅ 

first Heimatȩ  )Ô ÓÔÁÎÄÓ ÁÔ ÔÈÅ ÓÔÁÒÔ ÏÆ ÔÈÅ ×ÈÏÌÅ ÆÒÁÍÅ×ÏÒË ÏÆ ÔÈÅ ȰÅÐÉÃȱ ÌÉËÅ ÔÈÅ ÉÎÔÒÏÄÕÃÔÉÏÎ 

ÔÈÅ $ÉÒÅÃÔÏÒȭÓ ÇÒÁÎÄÆÁÔÈÅÒ ×ÏÕÌÄ ÍÁËÅ ÔÏ ÈÉÓ ÍÁÃÁÂÒÅ ÁÎÄ ÇÈÏÓÔÌÙ Ȱ3ÔİÃËÅÌÓÃÈÅÒȱȟ Ó×ÏÒÎ ÂÙ 

ȰÓÅÖÅÎ ÓÁÃÒÅÄ ÏÁÔÈÓȱ ÔÏ ÂÅ ÔÒÕÅȢ  )Î Á ÌÅÃÔÕÒÅ Film und Zeit29 , Edgar Reitz describes his 

ÇÒÁÎÄÆÁÔÈÅÒȭÓ ÓÔÏÒÙ-telling principle, roughly translated as follows : 

Ȱ4ÈÅ ÌÏÃÁÔÉÏÎÓ ÈÁÄ ÔÏ ÂÅ ÒÅÁÌ ÁÎÄ ÍÉÇÈÔ ÎÏÔ be altered.  The characters in his stories, 

ÔÏÏȟ ÌÁÉÄ ÃÌÁÉÍ ÔÏ ÈÁÖÅ ÒÅÁÌÌÙ ÌÉÖÅÄȢ  -Ù 'ÒÁÎÄÆÁÔÈÅÒȭÓ ÓÔÏÒÉÅÓ ÍÏÓÔÌÙ ÂÅÇÁÎ ÌÉËÅ ÔÈÉÓȡ  

Ȭ.Ï× ÙÏÕ ÁÌÌ ËÎÏ× ÔÈÅ ÇÒÅÁÔ ÁÎÃÉÅÎÔ ÏÁË ÔÒÅÅ ÔÈÁÔ ÓÔÁÎÄÓ ÏÎ ÔÈÅ ÌÅÆÔȟ ÊÕÓÔ ÂÅÓÉÄÅ ÔÈÅ 

railway line, on the way into the vilÌÁÇÅ ÏÆ 8ȢȢȢȭ ɉÇÅÎÅÒÁÌ ÍÕÒÍÕÒ ÏÆ ÁÇÒÅÅÍÅÎÔȦɊ ȢȢȢȭÔÈÅÎ 

ÔÏÏ ÙÏÕȭÌÌ ËÎÏ× ÂÉÇ (ÁÎÓȟ ÔÈÅ ÉÎÎËÅÅÐÅÒ ÉÎ ÔÈÅ ÖÉÌÌÁÇÅ ÏÆ 9ȟ ×ÈÏ ÄÉÅÄ ÉÎ ÓÕÃÈ ÁÇÏÎÙ ÌÁÓÔ 

ÙÅÁÒȢȢȢȩȭ  ɉÁÎÏÔÈÅÒ ÇÅÎÅÒÁÌ ÍÕÒÍÕÒ ÏÆ ÁÇÒÅÅÍÅÎÔȟ ÁÓ ÅÖÅÒÙÏÎÅ ÈÁÄ ËÎÏ×Î ÂÉÇ (ÁÎÓȢɊ  

Ȭ3Ï ÎÏ× ) ×ÁÎÔ ÔÏ ÔÅÌÌ ÙÏÕ ÁÂÏut how, early this morning as I was going to work, at 

ΪαȢΫέ ÅØÁÃÔÌÙȟ ÂÙ ÔÈÅ ÏÌÄ ÏÁË ÔÒÅÅȟ ) ÒÁÎ ÉÎÔÏ ÔÈÅ ÄÅÁÄ ÍÁÎ ÏÎ ÔÈÅ ×ÁÙȢȢȢȭȢ  4ÈÉÓ ËÉÎÄ ÏÆ 

ÉÎÔÒÏÄÕÃÔÉÏÎ ÃÏÕÌÄ ÂÅ ÖÁÒÉÅÄ Á ÈÕÎÄÒÅÄ ÔÉÍÅÓ ÏÖÅÒ ȢȢȢ  ȱ 

4ÈÅ ÁÕÄÉÅÎÃÅÓ ÆÏÒ 2ÅÉÔÚȭ ÇÒÁÎÄÆÁÔÈÅÒȭÓ ÓÔÏÒÉÅÓ ÓÕÒÅÌÙ Èad no problem in distinguishing 

ÆÉÃÔÉÏÎ ÆÒÏÍ ÒÅÁÌÉÔÙȢ  "ÕÔ ×Å ÉÎ 2ÅÉÔÚȭ Ï×Î ÁÕÄÉÅÎÃÅ ÓÏÍÅÔÉÍÅÓ ÄÏȟ ÁÎÄ ÉÎ ÔÈÉÓ ÒÅÓÐÅÃÔ ÐÅÒÈÁÐÓ 

the documentary does not help.  It can be disorienting to find people interviewed in the 

documentary playing in small parts or as extras in the later films.  Absorbed in the fictional 

ÆÉÌÍȟ ) ÈÁÖÅ ÃÁÕÇÈÔ ÍÙÓÅÌÆ ÔÈÉÎËÉÎÇ Ȱ4ÈÅÒÅȭÓ !ÌÂÅÒÔ 3ÕÌÚÂÁÃÈÅÒȢȢȢ ×ÁÓ ÈÅ ÒÅÁÌÌÙ ÔÈÅÒÅ ×ÈÅÎ 0ÁÕÌ 

ÆÏÕÎÄȢȢȢȩȱ  4ÈÁÔ ÉÓ ÏÆ ÃÏÕÒÓÅ ÓÉÌÌÙȟ ÂÕÔ ÉÔ ÄÏÅÓ ÒÅÆÌÅÃÔ ÂÏÔÈ ÔÈÅ ÐÏ×ÅÒ ÏÆ ÔÈÅ ÆÉÃÔÉÏÎȟ ÉÔÓ ÔÒÕÅÎÅÓÓ 

to life. and also the extent to which the documentary rivals Heimat as a work of art, so that for 

a moment one fails to make the proper distinction.  Nonetheless it is understandably galling 

to the director to feel his audience may treat his fictional creation ÁÓ ȬÍÅÒÅȭ ÄÏÃÕÍÅÎÔÁÒÙ ÁÎÄ 

ignore the consummate art and skill involved in creating the illusion that has so tricked us.  

"ÕÔ ÔÈÅÎȟ ×ÏÕÌÄ %ÄÇÁÒ 2ÅÉÔÚȭ ÇÒÁÎÄÆÁÔÈÅÒ ÈÁÖÅ ÂÅÅÎ ÁÔ ÁÌÌ ÄÉÓÍÁÙÅÄ ÉÆ ÈÅ ÆÏÕÎÄ ÈÉÓ ÌÉÓÔÅÎÅÒÓ Á 

little fearful of passing that old oak tree, on the way to work early the next dark morning? 

Visiting the Hunsrück as a foreigner one sees, however superficial the visit and in spite of 

the language barrier, that though it is a living and swiftly changing region, the land itself, of 

both documentary and feature film, still remains, and so do the warmth and strength of the 

ÐÅÏÐÌÅȢ  4ÈÉÓ ÄÏÅÓ ÎÏÔ ÃÏÍÅ ÊÕÓÔ ÆÒÏÍ ÔÈÅ ÔÏÕÒÉÓÔ ÔÒÁÉÌ ɉ×ÈÉÃÈ ÔÈÒÅÁÔÅÎÓ ÏÎÅȭÓ ÓÅÎÓÅ ÏÆ ÔÈÅ 

                                                   

29 Koebner & Koch : Edgar Reitz Erzählt (2008), (pp.369-379) 
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ÆÉÃÔÉÏÎÁÌ ȰÇÅÏÇÒÁÐÈÙȱ ÏÆ HeimatɊȟ ÏÒ ÔÈÅ ÆÁÉÎÔÌÙ ÅÍÂÁÒÒÁÓÓÉÎÇ ȰÇÒÁÖÅÓȱ ÏÆ ÆÉÃÔÉÏÎÁÌ characters at 

the Nunkirche, or even the villages which, as in all living communities, are being modernised, 

infilled and changed.  Yet wandering for a brief afternoon in the woods and fields one finds 

the land unchanged, not just in the rolling views seen ÆÒÏÍ ÔÈÅ ÒÏÁÄÓȟ ÂÕÔ ÕÎÄÅÒ ÏÎÅȭÓ ÆÅÅÔȢ  

The stiff clay soil is still worked as agricultural land, even though by different means and by far 

fewer people.  The woods are still harvested and hunted.  Irregular corners of the great arable 

fields are still left rough and inhabited by butterflies and the last wild flowers, even in 

October, and by apple trees heavy with fruit.   

For foreigners, Hunsrückdörfer has another significance.  A foreigner hampered by the 

language barrier, and with no personal connection to anyone from the region, remains unable 

to appreciate the films as deeply as someone born and bred there.  We lack the memories 

which inspire the first fictional Heimat cycle.  Those of us who are old enough have some 

memories of our own which help.  For instance the Simon smithy replicates internally, in 

ÎÅÁÒÌÙ ÅÖÅÒÙ ÄÅÔÁÉÌȟ ÁÎ ÁÎÃÉÅÎÔ ÓÍÉÔÈÙ ÂÅÓÉÄÅ ÍÙ ÇÒÁÎÄÍÏÔÈÅÒȭÓ ÈÏÕÓÅ ÉÎ 3ÏÍÅÒÓÅÔ ÉÎ ÔÈÅ 

1940s.  The resemblance is uncannily close, and watching the first film of Heimat I can almost 

smell hot iron and singeing hooves.  I am even troubled by small differences like the handle of 

the bellows.  Otherwise however I remain a stranger.  But the Hunsrückdörfer documentary 

partially substitutes for our lack of the memories.  Only from the documentary can we come 

to the fictional films with a feeling for the land, the people and their ancient industries which 

goes beyond the scope of the screened narrative itself, and yet all the time enhances it.  Of 

course this is still a very pale shadow of how it must be for those long familiar with the 

Hunsrück.  Yet as Thomas Hönemann has written30ȡ  Ȱ!ÎÙÏÎÅ ×ÈÏ ÈÁÓ ÓÅÅÎ Geschichten aus 

den Hunsrückdörfern will be able to develop an even deeper appreciation of Heimatȱȟ ÁÎÄ ÆÒÏÍ 

my own experience I know it is true. 

  

                                                   

30 http://www.heimat123.de/gadh.htm 

http://www.heimat123.de/gadh.htm
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The First Heimat  

1919-1982 

1.0 Introduction 

Heimat 1, like Hunsrückdörfer, has a powerful soundtrack which works like a piece of music 

ÉÎ ÉÔÓ Ï×Î ÒÉÇÈÔȟ ÎÏÔ ÏÎÌÙ ÔÈÅ ÃÏÍÐÏÓÅÄ ÍÕÓÉÃȟ ×ÉÔÈ ÉÔÓ ÔÈÅÍÅÓ ÏÒ Ȭ,ÅÉÔÍÏÔÉÖÅÎȭ ÆÏÒ ÖÁÒÉÏÕÓ 

characters and their moods, but the music of all sounds.  In Heimat ÔÈÅ ÒÈÙÔÈÍ ÏÆ ÔÈÅ ÆÉÌÍȭÓ 

ȰÍÕÓÉÃȱ ÒÅÌÉÅÓ ÌÅÓÓ ÔÈÁÎ ÔÈÅ ÄÏÃÕÍÅÎÔÁÒÙ ÏÎ ÎÁÔÕÒÁÌ ÓÏÕÎÄÓ ÏÔÈÅÒ ÔÈÁÎ ÖÏÉÃÅÓȢ  .ÏÎÅÔÈÅÌÅÓÓȟ 

those natural sounds are many, and often beautiful.  They serve to link passages of the story, 

and to fix them in a specific, authentic place and time.  For anyone from a rural background 

they are intensely evocative ɀ ÔÈÅ ÂÌÁÃËÓÍÉÔÈȭÓ ÈÁÍÍÅÒȟ ÈÅÎÓ ÃÁÃËÌÉÎÇȟ ÐÉÔÃÈÆÏÒËÓ ÓÈÉÆÔÉÎÇ 

straw, cattle lowing, wheels and boots on gravelly roads, ancient vehicles, and birdsong.  As 

the decades pass the sounds change in recognisable generations, with the vehicles, the dance 

music, the politics, the progress into war and into peace, until peace is shattered by the 

scream of military jets.  But principally, in these films it is the rise and fall of human voices 

ÁÎÄ ÔÈÅ ÃÈÏÒÅÏÇÒÁÐÈÙ ÏÆ ÈÕÍÁÎ ÍÏÖÅÍÅÎÔÓ ÔÈÁÔ ÄÒÉÖÅ ÔÈÅ ȰÍÕÓÉÃȱȟ ÂÏÔÈ ÃÒÅÁÔÉÎÇ ÁÎÄ 

ÆÏÌÌÏ×ÉÎÇ ÔÈÅ ÔÅÎÓÉÏÎ ÏÆ ÔÈÅ ÄÒÁÍÁȟ ÉÎ Á ×ÅÂ ×ÈÉÃÈ ÉÓ ÁÔ ÏÎÃÅ ȰÍÕÓÉÃȱ ÁÎÄ ÆÉÌÍ31. 

Yet unlike the documentary, through the fictional series this web evolves into a whole 

invented story, a created drama, extending far ahead in time.  The time of the documentary is 

nearly all in the past, though presented and remembered in the present, within the time of the 

film itself.  But even if introduced by Glasisch Karl and his photograph album, within each 

episode the time of the Heimat story, again unlike that of the stories told in the documentary, 

is not remembered time ɀ the film time appears to march forward with the time of the story, 

though of course this too is an illusion.  The film creates the time of the story, it is the time of 

an ongoing piece of music, as Reitz writes in his lecture Film und Zeit, not the time in which 

the actors were working, or the spectator now is living. 

On the other hand, 'ÌÁÓÉÓÃÈȭÓ ÉÎÔÒÏÄÕÃÔÉÏÎ ÏÆ ÅÁÃÈ ÆÉÌÍ ÏÆ Heimat 1 with piles of 

photographs (often in fact stills from previous episodes) signifies that the stories are put 

                                                   

31 Edgar Reitz: Film und Zeit Lectio doctoralis, Uni Perugia (2000)  
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ÔÏÇÅÔÈÅÒ ÆÒÏÍ ÍÅÍÏÒÉÅÓȢ  4ÈÅ ÃÏÎÄÉÔÉÏÎ ÏÆ ÔÈÅ ȰÐÈÏÔÏÇÒÁÐÈÓȱ ÔÈÅÍÓÅÌÖÅÓ ÉÎ ÔÈÅ ÅÁÒÌÉÅÒ 

episodes suggÅÓÔÓ ÔÈÁÔ ÏÎÌÙ ÆÏÒ ÓÏÍÅÏÎÅ ÏÆ ÈÉÓ ÁÇÅ ÃÏÕÌÄ ÔÈÅÓÅ ÓÔÉÌÌ ÂÅ ȰÄÉÒÅÃÔȱ ÐÅÒÓÏÎÁÌ 

memories at the time the films were made, though, belying this, the Glasisch of each 

introduction is contemporary with the film he is about to introduce, not the ancient figure of 

the last scenes of the cycle.  Glasisch himself, illegitimate and looked down on by many of his 

community as an eccentric, set apart by his wartime experiences and an ugly skin condition 

incurred in the war, is an acute but not wholly trustworthy commentator.  He is the Joker, 

×ÈÏ ÅÎÃÏÕÒÁÇÅÓ ÏÔÈÅÒÓȭ ÆÏÌÌÙ ÁÎÄ ÐÒÏÂÁÂÌÙ ×ÅÁÒÓ ÈÉÓ Ï×Î (ÉÔÌÅÒ ÍÏÕÓÔÁÃÈÅ ÉÎ ÐÒÉÖÁÔÅ 

mockery, a truth-teller who is also capable, at least in his youth, of quite malicious behaviour.  

His introductions not only provide useful résumés in the course of the long cycle, they have an 

important distancing function, standing for the unreliability and subjectivity of the process 

through which the stories are being told32. 

Another rather speculative contrast is thrown into relief by comparison with the 

documentary.  In Schabbach as in the real world, the war memorial poses the unanswerable 

counterfactual question about the First World War ɀ what if more of those changed by their 

experience in the war had returned home?  How might that have affected the history of the 

1920s and 30s?  In the microcosm, would Glasisch and Paul be so alone?  How would 

Schabbach have changed?  Would the influence of the autocratic village mayor, Wiegand have 

been more effectively challenged?  

In the Hunsrückdörfer documentary the experiences of the Second World War were still 

very much alive 35 years on in 1980.  In Woppenroth almost the whole famous football team 

had returned from serving in that war.  But in fictional Schabbach the first war was little 

spoken of in thÅ ΫγάΪÓ ÁÎÄ έΪÓȟ ÏÔÈÅÒ ÔÈÁÎ ÏÎ ÔÈÅ ÄÁÙ ÏÆ 0ÁÕÌȭÓ ÒÅÔÕÒÎȟ ÁÎÄ ÉÎ ÔÈÅ ×ÁÒ ÍÅÍÏÒÉÁÌ 

scenes.  Few of the relatives of those listed on the memorial are individually depicted ɀ the 

ÍÏÔÈÅÒ ÏÆ 0ÁÕÌȭÓ ÆÒÉÅÎÄ (ÅÌÍÕÔ ÇÒÉÅÖÅÓȟ ÂÕÔ 7ÉÅÇÁÎÄ ÓÅÅÍÓ ÔÏ ÈÁÖÅ ÂÕÒÉÅÄ ÔÈÅ ÌÏÓÓ of his elder 

son under an armour of self-aggrandizing patriotism, while his wife and daughter do not 

outwardly mourn.  Only the baker from Simmern, not Schabbach, who lost three boys, 

approaches the memorial half crazed with grief.  Much later, in 1939, it is Wiegand who noisily 

proclaims the news of the next war in the village square, beneath that bowed stone figure on 

the memorial.  If his elder son and the others had returned, would their lost memories have 

survived to silence him?  But maybe one should not draw inferences from a fictional film story 

in this way. 

The delineation of characters in the early parts of the first Heimat cycle is outstandingly 

skilful and spare.  People are introduced in a few brief exchanges of dialogue, in ways that 

leave them fixed in the memory for the rest of the cycle.  For instance, Marie-'ÏÏÔȟ +ÁÔÈÁÒÉÎÁȭÓ 

sister, will develop into a significant character with many later scenes, but in the first few 

moments of her appearance the comic essence of her part is already clear:  her talkativeness, 

her scorn for outsiders, eagerness for scurrilous gossip, need to interfere and put everyone to 

rights.  Apollonia, the dark-haired girl of unknown origins, with whom Paul later falls in love, 

                                                   

32 See also Rachel Palfreyman: op.cit. pp.96-97 
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has only a few brief scenes in the first film, before disappearing from the story for good.  Yet 

her personality established in those scenes, with her honesty, perceptiveness, suffering and 

strength, remains with us long after the cycle is ended, and not just because of her significance 

for the story. 

An unusual degree of realism comes from the fact that many of the actors and extras are 

people of the region, where local amateur dramatic societies flourish.  They are mostly country 

people, still in 1980 adept at handling animals and traditional agricultural and household 

implements.  The prime example is Matthias the blacksmith, whose actor, Willi Burger, was a 

blacksmith in real life.  No mere actor could work so convincingly as he does in the old forge, 

or with his oxen and muck-cart.  His gestures and movements are familiar to me, and the 

rhythm of his ringing anvil precisely echoes the one that sounded in my own childhood.  In 

other scenes too the authenticity of this rural working world is constantly apparent, and once 

or twice small part actors and extras, for instance the foresters felling trees in the first film, are 

recognisable plying their trades in the documentary.  Like the musicians in Heimat 2, they 

provide an extra layer of fascination, along with the loving, painstaking reconstructions of 

period sets by Franz Bauer, which has been written about and shown in documentaries33.  The 

verisimilitude is so great that occasional lapses of continuity are more noticeable than their 

insignificance warrants, for example in Film 2 when the villagers walk from a wood full of 

flowering foxgloves into one already carpeted with bilberries, or the disconcerting 

disappearance and reappearance of quite deep snow in one afternoon in Film 3 ɀ a small price 

to pay for scenes set in real, as opposed to artificial snow. 

On the other hand, the village is not portrayed as a romantic idyll.  Rural life in the inter-

war period was anything but romantic.  The association of evocative images of real hard-

working life lived in the past, like that of Matthias at his forge, with the concept of a 

ÃÏÎÓÅÒÖÁÔÉÖÅ ȰÃÒÁÆÔ×ÏÒË ÉÄÙÌÌȱ34 is ahistorical.  It lies in the mind of the modern observer, not of 

the generation that experienced it, nor I suspect of the story-teller.  The fact that such images 

were misappropriated by earlier inauthentic ȬHeimatȭ films does not invalidate their use as 

authentic reconstructions.  %ÖÅÎ ÉÎ ÔÈÅ ΫγήΪÓȟ ÉÎ ÍÙ ÅØÐÅÒÉÅÎÃÅȟ Á ÂÌÁÃËÓÍÉÔÈȭÓ ×ÏÒË ×ÁÓ ÓÔÉÌÌ 

as mundane as that of a motor mechanic in the garage down the road. 

In Schabbach, extremes of rural poverty do not figure in the memories and stories, even in 

ÔÈÅ ÄÅÓÔÁÂÉÌÉÓÅÄ ÙÅÁÒÓ ÏÆ ÔÈÅ ÅÁÒÌÙ ΫγάΪÓ ÁÎÄ ÍÉÄ ΫγήΪÓȟ ÂÕÔ ÐÅÏÐÌÅȭÓ ÌÉÖÅÓ ÕÎÔÉÌ ÍÉÄ-century are 

hard, though easing gradually with the advance of technology and relative prosperity.  The 

community remains little educated, narrow and defended, often paranoid about those who do 

ÎÏÔ ÂÅÌÏÎÇȟ ÏÒ ÁÒÅ ÓÉÍÐÌÙ ÄÉÆÆÅÒÅÎÔȟ ÌÉËÅ ÔÈÅ ȰÓÏÃÉÁÌÉÓÔȱ ÂÁÓËÅÔ ÍÁËÅÒȢ  !ÐÏÌÌÏÎÉÁȟ ÓÕÓÐÅÃÔÅÄ ÏÆ 

gipsy origins, is persecuted by vicious unfounded rumours until she leaves.  Anti-Semitic 

sentiments are hinted at, but, except among stonethrowing yobs in Simmern, or in the context 

ÏÆ ÏÆÆÉÃÉÁÌ ÐÏÌÉÔÉÃÁÌ ÐÒÏÎÏÕÎÃÅÍÅÎÔÓȟ ÓÕÃÈ ÁÓ %ÄÕÁÒÄȭÓ ÐÒÅÓÅÎÔÁÔÉÏÎ ÏÆ .ÁÚÉ ÐÏÌÉÃÉÅÓ ÏÎ ÆÁÒÍÉÎÇ 

                                                   

33 For example in: Christa Tornow: Ein Denkmal für den Hunsrück (1982) (documentary about 
Heimat 1),and in many interviews and writings by Edgar Reitz. 

34 Palfreyman, op. cit., p.143 
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and land ownership in Film 3, not very openly expressed in the village.  That may be 

unrealistic, as anti-Semitic and other racist expressions were still readily in use among English 

people in the 1940s and 1950s, and nowadays racist remarks about immigrants are commonly 

heard. 

In the pre-war Nazi period the baÓËÅÔ ÍÁËÅÒȭÓ ÏÎÅ-eyed boy, Hänschen, is intrigued by the 

new telephone line linking Schabbach to the outside world.  Symbolically, following it away 

out of the village and through a dense thicket, he emerges in view of a concentration camp, 

the only time one is directly shown in the series.  At the same time he meets a guard who 

implants the idea of his becoming a sharpshooter, a skill that eventually leads to his death in 

the war. 

+ÁÔÈÁÒÉÎÁ ÒÅÃÏÇÎÉÓÅÓ ÍÏÒÅ ÃÌÅÁÒÌÙ ÔÈÁÎ ÍÏÓÔ ÔÈÅ ÄÕÂÉÏÕÓ ÂÁÓÉÓ ÏÆ ÔÈÅ ÒÅÇÉÏÎȭs growing 

prosperity, and she sees ÈÅÒ ÃÏÍÍÕÎÉÓÔ ÎÅÐÈÅ× ÉÎ ÔÈÅ 2ÕÈÒ ÁÒÒÅÓÔÅÄ ÁÎÄ ÄÅÐÏÒÔÅÄ ÆÏÒ ȰÒÅ-

ÅÄÕÃÁÔÉÏÎȱ ÉÎ Á ÃÏÎÃÅÎÔÒÁÔÉÏÎ ÃÁÍÐȟ ÎÅÖÅÒ ÔÏ ÒÅÔÕÒÎȢ  $ÕÒÉÎÇ ÔÈÅ ×ÁÒȟ ÓÈÅ ÁÎÄ -ÁÔÔÈÉÁÓ ÁÒÅ 

ÓÈÏÃËÅÄ ÂÙ ÔÈÅ ÂÅÈÁÖÉÏÕÒ ÏÆ 7ÉÅÇÁÎÄȭÓ ÓÏÎ 7ÉÌÆÒÉÅÄȟ Á ÎÅÕÒÏÔÉÃ ÍÁÒÔinet returned from Berlin 

as a young SS officer, and now, due to childhood ill-health, left in command of the Home 

Front.  In angrily reproving him, Kath puts herself in danger of reprisal, but few others in the 

village share her courage.  Even her protest is more personal than political, and though other 

villagers too resent the overbearing behaviour of the Wiegands, father and son, that is nothing 

new.  They always had resented and ridiculed the rich self-important farmer, long before he 

identified himself with Hitler and the Nazi party.  In general, local culture and opinion is 

unquestioning, and prepared to defend the regime that seemed to have brought people 

prosperity and self-esteem in recent years. 

As the war progresses, and villagers too suffer bombardment and bereavement, hideous 

truths about the Holocaust are still no more than half-heard and perhaps wilfully not 

understood.  Should we call the silence of Schabbach complicity in guilt?  Or should we 

recognise the strong reluctance to question sensitive issues openly, even today in Britain, 

ÁÍÏÎÇ ÔÈÏÓÅ ÃÏÎÄÉÔÉÏÎÅÄ ÉÎ ÓÍÁÌÌ ÒÕÒÁÌ ÃÏÍÍÕÎÉÔÉÅÓ ÔÏ ÄÒÅÁÄ ȰÍÁËÉÎÇ ×ÁÖÅÓȱȩ   -ÏÒÅÏÖÅÒȟ 

living as many of us now do in open societies, we have no firsthand knowledge of the fear and 

danger of life in a police state.  Yet in occupied Europe and in Germany itself there were many 

who risked and often lost their own lives for the sake of the persecuted.  Maybe they alone, 

and their families, have the right to judge. 
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1.1 Films 1-4:  Memories of a recreated time.  Light and colour. 

The first four films of Heimat 1 are set in the interwar years, and the period is recreated 

mostly from what must have been indirect memories, stories told and retold.  Gradually, the 

ÖÉÌÌÁÇÅ ÏÆ Ȭ3ÃÈÁÂÂÁÃÈȭ ÅÍÅÒÇÅÓ ÆÒÏÍ ÒÕÒÁÌ ÐÏÖÅÒÔÙ ÁÎÄ ÉÓÏlation, to become connected to the 

wider world through the 1930s by technology, politics, and the movement of armies.  The 

ÉÎÃÒÅÁÓÉÎÇ ÐÒÏÓÐÅÒÉÔÙ ÉÓ ÓÅÅÎ ÂÙ ÔÈÅ ÏÌÄ ÁÎÄ ×ÉÓÅ ÁÓ ÂÅÉÎÇ ÍÏÓÔÌÙ ȰÏÎ ÔÉÃËȱȟ ÁÎÄ ÁÔ ÔÉÍÅÓ 

admitted by younger beneficiaries, with slight discomfort but not much shame, to be at the 

expense of Jewish property owners and bankers who have suffered persecution. 

In the first film, Paul Simon returns from the First War to this closed community, at once 

secure and oppressive.  For the next decade he is inwardly tormented by an unexpressed 

longing to escape it, evinced in his fascination with wireless technology, and his inability to 

choose between Apollonia, who is rejected by most of the community and leaves, and Maria, 

7ÉÅÇÁÎÄȭÓ ÄÁÕÇÈÔÅÒȟ ×ÈÏ ÒÅÃÏÇÎÉÓÅÓ 0ÁÕÌȭÓ ÁÐÁÒÔÎÅÓÓȟ ÂÕÔ ÆÏÒ ÈÅÒÓÅÌÆ ÓÔÉÌÌ ÈÁÓ ÎÏ ÁÍÂÉÔÉÏÎ 

beyond life in the village.  Too unsure of himself to travel away with Apollonia, he marries 

Maria and sinks back into the life of his farming family.  His mute anguish, and his eventual 

desertion of Maria and their children, for reasons incomprehensible even to himself, establish 

the central theme of the Trilogy ɀ ÔÈÅ ÃÏÎÔÒÁÓÔ ÏÆ ÔÈÏÓÅ ×ÈÏ ÓÔÁÙ ÉÎ ÔÈÅ Ȭ(ÅÉÍÁÔȭȟ ÁÎÄ ÔÈÏÓÅ 

who leave. 

The next three films follow those he leaves behind.  Maria remains in the family home, 

ÃÏÍÆÏÒÔÅÄ ÂÙ 0ÁÕÌȭÓ ÐÁÒÅÎÔÓȟ ×ÏÒËÉÎÇ ÈÁÒÄ ÉÎ ÔÈÅ ÈÏÕÓÅÈÏÌÄ ÁÎÄ ÖÅÒÙ ÐÒÏÔÅÃÔÉÖÅ ÏÆ ÈÅÒ 

children.  The elder, Anton, is reserved, fascinated by technology, the younger, Ernst, is more 

outgoing, and already intrigued with aeroplanÅÓ ÁÎÄ ÆÌÉÇÈÔȢ  0ÁÕÌȭÓ ÆÁÔÈÅÒ ÑÕÉÅÔÌÙ ×ÏÒËÓ ÏÎ 

alone in the old forge, and his mother Kath becomes the beloved grandmother and mainstay 

of the family. 

0ÁÕÌȭÓ ÂÒÏÔÈÅÒ %ÄÕÁÒÄȟ ÁÎ ÁÍÁÔÅÕÒ ÐÈÏÔÏÇÒÁÐÈÅÒȟ Á naïve fantasist racked with TB, is now 

more or less cured and marries Lucie, the erstwhile madam of a Berlin brothel, where he was 

ÅÁÒÌÉÅÒ ÉÎÔÒÏÄÕÃÅÄ ÉÎ Á ÈÉÌÁÒÉÏÕÓ ÓÅÑÕÅÎÃÅȢ  4ÈÅ ÕÎÌÉËÅÌÙ ÃÏÕÐÌÅȟ Ô×Ï ÏÆ 2ÅÉÔÚȭ ÇÒÅÁÔÅÓÔ 

creations, become a constant source of delight and laughter throughout the first Heimat cycle.  

Propelled by Lucie, kind gangling Eduard joins the Nazi party and becomes Mayor of a larger 

ÄÉÓÔÒÉÃÔ ÃÅÎÔÒÅÄ ÏÎ Á ÎÅÉÇÈÂÏÕÒÉÎÇ ÖÉÌÌÁÇÅȢ  /Î ÂÏÒÒÏ×ÅÄ ÍÏÎÅÙ ÔÈÅÙ ÂÕÉÌÄ Á ÖÉÌÌÁ ×ÉÔÈ ȰÆÉÆÔÙ-

Ô×Ï ×ÉÎÄÏ×Óȱȟ ÂÕÔ ÔÏ ,ÕÃÉÅȭÓ ÆÒÕÓÔÒÁÔÉÏÎ %ÄÕ ÒÅÍÁÉÎÓ ÈÁÐÐÉÌÙ ÏÎ Ôhe first rung of the social 

ladder, as a complaisant official sharing the fun of young one-ÅÙÅÄ (ßÎÓÃÈÅÎ "ÅÔÚȭ ÉÌÌÉÃÉÔ 
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sharpshooting skills.  Meanwhile Lucie curries favour with the local Gauleiter and makes eyes 

at the young SS officer Wilfried Wiegand.  She is rewarded by the use of her villa to entertain a 

ȰÓÅÃÒÅÔȱ ÍÅÅÔÉÎÇ ÏÆ ÔÈÒÅÅ ÏÆ ÔÈÅ ÍÏÓÔ ÐÏ×ÅÒÆÕÌ ÁÎÄ ÎÏÔÏÒÉÏÕÓ ÌÅÁÄÅÒÓ ÏÆ ÔÈÅ 2ÅÉÃÈȟ ÂÕÔ %ÄÕÁÒÄ 

ÈÁÓ ÎÏ ÉÎÔÅÒÅÓÔ ÉÎ ÃÁÐÉÔÁÌÉÓÉÎÇ ÏÎ ÔÈÉÓ ȰÓÕÃÃÅÓÓȱȢ 

0ÁÕÌÉÎÅȟ 0ÁÕÌȭÓ ÓÉÓÔÅÒȟ ÈÁÓ ÍÁÒÒÉÅÄ 2ÏÂÅÒÔ +ÒĘÂÅÒȟ Á ÃÌÏckmaker and jeweller in the county 

town of Simmern.  Their business benefits from the growth of the region in the 1930s, 

especially later in the decade when the new military highroad is being built by the state 

ÅÎÇÉÎÅÅÒÉÎÇ Ȭ4ÏÄÔȭ /ÒÇÁÎÉÓÁÔÉÏÎȟ ×ÈÏÓÅ ÍÅÍÂÅÒÓ ÂÕÙ ÓÙÍÂÏÌÉÃ ȰÄÅÁÔÈȭÓ ÈÅÁÄȱ ÒÉÎÇÓȟ ÁÎÄ 

jewellery to send home.  The local cinema shows Zara Leander films, which set Maria and 

0ÁÕÌÉÎÅ ÄÒÅÁÍÉÎÇ ÏÆ ÅÓÃÁÐÅ ÆÒÏÍ ÔÈÅÉÒ ÈÕÍÄÒÕÍ Ȭ(ÅÉÍÁÔȭ ÌÉÖÅÓ ÔÏ ÆÏÒÅÉÇÎ ÌÁÎÄÓȢ  "ÕÔ ÁÌÒÅÁÄÙ 

the engineer Otto Wohlleben has been billeted on the Simon household, and he and Maria fall 

into a moving, sensitively portrayed affair. 

In the first film, tÈÅ ÆÁÍÏÕÓ ÏÐÅÎÉÎÇ ÓÃÅÎÅÓ ÏÆ 0ÁÕÌȭÓ ÒÅÔÕÒÎ ÉÎ ΫγΫγ ÓÅÔÓ ÕÐ ÔÈÅ ÔÈÅÍÅ ÔÈÁÔ 

the whole cycle will develop.  It is grounded in the almost silent figure of Paul.  For a little 

while his face is full of recognition and relief at coming home.  Both he and we are moved by 

ÈÉÓ ÐÁÒÅÎÔÓȭ ÕÎÄÅÍÏÎÓÔÒÁÔÉÖÅȟ ÁÌÍÏÓÔ ×ÏÒÄÌÅÓÓ ÒÅÃÅÐÔÉÏÎ ÏÆ ÈÉÍȢ  4ÈÅÒÅ ÉÓ ÓÏ ÍÕÃÈ ÌÏÖÅ ÁÎÄ 

pride in their faces, and in their practical actions.  But once seated in the kitchen, as family 

and neighbours gather, he is inwardly alone.  He is the one who returns changed, to a world 

which is unchanged, like the piper stolen by fairies in the old tales.  He seems to become 

oppressed by the deliberate, repetitive speech patterns of country people, maybe of close 

families everywhere.  He is indifferent to most of the trivial gossip.  As the scene unfolds, 

people still talk about Paul, but less and less to him. 

The ground bass of the moveÍÅÎÔȟ ÁÓ ÉÔ ×ÅÒÅȟ ÉÓ ÉÎ 0ÁÕÌȭÓ ÓÔÉÌÌ ÆÁÃÅ ÁÎÄ ÄÁÚÅÄ ÅÙÅÓȟ ÁÎÄ ×ÈÁÔ 

we assume is in his mind, as he sits against the central pillar in the kitchen.  Around him the 

voices, movements and personalities of the other characters interweave, rising and falling in a 

set of magnificent variations and silences.  Briefly, very skilfully, we are introduced to a rich 

assortment of individuals, whose stories we will get to know more as the series proceeds.  As 

again and again in Heimat 1 and much of Heimat 2, the space of the room itself is created in a 

ÒÅÍÁÒËÁÂÌÅ ×ÁÙ ÂÙ ÔÈÅ ÄÉÒÅÃÔÉÏÎ ÏÆ ÐÅÏÐÌÅȭÓ ÍÏÖÅÍÅÎÔÓ ÁÎÄ ÇÌÁÎÃÅÓȟ ÔÈÅ ÉÎÃÒÅÁÓÅ ÁÎÄ 

decrease of distances among them, the subtleties of focus. 

0ÁÕÌȭÓ ÁÔÔÅÎÔÉÏÎ ÉÓ ÔÁËÅÎ ÏÎÌÙ ÂÙ ÔÈÏÓÅ ÏÕÔÓÉÄÅ ÔÈÅ ÒÏÏÍ ɀ he smiles at the one-eyed 

ÒÁÇÁÍÕÆÆÉÎ ×ÁÔÃÈÉÎÇ ÔÈÒÏÕÇÈ ÔÈÅ ×ÉÎÄÏ×Ȣ  (Å ÌÉÓÔÅÎÓ ÔÏ ÅÖÉÌ ÇÏÓÓÉÐ ÁÂÏÕÔ ÔÈÅ ȰÇÉÐÓÙȱ ÇÉÒÌ ×ÉÔÈ 

whom he will one day fall in love, and who like himself is an outsider.  Two people in the room 

share his sense of alienation:  Glasisch is one ɀ as he extends his scabbed hand to Paul, Paul 

reaches up to release a trapped fly, and maybe they both understand why.  The other is the 

bereaved mother of his dead friend Helmut.  There is a direct line of sight between Paul and 

that sorrowing figure sitting by the corner of the fireplace.  It creates a tense space between 

ÔÈÅÍȟ ÇÅÎÅÒÁÔÉÎÇ 0ÁÕÌȭÓ ÖÉÓÉÏÎ ÏÆ (ÅÌÍÕÔ ×ÉÔÈ ÈÉÓ ÍÏÃËÉÎÇ ÃÏÍÍÅÎÔÓ ÏÎ ÁÎÇÅÌÓ ÉÎ ×ÈÉÔÅȟ ÄÅÁÄ 

ÓÏÌÄÉÅÒÓ ȬÁÓÌÅÅÐȭ ÏÎ ÔÈÅ ÂÁÔÔÌÅÆÉÅÌÄ ÁÎÄ Á ÈÅÁÖÅÎ ×ÈÅÒÅ ÔÈÅÙ ÓÐÅÁË ÔÈÅ 0ÌÁÔÔȟ ÆÉÎÁÌÌÙ ÃÌÏÓÉÎÇ ÔÈÅ 

ȬÔÒÁÐȭ on Paul.  Again, as in the documentary, sounds and visual images work together.  The 
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ÃÒÁÓÈ ÏÆ %ÄÕÁÒÄȭÓ ÃÈÁÉÒ ÉÓ ÅÃÈÏÅÄ ÖÉÓÕÁÌÌÙ ÂÙ ÔÈÅ ÆÁÌÌ ÏÆ 0ÁÕÌȭÓ ÈÅÁÄ ÏÎÔÏ ÈÉÓ ÁÒÍÓ ÁÔ ÔÈÅ ÅÎÄ ÏÆ 

the scene. 

Famously, Heimat follows the documentary in the use of black and white film.  Later parts 

of the cycle will show repeatedly that, as in the black and white films of Bergman, Satyajit Ray 

or Kurosawa, the beauty of the image can be agonisingly at odds with the content of a scene ɀ 

and yet it can intensify both horror and humour in a story.  One instance of the latter is the 

ÈÉÌÁÒÉÏÕÓ ÓÃÅÎÅ ÉÎ ÔÈÅ ÆÉÒÓÔ ÆÉÌÍȟ ×ÈÅÒÅ ÔÈÅ ÔÈÒÅÅ ÆÏÏÌÉÓÈȟ ÅÎÄÅÁÒÉÎÇ ȬÇÏÌÄȭ ÐÁÎÎÅÒÓȟ %ÄÕÁÒÄȟ 

Glasisch and the old bell-ÒÉÎÇÅÒȟ Ȭ'ÌÏÃËÚÉÅÈȭȟ ÆÌÏÕÎÄÅÒ ÉÎ ÔÈÅ 'ÏÌÄÂÁÃÈȢ  4ÈÅ ÓÃÅÎÅ ÉÓ ÐÌÁÙÅÄ ÉÎ 

black and white images of luminous, delicate beauty.  Later in the evening in Simmern, as the 

light fades, the images turn into colour, and though this is also a splendid and very funny 

sequence it is less magical, reflecting perhaps the tawdriness of the small-town night, and one 

suddenly understands what is lost by the change.  Also, one focusses more on the action, and 

less on the atmosphere of the scene itself.  It is almost a relief when the scene in the 

ÃÌÏÃËÍÁËÅÒȭÓ ÓÈÏÐ ÒÅÖÅÒÔÓ ÏÎÃÅ ÍÏÒÅ ÔÏ ÍÏÎÏÃÈÒÏÍÅȟ ÎÏ× a soft sepia for the lamplight, and 

ÐÅÒÈÁÐÓ ÁÌÓÏ ÆÏÒ ÔÈÅ ÃÈÁÒÁÃÔÅÒÓȭ ÄÉÓÁÐÐÏÉÎÔÍÅÎÔȟ ×ÈÅÎ ÔÈÅÉÒ ȬÇÏÌÄȭ ÔÕÒÎÓ ÏÕÔ ÔÏ ÂÅ ÃÏÐÐÅÒ 

oxide.  The same sepia had been used for the scene where Paul returns to the claustrophobic 

Wiegand house, full of old ladies spinning, after failing to continue his train journey with 

Apollonia. 

Black and white can intensify the drama in other ways too.  For instance, in the third film 

there is the apotheosis of Lucie and Wilfried as they emerge in a white radiance from an 

audience with their eminent Nazi guests, only to end up disconsolate in the kitchen with the 

remains of the uneaten feast, to the sound of a dismal dripping tap.  Colour returns as Lucie 

ÆÁÎÔÁÓÉÚÅÓ ×ÁÙÓ ÏÆ ÇÁÌÖÁÎÉÓÉÎÇ %ÄÕÁÒÄȭÓ ÃÁÒÅÅÒȟ ÂÕÔ ÇÉÖÅÓ ÕÐ ÉÎ ÄÅÓÐÁÉÒȢ 

Quite early in the second film, there is a flashback to the Goldbach.  This time it is in 

colour, in a misty light, equally luminous and lovely, threaded through with magical music, 

but the fun has gone ɀ poor Eduard is still fruitlessly prospecting for gold, while racked with a 

tubercular cough.  A change to colour accompanies a change of mood, for no explicable 

ÒÅÁÓÏÎȟ ÐÒÏÂÁÂÌÙ ÕÎÉÎÔÅÎÄÅÄȟ ÂÕÔ ÉÔ ×ÏÒËÓȢ  9ÅÔ %ÄÕÁÒÄȭÓ ÈÉÌÁÒÉÏÕÓ ÓÔÏÒÙ ×ÉÌÌ ÃÏÎÔÉÎÕÅ ɉÉÎ 

colour) and with it the laughter returns. 

Rich colour is used much more freely in this film, indoors by lamplight and outdoors in the 

ÓÕÎȢ  +ÁÔÈȭÓ ÆÁÃÅ ÂÙ ÃÁÎÄÌÅÌÉÇÈÔȟ ×ÒÉÔÉÎÇ ÈÅÒ ÄÁÆÔȟ ÁÎØÉÏÕÓ ÌÅÔÔÅÒ ÔÏ %ÄÕÁÒÄȟ ÁÎÄ ÓÈÅ ÁÎÄ -ÁÒÉÁ 

seen softly through a window pane in the pre-dawn light; the glowing interior of the brothel in 

"ÅÒÌÉÎȠ ÔÈÅ ÍÁÊÅÓÔÉÃ 2ÈÉÎÅÌÁÎÄ ÁÎÄ (ÕÎÓÒİÃË ÌÁÎÄÓÃÁÐÅÓ ÏÆ ,ÕÃÉÅȭÓ ÄÒÅÁÍÓ ÁÎÄ %ÄÕȭÓ 

memories ... all scenes of fantasy, warmth and love (of one kind or another) and, for us, 

laughter. 

Later, in the fourth film, colour is used selectively to enhanÃÅ ,ÕÃÉÅȭÓ ÅØ-ÃÏÌÌÅÁÇÕÅ -ÁÒÔÉÎÁȭÓ 

exotic and hilarious arrival in the midst of an almost monochrome world where exiled Saxons 

are building the Highway.  Then, after they have born her small red motor triumphantly off 

the site and push-started it, there is a delicate image, for just a second, in soft green, ochre and 
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grey, where a plume of steam from a steam roller on the hillside is echoed by steam or smoke 

from a cabin lower down, reflected in turn in flood water on the road. 

Next, a banal dance hall is transformed by glowing soft light, to stage the love of Otto and 

Maria.  This is one of the most moving and famous scenes of the whole Trilogy, and yet so 

simple, intangible ɀ made out of voices, music, movement and light ɀ their truthful, 

unsentimental wordÓȟ ÔÈÅÉÒ ÅÙÅÓȟ ÁÎÄ /ÔÔÏȭÓ Ó×ÅÅÔ ÕÇÌÙ ÆÁÃÅȢ 

The film ends in a rich sepia lamp-ÌÉÔ ÓÅÑÕÅÎÃÅ ÉÎ ÔÈÅ ÖÉÌÌÁȟ ×ÈÅÒÅ ÔÏ -ÁÒÔÉÎÁȭÓ ÄÅÌÉÇÈÔ ÁÎ 

ÁÆÆÒÏÎÔÅÄ ,ÕÃÉÅ ÉÓ ÁÄÄÒÅÓÓÅÄ ÂÙ ÈÅÒ ÍÁÉÄÓÅÒÖÁÎÔ ÁÓ Ȭ&ÒÁÕ #ÈÅÆÉÎȭȟ ÁÎÄ %ÄÕÁÒÄ ÌÏÎÇÓ ÆÏÒ ÔÈÅ 

moment to last for ever, so that no one will suffer from what may happen next, not even the 

disappeared Jewish banker to whom he is heavily in debt. 

For under the warmth and humour of these ordinary rural lives run sombre themes, 

sinister tremors in the narrative, where colour has a diÆÆÅÒÅÎÔ ÆÕÎÃÔÉÏÎȢ  /Î +ÁÔÈȭÓ ÆÁÔÅÆÕÌ ÖÉÓÉÔ 

to the Ruhr it picks out a pervasive blue electric light and the fiery furnace of a factory or 

foundry, in the city where her communist nephew is taken away to a concentration camp.  

The red, white and black of Nazi insignia appear with growing insistence everywhere in the 

(ÕÎÓÒİÃËȟ ÅÖÅÎ ÉÎ ÔÈÅ ÄÁÎÃÅ ÈÁÌÌȢ  4ÈÅ ÅÙÅÓ ÏÆ ÓÉÌÖÅÒ ÄÅÁÔÈȭÓ-head rings glint ruby red. 

This kind of detail recurs throughout both the first two Heimat cycles, and will repay 

watching the films over and over again.  There are always those breath-taking images, usually 

in black and white:  the way light falls on a face at a moment of reflection or feeling, the way a 

bending figure is backlit against a window.  I do not believe enjoying such detail detracts from 

the human content of the drama ɀ any more than the detail of a Dutch portrait detracts from 

the life portrayed.  It does not even matter if the effect is imagined, or incidental and not 

originally intended ... it is magic, and it works. 
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1.2 Films 5-8:  Memories of wartime and its aftermath. 

The next four films (Films 5-8) cover the build-up to war in 1938-39, the war years, and the 

immediate post-war time of disorientation and occupation.  Though warmth and humour still 

persist, the underlying mood of these films is dark.  In the fifth, the darkness falls heavily on 

the Simon family, when Paul, long given up for dead, announces his intention to return, in a 

letter that old Matthias is becoming almost too blind to read.  Maria decides that Otto must 

leave, nonetheless she and her children are desolated.  Ernst runs away from home, and Maria 

herself, meeting Otto once more in Trier, is demented with grief.  Otto loses his job because 

he is half Jewish.  In the end Paul gets no further than the docks at Hamburg, where he has to 

remain on the ship because, absurdly, there is no time before it returns to prove his Aryan 

descent.  Then war is declared, but only a few, like Katharina, recognise that it presages a grim 

day of reckoning. 

The ruin of MÁÒÉÁ ÁÎÄ /ÔÔÏȭÓ ÄÅÌÉÃÁÔÅÌÙ ÆÌÏ×ÅÒÉÎÇ ÒÅÌÁÔÉÏÎÓÈÉÐȟ ÁÎÄ ÔÈÅ ÃÈÉÌÄÒÅÎȭÓ ÄÉÓÔÒÅÓÓȟ 

ÁÒÅ ÉÎÔÅÒ×ÏÖÅÎ ×ÉÔÈ ÁÎ ÕÎÅÁÓÙ ÄÒÉÆÔ ÉÎÔÏ ÆÁÓÃÉÓÍ ÁÎÄ ×ÁÒȢ  3ÃÈÁÂÂÁÃÈ ÉÓ ÎÏ ÌÏÎÇÅÒ ÔÈÅ ȬÃÅÎÔÒÅ 

ÏÆ ÔÈÅ ×ÏÒÌÄȭȟ ÔÈÅ (ÉÇÈ×ÁÙ ÇÏÅÓ ÆÒÏÍ ÂÕÎËÅÒ ÔÏ ÂÕÎËÅÒȢ  %ÖÅÎ ÔÈÅ 3ÉÍÏÎ ÆÁÍÉÌÙ ÎÁÍÅ is 

suspect.  Robert makes light of his call-up, but Pauline has fear in her heart.  Falseness infects 

the film-ÍÁËÉÎÇ ×ÉÔÈ !ÎÔÏÎȭÓ ÕÎÃÏÎÖÉÎÃÉÎÇ ÍÏÕÓÔÁÃÈÅ ÁÎÄ ÕÎÂÒÏËÅÎ ÖÏÉÃÅȟ ÊÕÓÔ ÁÓ ÉÎ 

3ÃÈÁÂÂÁÃÈ ÉÔ ÉÎÆÅÃÔÓ ÔÈÅ ÆÁÍÉÌÙȭÓ ÒÅÓÐÏÎÓÅ ÔÏ 0ÁÕÌȭÓ ÁÂÏÒÔÉÖÅȟ ÆÁÌÓÅ Òeturn.  Yet the exchanges 

among the characters at moments of warmth and of anguish remain so honest, and there is 

always the shadow and silvery light, even in bleak hotel bedrooms in Trier or near the 

Hamburg docks, even, in the next film, the gleam of the shell of a bomb, and the texture of the 

mud clinging to it.  Those scenes have no right to be so beautiful.  The incongruity pinpoints 

the pain. 

In the sixth and seventh films some of the memories informing the tale are those of all our 

rural childhoods in the 1940s:  military uniforms and vehicles on the roads, propaganda, 

paranoia about parachuting enemy pilots, the ominous roar of incoming bombers heading for 

industrial areas, search lights, ak-ak fire, a stick of bombs jettisoned at random over fields and 

villages as a plane flees home.  All the young men are absent, their distant loss mourned 

usually by older people, we hardly knew them.  In the countryside, national shortages and 

hardships are mitigated by resources of the land, while the land reverts to the seeming 

peacefulness of older means of work and transport, in response to a dearth of petrol.  But in 

England our government was not fascist, and we were never invaded. 
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)Î &ÉÌÍ ΰȟ -ÁÒÉÁȭÓ ÏÌÄÅÒ ÓÏÎÓ ÁÒÅ ÂÏÔÈ ÉÎ ÔÈÅ ÆÏÒÃÅÓȟ ÁÎÄ ÅÎÔÈÕÓÉÁÓÔÉÃÁÌÌÙ ÔÒÁÉning, Anton to 

be a camera technician in a propaganda unit on the Eastern Front, Ernst to be a fighter pilot.  

But she has a new son, little Hermännchen, her child from Otto.  Otto himself, careless now of 

his own life, has enlisted as a bomb disposal expert, assisted once more by the faithful Pieritz, 

their exchanges marked by sharp, unsentimental humour in the face of danger.  Otto chances 

to be defusing an unexploded bomb on the airfield where Ernst is training, and from Ernst he 

learns that Maria is still alone, and that he has a three-year old child. 

In the microcosm of a German village the origins and influence of a Nazi culture and 

regime are ever more apparent.  Wilfried, insecure authoritarian neurotic that he is, revels in 

his command of the Home Front, but when he shoots a defenceless, wounded English pilot, 

claiming the man was escaping, and takes kudos for it, the children will remember their 

suspicions of his cowardly deed.  It remains safe, but only just, for Kath the grandmother, 

whom everyone loves and respects, to speak her mind.  Otherwise the mood is that of the 

ÒÁÔÈÅÒ ÔÈÒÅÁÔÅÎÉÎÇ ÓÏÎÇ ÓÕÎÇ ÂÙ -ÁÒÉÁ ÁÎÄ ÈÅÒ ÓÏÎȭÓ ÐÒÅÇÎÁÎÔ ÆÉÁÎÃïÅȟ -ÁÒÔÈÁȟ ÉÎ ÔÈÅ ÐÏÓÔ ÖÁÎȡ  

ȰȢȢȢ×ÈÏÅÖÅÒ ÁÓËÓ ÎÏ ÑÕÅÓÔÉÏÎÓ ÁÎÄ ÓÅÔÓ ÏÆÆ ÕÎÄÁÕÎÔÅÄȟ ÆÏÒ ÈÉÍ ÔÈÅÒÅȭÓ ÎÏ ÑÕÅÓÔÉÏÎÓ ÁÓked until 

ÈÉÓ ÊÏÂ ÉÓ ÄÏÎÅȢ  *Á×ÏÈÌȟ ÍÅÉÎÅ (ÅÒÒÅÎȟ ÔÈÁÔȭÓ ÈÏ× ×Å ÌÉËÅ ÉÔȢȢȢ ÆÒÏÍ ÔÏÄÁÙ ÔÈÅ ×ÏÒÌÄ ÂÅÌÏÎÇÓ ÔÏ 

ÕÓȢȢȢȱ ɉÕÎÔÉÌ -ÁÒÔÈÁ ÔÈÉÎËÓ ÏÆ ÈÅÒ !ÎÔÏÎ ÆÁÒ Á×ÁÙ ÉÎ ÉÃÅ ÃÏÌÄ 2ÕÓÓÉÁ ÁÎÄ ×ÅÅÐÓȢɊ  ,ÕÃÉÅȟ ÓÔÉÌÌ 

intently social climbing and unaware of any irony, entÈÕÓÅÓ ÏÖÅÒ ÔÈÅ ȰÄÉÖÉÎÅȱ ÐÅÒÆÏÒÍÁÎÃÅ ÏÆ Á 

ÐÓÅÕÄÏ ÇÉÐÓÙ ÔÕÎÅȟ ÃÒÙÉÎÇ Ȱ7ÈÁÔ Á ÃÕÌÔÕÒÅȦȱ  !Ô ,ÕÃÉÅȭÓ ÐÁÒÔÙ ÓÉÎÉÓÔÅÒ ÔÒÕÔÈÓ ÁÂÏÕÔ *Å×Ó ÁÎÄ 

chimneys are only half uttered and half heard, like the muttered horror stories we half-heard 

in childhood, withheld from us to shelter us.  Only Eduard mourns the loss of Hans Betz, and 

ÆÅÅÌÓ ÒÅÓÐÏÎÓÉÂÌÅ ÆÏÒ ÈÁÖÉÎÇ ÅÎÃÏÕÒÁÇÅÄ ÔÈÅ ÌÁÄȭÓ ÓÈÁÒÐÓÈÏÏÔÉÎÇ ÓËÉÌÌÓȢ 

The momentum of the previous films reaches a climax in the seventh, where the war finally 

impacts on known and loved characters.  Anton, white and shaking, witnesses at the periphery 

of his vision the execution of Jewish prisoners in a Russian forest, while he focuses on a 

delicate technical repair to a lens.  Maybe in later life a memory of this paralysis in the face of 

horror continues to inform his stubborn walk across the continent, the powerful obsession 

and effectiveness of his later career, his rigid and ultimately futile control of his family.  

3ÃÈÁÂÂÁÃÈ ÈÁÓ ÁÌÒÅÁÄÙ ÅØÐÅÒÉÅÎÃÅÄ ÆÁÓÃÉÓÔ ÓÁÄÉÓÍ ÉÎ 7ÉÌÆÒÉÅÄȭÓ ȰÅØÅÃÕÔÉÏÎȱ ÏÆ Á ÈÅÌÐÌÅÓÓ ÐÉÌÏÔȟ 

but what may lie half hidden in the consciousness of Schabbach children is now something 

from which a young Schabbacher at the Eastern Front cannot avert his eyes. 

 Back in the Hunsrück on the way to defuse a bomb at a railway station, Otto returns:  

Ȱ,ÏÏË 0ÉÅÒÉÔÚȟ ÔÈÅÒÅȭÓ 3ÃÈÁÂÂÁÃÈȟ ÌÉËÅ ÉÎ ÐÅÁÃÅÔÉÍÅȱȢ  (Å ÁÎÄ -ÁÒÉÁ ÆÉÎÄ ÅÁÃÈ ÏÔÈÅÒ ÁÇÁÉÎ ÁÎÄ 

talk with honesty and love about why she sent him away, and how they both have suffered, in 

scenes of extraordinary tenderness and visual beauty, set not in peacetime but against the 

constant drone of bombers.  The subtlety of dialogue, performances and cinematography in 

these scenes is unsurpassed anywhere in the Trilogy.  Then next day comes the tense, sparely 

written scene, ending in the shock ÏÆ /ÔÔÏȭÓ ÄÅÁÔÈȢ  (ÁÄ ÈÉÓ ÓËÉÌÌ ÁÎÄ ÁÔÔÅÎÔÉÖÅÎÅÓÓ ÂÅÅÎ 

affected by the emotion of the last day and night?   The irony of his dying, just when he had 

found life worth living again, is unbearable.  Death, like the mysterious old linesman who 

distracts him bÙ ÔÒÁÍÐÉÎÇ ÓÔÕÂÂÏÒÎÌÙ ÁÌÏÎÇ ÔÈÅ ÌÉÎÅ ÁÂÏÖÅ ÈÉÓ ÈÅÁÄȟ ÉÓ ȰÁÌ×ÁÙÓ ÏÎ ÄÕÔÙȱȢ  .ÏÔ 

long after, bombardment around Schabbach precedes the American invasion. 
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All through these wartime episodes there is still so much humour and warmth, Maria 

welcoming Martha, and ÔÈÅÉÒ ÅÎÓÕÉÎÇ ÆÒÉÅÎÄÓÈÉÐȟ +ÁÔÈȭÓ ÐÒÏÖÏÃÁÔÉÖÅ ÃÏÍÍÅÎÔÓ ×ÈÅÎ ÔÈÅ 

Wiegands take over the proxy wedding between Martha and Anton, staged at the Front for a 

propaganda newsreel, Ernst overflying the village to throw red carnations, Otto and Pieritz 

teasing and joking.  We love these people and care deeply about their fate.  And there are 

always Lucie and Eduard ɀ ÔÈÅ ÖÁÇÒÁÎÔ ÆÅÁÔÈÅÒ ÉÎ ,ÕÃÉÅȭÓ ÈÁÔ35ȟ ,ÕÃÉÅȭÓ ÎÅ× ÒÅÌÉÇÉÏÓÉÔÙ ×ÈÉÃÈ ÉÎ 

no way constrains her ambition, her panic when the situation crumbles under invasion.  Her 

hard-won social standing in the Nazi world now places her in danger of losing all she 

possesses except what she stands up in.  So as she tries to wear all her clothes at once, her son 

arrives chewing gum, and a new light dawns in her head.  She turns to welcome two grinning 

black GIs. 

The sinister wartime themes are all the more threatening because played among everyday 

relationships.  In shocking contrast they invade the ordinary lives of everyone, the gentle and 

upright, the venal and foolish, the simple and the manipulative, all alike.  This is what the 

people themselves, and probably their children, might have known.  They are not even the 

same as the wartime stories remembered and recounted in the documentary, which treat 

more of adventures and events.  The stories in these films are not historical records, they are 

reconstructed from the bits and pieces of everyday private memory. 

§ 

The eighth film, by comparison with its predecessors, seems awkward and disjointed.  One 

reason for that is the shock of encountering a middle-aged American Paul, played by an actor 

with almost nothing of the resonance of the young Paul.  This is clearly not the same person, 

even though there is little in the dialogue that could not have been delivered by the original 

Paul as an older man.  But that is not all.  The film seems to reflect in its own construction 

something of the bewildered, shattered world of the first postwar years. 

It starts with the story of the violent deaths of Martina and her partner Pollack, skilfully 

and movingly told, but distanced in several ways.  The footage seems to come from a different 

film altogether.  It is set in Berlin, far from Schabbach, another world, almost totally 

destroyed, still under heavy bombardment and continuous street fighting.  Martina and 

Pollack had entered the series rather briefly in earlier episodes, and when first watching the 

films as a weekly TV series it was hard to recall who they were.  Now, having become familiar 

with the characters, one finds the impact of the sequence much greater, but even so still 

distanced.  There is a feeling, most unusually in Heimat, that it is a contrivance of the plot, 

aimed to link the story of Schabbach with that of the rest of Germany, rather than an organic 

development of the characters and the narrative.  As far as we are told, it is not a memory for 

anyone in Schabbach, only a reminder of the collective memory of the country as a whole. 

                                                   

35
 remembered with delight by Eva Marie Schneider:  

http://www.heimat-fanpage.de/cms.htm ȟ Ȭ)ÎÔÅÒÖÉÅ×ȭ ÓÅÃÔÉÏÎȢ 

http://www.heimat-fanpage.de/cms.htm
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By contrast, Schabbach under American occupation is already quite peaceful, but numbed 

and disoriented.  Gruesome reminders of the fighting remain, the invaders are objects of both 

ÆÅÁÒ ÁÎÄ ÏÐÐÏÒÔÕÎÉÔÙȟ ÔÈÅ ÌÁÔÔÅÒ ÅÓÐÅÃÉÁÌÌÙ ÆÏÒ +ÁÔÈȭÓ ÇÒÅÁÔ-niece Lotti (also played by a 

disconcertingly new performer).  Anton is known to be still alive and somewhere distantly on 

the way home, but Martha can no longer remember what he looks like.  Pauline is widowed.  

Lucie of course is working hard at her latest role as fan of the Yankees, and ingratiates herself 

with the returning Paul. 

Paul himself, that great uncomprehending alien, retains almost nothing of his sensitive 

ÉÎÔÒÏÖÅÒÔÅÄ ÅÁÒÌÉÅÒ ÓÅÌÆ ÁÐÁÒÔ ÆÒÏÍ ÁÖÏÉÄÁÎÃÅ ÏÆ ÈÉÓ Ï×Î ÁÎÄ ÏÔÈÅÒÓȭ ÆÅÅÌÉÎÇÓȢ  #ÏÎÓÅÑÕÅÎÔÌÙ ÔÈÅ 

conscious echoes of his original 1919 return remain rather unconvincing contrivances.  Very 

briefly, in the attic with the remains of his old wireless, listening to his mother, a glimmer of 

himself returns.  Also his inability to tell Maria why he had left, the admission that he truly 

ÄÏÅÓÎȭÔ ËÎÏ×ȟ ÉÓ ÐÁÉÎÆÕÌ ÁÎÄ ÒÉÎÇÓ ÔÒÕÅȢ  /ÔÈÅÒ×ÉÓÅ ÔÈÅ ÃÈÁÒÁÃÔÅÒ Óeems sadly to be a casualty 

of what must have been a difficult casting problem.  In a world of memories, he brings few and 

generates none. 

In the scenes with Paul, especially, the dialogue becomes as flat and banal as his voice.  

There are too many brash, over-insistent people ɀ Paul himself, Lucie, the new Lotti.  Even 

Lucie starts to lose her comic skill, and is in danger of becoming a caricature of herself.  The 

images have lost much of their depth, the spaces have become cramped within the frame, 

overpopulated, the fluidity of movement and interaction lost, figures staged together in spaces 

that they do not themselves define.  Some of the subtlety of light and shadow has disappeared, 

focus and movement no longer create distances.  Close-ups are planted in the middle of the 

screen, too close, obscuring the space.  It is a disturbing contrast with the masterly scenes in 

the previous film.  Yet beyond these sequences are others, where the complexity of light and 

focus returns, for characters like Maria, Kath, Eduard and Ernst who never lose the subtlety of 

their performances. 

Maria has aged emotionally and physically.  Her movements are stiff and her manner 

reserved and defended.  She is clearly still mourning and under great strain, dreading the 

physical and emotional demands that the stranger Paul might feel entitled to make.  Klärchen 

arrives, a refugee recently in transient relationship with the absent Ernst, and the house seems 

full of people milling around with no obvious ground or aim.  Ernst, deprived of his magical 

purpose in life as a winged hero, embarks on a devious, free-wheeling self-centred course, 

carefully avoiding Schabbach.  Finally Anton returns, equally a stranger, inwardly obsessed 

with a great project in his mind. 

It is a world seen and rÅÍÅÍÂÅÒÅÄ ÐÅÒÈÁÐÓ ÔÈÒÏÕÇÈ ÔÈÅ ÃÈÉÌÄ (ÅÒÍßÎÎÃÈÅÎȭÓ ÑÕÅÓÔÉÏÎÉÎÇ 

eyes, a world of adults who have become bewildered, distant and incomprehensible, a loss of 

security and a loss of unconditional love.  And then his beloved grandmother, the intuitive, 

all-knowing, all-ÓÕÐÐÏÒÔÉÎÇȟ ÕÎÃÈÁÎÇÉÎÇ ÈÅÁÒÔ ÏÆ ÔÈÅ ÈÏÕÓÅÈÏÌÄȟ ÒÅÐÏÓÉÔÏÒÙ ÏÆ Á ÃÅÎÔÕÒÙȭÓ 

memories, unexpectedly dies. 
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1.3 Films 9-11:  The brothers ɀ memories of a living generation 

&ÉÌÍ γ ÉÓ ÓÅÔ ÉÎ ÔÈÅ ÔÉÍÅ ÏÆ ÔÈÅ ȰÅÃÏÎÏÍÉÃ ÍÉÒÁÃÌÅȱ ×ÈÅÎ ÁÓ 'ÌÁÓÉÓÃÈ ÓÁÙÓȟ ÎÏÔÈing over the 

past 200 years has changed so much in the Hunsrück as it has in the ten years since the end of 

the War.  The almost standalone, feature length film, with great truth and sensitivity, follows 

(ÅÒÍßÎÎÃÈÅÎȭÓ ÐÁÓÓÁÇÅ ÆÒÏÍ ÙÏÕÎÇ ÁÄÏÌÅÓÃÅÎÃÅ ÔÏ ÙÏÕÎg manhood though a love affair with 

a young woman a decade older than himself.  It is famous as a masterpiece of cinema, funny, 

tender and heart rending.  As with the story of Maria and Otto, I feel almost anything I try to 

write about Hermann and Klärchen ɉÁÎÄ ,ÏÔÔÉ ÔÈÅÉÒ ȰÇÕÁÒÄÉÁÎ ÁÎÇÅÌȱɊ ×ÏÕÌÄ ÓÏÕÎÄ ÂÁÎÁÌ ÁÎÄ 

redundant to those who already know the film. 

Instead it might be good to look at the place of this episode in the first cycle, and in the 

whole Heimat Trilogy.  It is pivotal in several ways.  In tÈÅ (ÕÎÓÒİÃË ÔÈÅ ȰÎÅ× ÁÇÅȱ ÔÈÁÔ +ÁÔÈ 

despaired of ever seeing seems at last to have arrived.  Some in the village, though perhaps not 

the traditional farmers, are prospering, including once again the objectionable Wiegands, and 

Anton with his flourishing anÄ ÈÏÎÏÕÒÁÂÌÅ ÂÕÓÉÎÅÓÓȢ  -ÁÒÉÁȭÓ ÙÏÕÎÇÅÓÔ ÓÏÎ ÇÏÅÓ ÔÏ ÔÈÅ (ÉÇÈ 

School and will be the first member of the family to enter university, carrying forward the 

stories of leaving and return. 

4ÈÅ ÓÔÏÒÙ ÎÏ× ÆÏÃÕÓÓÅÓ ÏÎ -ÁÒÉÁÓȭ ÔÈÒÅÅ ÁÄÕÌÔ ÏÒ ÎÅÁÒ ÁÄÕÌÔ ÃÈÉÌÄÒÅÎȢ  The memories are no 

ÌÏÎÇÅÒ ÒÅÃÏÒÄÅÄ ÊÕÓÔ ÉÎ 'ÌÁÓÉÓÃÈȭÓ ÆÁÄÅÄ ÍÏÎÏÃÈÒÏÍÅ ÉÍÁÇÅÓȟ ÂÕÔ ÌÉÖÉÎÇ ÁÎÄ ÃÏÌÏÕÒÆÕÌ ÉÎ ÔÈÅ 

minds of a generation still only middle-aged in the year the film was made.  So for the first 

time in the cycle, the greater part of the film is shot in unexpectedly lovely colour, rich and 

soft, not nearly so harsh as the colour of many modern films.  Near the end, as Hermann starts 

ÔÏ ÐÌÁÙ ÈÉÓ ÁÎÇÕÉÓÈÅÄ ÃÒÙ ÏÎ ÔÈÅ ÏÒÇÁÎȟ ÔÈÅÒÅ ÉÓ ÏÎÅ ÏÆ 'ÅÒÎÏÔ 2ÏÌÌȭÓ ÕÎÆÏÒÇÅÔÔÁÂÌÅȟ ÍÏÍÅÎÔÁÒÙ 

images, of the village street, blue with rain in the early morning light, leading to the church, as 

a light mist drifts in.  In this story, black and white film is reserved for the most inward, 

private, sensitive memories of the love affair.  The black and white images are as luminous and 

ethereal as any in the earlier episodes of the series, and the contrast with the colour of the 

ÍÏÒÅ ÐÕÂÌÉÃ ÍÅÍÏÒÉÅÓ ÉÓ ÍÏÖÉÎÇ ÁÎÄ ×ÏÒËÓ ×ÅÌÌȢ  4ÈÅ ÍÕÓÉÃ ÔÏÏ ÉÓ ÃÈÁÎÇÉÎÇȟ ÁÎÄ (ÅÒÍÁÎÎȭÓ 

beautiful Klärchen Lied, which recurs in the second Heimat, is heard for the first time.  There 

is coherent dramatic shape to the story.  Tension builds towards the end, when a buzzing fly 

or a barking dog in the background ratchets up the suspense in a still moment before the 

family storm breaks. 
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The characters of the three brothers will develop as bearers of many of the stories of the 

second and third Heimat cycles.  I want to condider these fascinating longitudinal life stories 

in a later chapter, though already here their personalities are emerging with clear links to their 

family history and childhood, and will grow recognisably from this point throughout the rest 

of the Trilogy.  But the Hermann written for this film, and played by a very young actor, is 

probably the most subtle portrayal of the character, the one that we remember and care most 

about, the only one (I would argue) with the potential to produce artistic work comparable 

with that of his own creator. 

In the same way, themes of the story of Film 9 remain significant in the later Heimat cycles.  

For a start, the generation conflict, in this case between the adolescent Hermann and his 

mother and elder half-brother, is revisited in many of the later stories.  But in this first story 

there is a big difference:  Maria and Anton are not pathological monsters like the parents in 

Heimat 2.  7ÉÔÈ ÏÎÅ ÏÒ Ô×Ï ÅØÃÅÐÔÉÏÎÓȟ ÔÈÏÓÅ ÐÁÒÅÎÔÓ ÔÏÏ ÁÒÅ ÎÏÔ ×ÈÏÌÌÙ ȰÍÏÎÓÔÅÒÓȱȟ ÂÕÔ ÉÎ 

Heimat 2 we see them mainly from the one-dimensional adolescent perspective of the 

students.  The same perspective is naturally shared by young Hermann in Heimat 1, already at 

the start of Film 9, and it is then reinforced with tragic consequences by his experience in the 

course of the story. 

Yet we in the audience have come to know Maria and Anton as mature, complex people.  

We sympathise with -ÁÒÉÁȭÓ ÌÏÓÓ ÁÎÄ ÌÏÎÅÌÉÎÅÓÓȟ ÁÎÄ ËÎÏ× ÈÏ× ÐÒÅÃÉÏÕÓ ÈÅÒ ÙÏÕÎÇÅÓÔ ÓÏÎ ÉÓ 

to her, and why.  We know too that in her time she was open and relaxed and young, and that 

were Otto still alive neither of them would have reacted to the situation with such possessive 

anxiety.  Similarly with Anton, we can trace his rigidity and over-developed sense of 

responsibility to what we have already seen of his childhood and wartime experience.  It is 

ÎÁÔÕÒÁÌ ÔÈÁÔ ÈÅ ÓÈÏÕÌÄ ÂÅ ÊÅÁÌÏÕÓ ÏÆ %ÒÎÓÔȭÓ ÒÅÁÄÙ ÃÈÁÒÍ ÁÎÄ ÕÎÃÁÒÉÎÇ ÄÉÓÒÅgard for traditional 

ÖÁÌÕÅÓȟ ÁÎÄ ÏÆ (ÅÒÍÁÎÎȭÓ ÙÏÕÔÈȟ ÁÎÄ ÏÆ ÔÈÅÉÒ ÒÅÌÁÔÉÏÎÓÈÉÐÓ ×ÉÔÈ +ÌßÒÃÈÅÎȢ  4ÈÅ ÉÎÔÕÉÔÉÖÅ 

portrayal of a family over time has made the story of Film 9 even richer than corresponding 

stories in the second Heimat. 

The upshot of the story is indeed tragic, for it leaves Hermann fixed in a bitter rejection of 

his family and of his own capacity for love, and in dread of the consequences of commitment.  

A major theme of his career through the second Heimat is the gradual and only partial 

unravelling of the hurt done to him at this time. 

The relationships among the brothers form another theme that continues to occupy the 

last two films of the first Heimat, and recurs powerfully in Heimat 3.  Anton and Ernst, 

separated in childhood just before thÅ ×ÁÒ ÂÙ ÔÈÅÉÒ ÄÉÆÆÅÒÅÎÔ ÒÅÓÐÏÎÓÅÓ ÔÏ ÔÈÅ ÔÒÁÕÍÁ ÏÆ /ÔÔÏȭÓ 

ÄÅÐÁÒÔÕÒÅ ÁÎÄ 0ÁÕÌȭÓ ÁÂÏÒÔÉÖÅ ÒÅÔÕÒÎȟ ÎÏ× ÒÅÐÒÅÓÅÎÔȟ ÅÁÃÈ ÔÏ ÔÈÅ ÏÔÈÅÒȟ ×ÈÁÔ ÍÏÓÔ ÄÉÓÇÕÓÔÓ 

him.  In this film Ernst is forced to turn to Anton for financial help and, almost weeping, is 

sent away as a feckless adventurer by his wealthy brother.  Later he accuses Anton of fascism 

and jealousy in his behaviour to Hermann.  The pattern persists for the rest of their lives.  Yet 

at heart they need each other, both now returned to the Hunsrück for life, Anton from choice, 

Ernst with clipped wings.  They make tentative moves towards reconciliation, none lasting, 

until their final tragic meeting in Heimat 3.  At the same time, this film also sees the start of a 
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good brotherly relationship between Ernst and Hermann, which becomes another moving 

theme of Heimat 3. 

§ 

! ÄÅÃÁÄÅ ÏÒ ÓÏ ÌÁÔÅÒȟ ÉÎ &ÉÌÍ ΫΪȟ ÔÈÅ ȬÎÅ× ÁÇÅȭ ÉÓ ÁÌÒÅÁÄÙ ÓÈÏ×ÉÎÇ ÃÒÁÃËÓȟ ÁÓ +ÁÔÈ ×ÏÕÌÄ ÈÁÖÅ 

predicted.  The film is shot mainly in back and white.  Some of its sequences are dark and 

cramped, just a couple of people hunched in a shadowy room ɀ Maria with Pauline planning 

holidays abroad that will never happen even when she sadly sells the cow, Anton and Martha 

desperately telexing for help from Paul.  The mysterious forest fails to protect the land.  In 

Schabbach old fashioned values of quality and solidity and worth are being challenged, and 

aspects of the confrontation are reflected in relationships among the brothers. 

As Anton battles to defend his business against a hostile takeover, Ernst in bright white 

ÄÁÙÌÉÇÈÔ ÐÅÄÄÌÅÓ ×ÏÒÔÈÌÅÓÓ ȰÍÏÄÅÒÎÉÓÁÔÉÏÎÓȱ ÉÎ ÅØÃÈÁÎÇÅ ÆÏÒ ÐÒÉÃÅÌÅÓÓ ÁÎÔÉÑÕÅ ÆÕÒÎÉÔÕÒÅ ÁÎÄ 

ÁÒÃÈÉÔÅÃÔÕÒÁÌ ÆÅÁÔÕÒÅÓ ÔÈÒÏÕÇÈÏÕÔ ÔÈÅ ÒÅÇÉÏÎȟ ÃÁÐÉÔÁÌÉÓÉÎÇ ÏÎ ÌÏÃÁÌ ÔÒÕÓÔ ÏÆ ÈÉÓ ÂÒÏÔÈÅÒȭÓ ÎÁÍÅȢ  

Then Anton re-encounters the foolish caricature of American Paul, and an unrecognisable 

incarnation of Hermann, who can cut Lotti after his concert without a flicker of 

acknowledgment.  The scenes involving these versions of Paul and Hermann render artificial a 

thread of the plot that in spirit is very powerful.  Dedicated, down to earth Anton is rejected 

ÂÙ 0ÁÕÌ ÉÎ ÆÁÖÏÕÒ ÏÆ (ÅÒÍÁÎÎ ɉ×ÈÏÓÅ ȰÁÒÔȱ !ÎÔÏÎ ÄÅÓÐÉÓÅÓɊȢ  9ÅÔ (ÅÒÍÁÎÎȭÓ ÍÕÓÉÃ ÉÎ ÔÈÉÓ 

episode is beautiful, and (as only Glasisch understands) fulfils the creative talent of the boy in 

the previous film. 

Colour returns to the film when Anton drives back to the Hunsrück in the early morning 

ÌÉÇÈÔȢ  (Å ÐÁÙÓ Á ÃÉÖÉÌ ÂÕÔ ÂÅÍÕÓÅÄ ÖÉÓÉÔ ÔÏ %ÒÎÓÔȭÓ ÂÕÓÉÎÅÓÓ ÐÒÅÍÉÓÅÓ ÁÎÄ ÇÏÅÓ ÈÏÍÅ ×ÉÔÈ ÎÅ× 

resolve.  In front of his whole workforce Anton rejects the takeover bid and vows that the 

quality of his business and the prosperity it brings to Schabbach will continue as long as he 

lives (which in Heimat 3 it does). 

In the Simon house Ernst, the unscrupulous dealer, encounters Ernst, the small boy whose 

first plane still lies in the attic.  Movingly, in spite of a quarrel with Anton, the child wins out, 

and Ernst ends up on the muck-heap playing with his plane.  But the episode ends with 

-ÁÒÉÁȭÓ ÌÏÎÅÌÉÎÅÓÓȟ ÁÎÄ ÔÈÅ ÇÒÉÅÆ ÔÈÁÔ (ÅÒÍÁÎÎ ÉÓ ÂÅÙÏÎÄ ÈÅÒ ÒÅÁÃÈ ÁÎÄ ÈÅÒ ÕÎÄÅÒÓÔÁÎÄÉÎÇȟ 

while, in the square outside, the war memorial is unceremoniously removed to the graveyard, 

to make way for the traffic. 

§ 

At first the final Film (11) seemed confusing and disappointing, when viewing the series in 

weekly TV instalments.  There were so many characters to cope with, some smaller parts 

forgotten, some new.  The whole Kirmes (village festival) section appeared to dissipate the 

momentum of the series, and the idea of re-encountering the dead seemed sentimental and 

alienating.  But having grown far more familiar with the characters and the story, and 
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watching with enhanced image reproduction on DVD, I can now recognise this episode as a 

powerful and wholly fitting way of bringing the series to an end36. 

It is in fact a great tapestry, interweaving tÈÅÉÒ Ȭ(ÅÉÍÁÔȭ ÍÅÍÏÒÉÅÓ ×ÉÔÈ ÔÈÅ ÓÔÏÒÙ ÏÆ ÔÈÅ 

ÂÒÏÔÈÅÒÓ ×ÈÏ ÒÅÍÅÍÂÅÒȟ ÁÔ ÔÈÅ ÔÉÍÅ ÏÆ ÔÈÅÉÒ ÍÏÔÈÅÒȭÓ ÄÅÁÔÈȢ  4ÈÅ ÃÏÎÔÅÍÐÏÒÁÒÙ ÓÔÏÒÙ ÉÓ ÔÏÌÄ 

in colour, softened and greyed in some scenes of the funeral and storm, rich in the interior of 

the Simon house, almost garish in the Kirmes scenes.  The memories are told in flashback, a 

technique rarely used anywhere else in the Heimat Trilogy.  With one brief but notable 

exception, the flashbacks are filmed mostly in black and white, presumably because they are 

outtakes from earlier in the filming schedule ɀ but anyway it is very effective. 

Opening with the funeral is a shock, Maria is the heart of the series, one cannot imagine 

another whole film continuing without her.  We have not witnessed her illness and death, we 

never know what she died of, it is disturbing.  But then we are drawn into the interactions of 

the funeral party.  There is anxiety that Hermann will be late.  Paul in very old age looks 

curiously like Anton nearing his end in Heimat 3Ȣ  4ÈÅ ÓÔÏÒÍȟ (ÅÒÍÁÎÎȭs frantic drive, the 

iconic image of the abandoned coffin, all mark this funeral as exceptional, and in a way 

distance it too, though as always in these films sadness and laughter (and Glasisch) humanise 

the symbolism.  Two jet fighters screaming over the burial jolt us into the 1980s, the Hunsrück 

of Hahn airbase and the cold war, and then sweep us on a swift flight over the beloved 

landscape.  The wild ride goes on and on, and is moving and strange beyond understanding.  

/ÒÇÁÎ ÍÕÓÉÃ ÒÅÃÁÌÌÓ (ÅÒÍÁÎÎȭÓ ÁÎÇÕish at the end of Film 9. 

At the funeral meal, the two old men, Glasisch and Paul, think of Maria, and are overcome 

by their memories.  Perhaps too they think of Apollonia and their ancient rivalry.  Glasisch 

ÔÈÕÍÂÓ ÔÈÒÏÕÇÈ ÈÉÓ ÐÈÏÔÏÇÒÁÐÈ ÁÌÂÕÍȟ ÓÁÙÉÎÇ Ȱ!ÌÌ ÄÅÁÄȟ ÁÌÌ ÄÅÁÄȱȟ ÌÉËÅ /ÐÁ -ÏÌÚ ÉÎ ÔÈÅ 

ÄÏÃÕÍÅÎÔÁÒÙȢ  7ÈÏ ÂÕÒÉÅÄ 7ÉÅÇÁÎÄȭÓ ÍÏÔÏÒÂÉËÅ ÉÎ ÔÈÅ ÄÕÎÇ ÈÅÁÐȩ  (Å ËÎÏ×Ó ÂÕÔ ×ÉÌÌ ÎÏÔ 

tell, as his eye falls on an image of Paul.  Paul too, challenged by Glasisch to say why he walked 

away, can only shake his head.  Memories buried and lost for good. 

Hermann in the graveyard finds it full of his relations, and the old man Wilhelm rekindles 

ÈÉÓ ÍÅÍÏÒÙ ÏÆ ÔÈÅ (ÕÎÓÒİÃË 0ÌÁÔÔȢ  ,ÁÔÅÒ (ÅÒÍÁÎÎ ÁÎÄ 0ÁÕÌȟ ÔÈÅ Ô×Ï Ȭ7ÅÇÇÅÇÁÎÇÅÎÅÒȭ ×ÈÏ 

have returned in such unrecognisable form, share regrets and memories, only half listening to 

each other, but both weeping, and bringing home to themselves the rootlessness of their own 

ÌÉÖÅÓȢ  Ȱ7Å ÎÅÖÅÒ ËÎÅ× ÈÏ× ÂÅÁÕÔÉÆÕÌ ÉÔ ×ÁÓ ÕÎÔÉÌ ÓÈÅ ×ÁÓ ÎÏ ÌÏÎÇÅÒ ÈÅÒÅȱȢȢȢ ÂÕÔ ÔÈÅÒÅ ÓÅÅÍÓ 

something maudlin and inauthentic about them both that undermines the scene, or maybe 

that is the point of it. 

Eventually the brothers converge on the Simon house.  Anton, unwell and convinced Ernst 

intends to raid the house, has crazily boarded up the door.  Ernst feeds the rabbits, climbs in 

round the back and wanders about, no longer with an eye just for the value of things, but 

treasuring the memories they raise.  In flashback he remembers peering round the kitchen 

                                                   

36
 see also similar and moving reactions by Ivan Mansley and other contributors to Online Discussion of 

Heimat (pdf) pp.37 ff. 
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ÄÏÏÒ ÁÎÄ ÓÅÅÉÎÇ -ÁÒÉÁ ÁÎÄ /ÔÔÏ ÅÍÂÒÁÃÉÎÇȟ ×ÉÔÈ /ÔÔÏȭÓ ÁÒÍ in plaster, and then the model 

ÇÌÉÄÅÒ ÆÌÙÉÎÇ ÉÎ ÈÉÓ ÇÒÁÎÄÆÁÔÈÅÒȭÓ ÆÉÅÌÄȢ  4ÈÉÓ ÉÓ ÔÈÅ ÏÎÌÙ ÆÌÁÓÈÂÁÃË ÔÈÁÔ ÉÓ ÆÉÌÍÅÄ ÆÕÌÌÙ ÉÎ ÃÏÌÏÕÒȟ 

fitting, because it is a warm, happy memory, not tinged with regret like some of others. 

!ÎÔÏÎȭÓ ÍÅÍÏÒÉÅÓ ÏÆ ÔÈÅ ÈÏÕÓÅ ÁÒÅ monochrome, of times when he tried and failed to meet 

ÈÉÓ ÍÏÔÈÅÒȭÓ ÅÍÏÔÉÏÎÁÌ ÎÅÅÄÓȟ ÁÎÄ ÓÈÅ ÌÉÖÅÓ ÆÏÒ ÕÓ ÁÇÁÉÎ ÁÓ ÈÅ ÒÅÖÉÓÉÔÓ ÔÈÅÍȡ  ÔÈÅ ÃÏÌÏÕÒ 46 

that frightened her with thoughts of loneliness and death, when she wished only that he 

would visit her more often; the flowers he brought for her 70th birthday, when he had 

forgotten the party was to be in the hall at the inn, arrived there very late, and was ignored.  

His memories are rich too with other familiar characters now long gone, not least the 

irrepreÓÓÉÂÌÅ ,ÕÃÉÅȢ  (ÅÒÍÁÎÎȭÓ ÍÅÍÏÒÙȟ ÍÏÓÔÌÙ ÍÏÎÏÃÈÒÏÍÅ ÂÕÔ ×ÉÔÈ Á ÔÏÕÃÈ ÏÆ ÃÏÌÏÕÒȟ ÉÓ ÏÆ 

Klärchen ɀ but still so brief and censored. 

Then hilariously Ernst and Hermann encounter an embarrassed Anton in the process of 

carrying off an antique mirror, which defuses the mutual hostility for a while.  Paul grandly 

arranges the installation of the famous marble plaque, commemorating himself as donor of 

ÔÈÅ ÈÏÕÓÅ ÔÏ ÔÈÅ ÖÉÌÌÁÇÅȢ  /ÌÄ 7ÉÌÈÅÌÍ ÔÅÌÌÓ ÈÉÍ Ȱ)Î Á ÙÅÁÒ ÏÒ Ô×Ï ÙÏÕȭÌÌ ÇÅÔ ÁÎÏÔÈÅÒ ÐÌÁÑÕÅ ɀ 

ÆÏÒ ÎÏÔÈÉÎÇ ȢȢȢȱȢ  )Î unison for once, the three brothers roll down the street towards the beer 

ÔÅÎÔ ÁÔ ÔÈÅ ÆÁÉÒȟ ÌÉËÅ ÕÎÅÁÓÙ ÃÏ×ÂÏÙ ȬÐÁÒÄÎÅÒÓȭ ÉÎ Á 7ÉÌÄ 7ÅÓÔ ÍÏÖÉÅȢ  7ÉÔÈ ÔÈÅÉÒ ÇÒÉÅÆ ÌÁÉÄ ÄÅÅÐ 

inside, and the tensions among themselves temporarily relieved, their world dissolves into the 

noise, gaiety and craziness of Kirmes. 

The Kirmes section has a magnificent soundtrack, with the strong country voices and 

laughter of the revellers, and many loud sounds and music of the fairground, interwoven with 

rousing music from the band.  The band leads an interminable conga sweeping almost the 

whole village into its train, which winds repeatedly, happy and stupid, through a cowshed.  At 

the end of the evening the redundant musicians play sad jazz, revolving slowly on a carousel. 

The villagers intent on a brief night of revelry and escape are Hunsrückers of the 

contemporary 1980s world.  All through this episode there have been a few faces familiar from 

the documentary, and Hermann at the fair meets two of the slate miners called Hans.  Two 

tarts, comic even if rather overplayed, are clearly shown as incomers, not caricatured locals 

offensive to a Hunsrück audience.  But they echo words spoken in the documentary by 

respectable local employees at the airbase, when they lament the old days in Lautzenhausen 

when the Yankees were loaded with dollars, and note that nowadays it is just the farmers who 

frequent the brothel.  This is no longer the world of memory. 

The brothers find relief in the mêlée.  By and large they make fools of themselves, like 

everyone else, but each on his own, no longer together, and in the end they go their own ways.  

Meanwhile Paul encounters his own huge shadow on the wall of the inn, and, as though 

already dying, seems to relive his clumsy attempt at reconciliation with Maria, before the 

vision is shattered.  Glasisch follows the train of revellers who beat in vain on the doors of the 

locked and empty hall, clamouring as it were at the door of death.  They think him foolish 

when he tells them to go to a door round the back.  Going himself, he too staggers into his 

own shadow on the wall and falls, before passing through the mysterious door. 



Skrimshire / 'Heimat' of memory .........   39 

The encounter with the dead in the empty hall is not as I first thought a sentimental 

contrivance to cobble together the end of the film.  I see it now as celebrating the lives of the 

two who have just died, a poetic representation of the web of memories in their hearts before 

they died, memories that span the whole course of the first Heimat. 

When Glasisch enters the hall, his memories are those of an observer, undervalued and 

affectionately ignored by his community, his awkward love rarely returned.  The figures are 

stiff and strange, like zombies in a fantasy fiction (Céline et Julie vont en bateau?), obsessively 

recreating their own scenarios, each ignoring all the rest, and ignoring him.  But when Maria 

descends among them, carrying her white bedclothes, they all fall silent, and gather quietly to 

receive her.  Slowly, with love and wonder, she greets each by name, and in her presence they 

smile and become fully human again.  This scene is deeply moving, and so is her shy reunion 

with Otto.  Then together with Kath and of course Glasisch and Marie-Goot they crowd to the 

window to spy indulgently on the brothers and the fading absurdities of Kirmes in the living 

world. 

This is not quite the end of the film, but it feels like an affirmation that the memories of 

ÔÈÅÓÅ ÃÈÁÒÁÃÔÅÒÓȭ ÌÉÖÅÓ ×ÉÌÌ ÌÉÖÅ ÏÎ ÉÎ ÔÈÅ ×ÏÒË ÏÆ ÔÈÅÉÒ ÃÒÅÁÔÏÒȟ ÁÎÄ ÉÎ ÔÈÅ ÈÅÁÒÔÓ ÏÆ ÈÉÓ 

audience.  The love they have felt for each other in the fictional story, and in any remembered 

lives they may partially reflect, gives them back their life.  It will stay with the author and with 

us, the love among and for these imagined people.  That may also be a sentimental idea, but so 

ÂÅ ÉÔȢ  !ÆÔÅÒ (ÅÒÍÁÎÎȭÓ ÎÅ× ÃÏÍÐÏÓÉÔÉÏÎ ÈÁÓ ÃÅÌÅÂÒÁÔÅÄ ÈÉÓ (ÕÎÓÒİÃË ÒÏÏÔÓ ÆÒÏÍ ÔÈÅ ÄÅÐÔÈÓ ÏÆ 

the Herrenberg slate mine, the credits roll against a wide landscape.  In the sky, two short 

vapour trails, maybe from jet fighters, dwindle towards the horizon. 
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The Second Heimat  

1960-1970 

2.0  Introduction 

The Second Heimat is built from the memories of one decade in the lives of a single 

generation, intuitively, even passionately, re-imagined.  Older and younger generations 

(except in a couple of cases) are seen only through the eyes of those who were of student age 

in the early 1960s, and in their memories.  But perhaps because some of us still identify with 

being young, however old we really are, it has a peculiar power and depth.  At the same time, 

as with the first Heimat, those of us who are not from Germany and did not live through the 

post war decades there, watch also with curiosity, as strangers. 

Heimat 2 traces the transition of its young characters out of the self absorbed, anxious, but 

exhilarating life of their first student years, into a harder maturity.  They become disillusioned 

about their own prospects, depressed and made angry, and politicised.  In Germany the 

ÔÕÒÍÏÉÌ ÏÆ ÔÈÅ ȬΰΪÓ ÈÁÄ Á ÓÐÅÃÉÁÌ ÃÈÁÒÁÃÔÅÒȟ ÉÎ ÔÈÅ ÅØÔÅÎÔ ÔÏ ×ÈÉÃÈ ÔÈÅ ÌÅÇÁÃÙ ÏÆ .Ázism and 

militarism still infected some institutions and authorities, not just in their image but in their 

behaviour.  The film cycle suggests how that infection may have bred an opposition in its own 

likeness.  It shows characters through whose lives an unwarranted violence of police reaction 

to the Schwabinger riots of 1962 ultimately feeds into the harsh arrogance and 

authoritarianism of the far Left in 1968 and beyond. 

At the micro-level too, ÎÏÒÍÁÌ ÆÁÍÉÌÙ ÃÏÎÆÌÉÃÔ ÈÁÓ ÂÅÅÎ ÅØÁÃÅÒÂÁÔÅÄ ÂÙ ÔÈÅ ÃÅÎÔÕÒÙȭÓ 

history.  So many of the parents have lived stern lives under a controlling regime, through war 

and economic disintegration.  They have often condoned or collaborated with shameful deeds.  

So many young people have grown into a world where the old society has crumbled.  They do 

ÎÏÔ ÎÅÅÄ ÔÏ ÒÅÐÅÁÔ ÔÈÅ ÔÁÉÎÔÅÄ ÐÁÔÔÅÒÎÓ ÔÈÁÔ ÄÏÍÉÎÁÔÅÄ ÔÈÅÉÒ ÐÁÒÅÎÔÓȭ ÌÉÖÅÓȢ  4ÈÅ ÒÉÇÉÄÉÔÙ ÁÎÄ 

possessiveness, the emotional dishonesty, inflicted on Hermännchen is reflected in the 

experience of most of his student contemporaries, in some cases to a monstrous degree.  The 

damage done is traceable in their fear of commitment, avoidance of their true feelings, the 

ȰÍÉØÔÕÒÅ ÏÆ ÐÁÓÓÉÏÎ ÁÎÄ ÆÅÁÒȱȟ and for a few, in tormenting sado-masochistic relationships, 
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political violence, and perhaps suicide.  This makes Heimat 2, for all its humour and beauty, a 

much darker series than the first Heimat, in which the darkness was less explicit. 

4ÈÅ ÓÔÕÄÅÎÔÓ ÔÈÉÎË ÏÆ ÔÈÅÍÓÅÌÖÅÓ ÁÓ Ȱ+ÅÎÎÅÄÙȭÓ ÃÈÉÌÄÒÅÎȱȟ ÁÎÄ ÔÈÅ ÄÁÙ ÏÆ 0ÒÅÓÉÄÅÎÔ 

+ÅÎÎÅÄÙȭÓ ÄÅÁÔÈ ÉÓ ÄÅÅÐÌÙ imprinted on their memories.  The Vietnam War, by contrast, does 

not figure much in the story ɀ the vocal political activists are concerned initially with a 

national issue, the 1965 Emergency Laws, and later with the more theoretical ideological 

clichés oÆ ȰÔÈÅ 2ÅÖÏÌÕÔÉÏÎȱȟ ÉÎÃÌÕÄÉÎÇ ȰÄÅÍÏÃÒÁÔÉÚÁÔÉÏÎȱ ÁÎÄ ȰÃÏÌÌÅÃÔÉÖÅ ÄÅÃÉÓÉÏÎ ÍÁËÉÎÇȱȟ ÅÖÅÎ 

when applied to the work of an auteur film maker.  Other young artists are preoccupied with 

political aspects of their art, the struggle to pursue it and make a living in a bourgeois 

commercial environment.  There is resonance in the advice of a local eccentric, Herr Edel, to 

students newly arriving in 1960:  Ȱ4ÈÅ ÆÉÒÓÔ ÏÆ ÙÏÕ ÔÏ ÆÒÅÅ ÈÉÍÓÅÌÆ ÆÒÏÍ ÉÄÅÏÌÏÇÙ ȢȢȢ ×ÉÌÌ 

ÓÕÃÃÅÅÄȢȱ 

Heimat 2 chronicles with authority the intense creativity generated in this decade.  The 

young people who break away from their families and disown their origins say, with Juan and 

(ÅÒÍÁÎÎȟ ȰÌÅÔȭÓ ÆÏÒÇÅÔ ÔÈÅ ÆÁÔÈÅÒÓȢȢȢ ×Å ÇÁÖÅ ÂÉÒÔÈ ÔÏ ÏÕÒÓÅÌÖÅÓȢȢȢ ÓÏ ×Å ÁÒÅ ÇÏÄÓȦȱȢ  &ÁÍÏÕÓÌÙȟ 

Ȱ0ÁÐÁȭÓ +ÉÎÏ ÉÓÔ ÔÏÔȱȢ  4he result is a stream of experimental work in music and film.  There are 

examples of it throughout the films, some more successful than others, maybe.  This aspect of 

Heimat 2 is endlessly fascinating, and has been documented by authors with a particular 

interest in the field.  And there are the remarkable portrayals, at once affectionate and very 

funny, of young filmmakers and young musicians, actors, a cabaret artiste, at work, which, 

although I can be no judge, feel quite authentic.  These passages reflect the memories of the 

Director and his team, they ground the characters in a real time, and in the real-life experience 

of that generation.  Few of the young characters will reach the heights attained by the Director 

himself, but the whole story is about their finding their level and coming to terms with it. 

The life these elite students create for themselves, playing music or making films together, 

×ÏÒËÉÎÇȟ ÐÁÒÔÙÉÎÇȟ ÁÎÄ ÅØÃÈÁÎÇÉÎÇ ÉÄÅÁÓ ÉÎ ÔÈÅ ÓÈÁÒÅÄ ÒÅÆÕÇÅ ÏÆ ÔÈÅ Ȭ&ÕÃÈÓÂÁÕȭ ÖÉÌÌÁȟ ×ÉÔÈ ÔÈÅÉÒ 

often fraugÈÔ ÐÅÒÓÏÎÁÌ ÒÅÌÁÔÉÏÎÓÈÉÐÓȟ ÍÁËÅÓ ÕÐ ÔÈÅ ÎÅ× Ȭ(ÅÉÍÁÔȭ ÔÈÁÔ ÔÈÅÙ ÈÁÖÅ ÉÍÁÇÉÎÅÄ ÁÎÄ 

longed for.  For a while they share a vision of a future life of glittering artistic success.  But as 

ÔÈÅ ÙÅÁÒÓ ÐÁÓÓȟ ÔÈÅ ÇÒÏÕÐ ÄÉÓÉÎÔÅÇÒÁÔÅÓȟ ÁÎÄ ÔÈÅ ȰÙÏÕÎÇ ÇÅÎÉÕÓÅÓȱ ÁÒÅ ÐÉÔchforked into a 

workaday world where they must make a living, and cope with family responsibilities that 

have been too quickly or casually assumed.  They struggle to reconcile the demands of their 

art with the demands of commerce, and of personal relationships.  Marriages break up, careers 

are abandoned and reconstructed.  There is a mood of disillusionment, a sense of being at a 

loss. 

Already by mid-ÄÅÃÁÄÅ ÔÈÅ ÎÅ× Ȭ(ÅÉÍÁÔȭ ÏÆ ÉÍÁÇÉÎÁÔÉÏÎ ÁÎÄ ÃÈÏÉÃÅ ÈÁÓ ÂÅÅÎ ÒÅ-invaded by 

ÔÈÅ ÏÌÄ Ȭ(ÅÉÍÁÔȭ ÏÆ ÍÅÍÏÒÙȡ  (ÅÒÍÁÎn has drifted into marriage with Schnüßchen, a lass from 

the Hunsrück like himself, comforting, not challenging like his academic peers, not elusive 

and tormenting like Clarissa.  A couple of years later, Clarissa too seeks protection from the 

turmoil of her life in a staid marriage with the pianist Volker, and motherhood, which, for a 

×ÏÍÁÎ ÁÔ ÔÈÁÔ ÔÉÍÅȟ ÔÈÒÅÁÔÅÎÓ ÔÏ ÅÎÄ ÈÅÒ ÁÒÔÉÓÔÉÃ ÃÁÒÅÅÒȢ  4ÈÅ ȰÓÅÃÏÎÄ Ȭ(ÅÉÍÁÔȭȱ ÏÆ ÔÈÅ 

&ÕÃÈÓÂÁÕ ÙÅÁÒÓ ÉÓ ÉÔÓÅÌÆ ÁÌÒÅÁÄÙ ÎÏ ÍÏÒÅ ÔÈÁÎ Á ÌÏÎÇÅÄ ÆÏÒ ÍÅÍÏÒÙȟ ÓÕÂÍÅÒÇÅÄ ÉÎ Ȭ&ÅÒÎ×ÅÈȭ 
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ÆÏÒ Á ÙÅÔ ÆÕÒÔÈÅÒ Ȭ(ÅÉÍÁÔȬ ÏÆ ÉÍÁÇÉÎÁÔÉÏÎ ÁÎÄ ÅÓÃÁÐÅȢ  3ÏÍÅ ÏÆ ÔÈÅ ×ÏÍÅÎ ÁÒÒÉÖÅ ÁÔ 

constructive ways out, but for Hermann escape, more often than not, means little more than 

flight. 

All along, this generation has perceived and endlessly talked of a conÆÌÉÃÔ ÂÅÔ×ÅÅÎ Ȱ!ÒÔ ÁÎÄ 

,ÉÆÅȱȟ ÁÎÄ ÍÏÒÅ ÄÅÅÐÌÙȟ ÂÅÔ×ÅÅÎ ÁÒÔÉÆÉÃÉÁÌ ÁÎÄ ÁÕÔÈÅÎÔÉÃ ÅØÐÅÒÉÅÎÃÅ ÏÆ ÅÁÃÈȢ  4ÈÅÒÅ ÉÓ Á 

ÒÅÃÕÒÒÉÎÇ ÉÍÁÇÅ ÏÆ ÔÈÅ ÃÈÏÉÃÅ ÂÅÔ×ÅÅÎ ÔÈÅ ȰÃÌÏÃË×ÏÒËȱ ÁÎÄ ÔÈÅ ȰÒÅÁÌȱ ÎÉÇÈÔÉÎÇÁÌÅ ÉÎ ÔÈÅ 

fairytale, images of caged birds, of artificial musical boxes.  This extends, in particular, to 

ÃÏÎÓÉÄÅÒÉÎÇ ÔÈÅ ÁÒÔ ÏÆ ÆÉÌÍȟ ÔÈÅ ȬÒÅÁÌÉÔÙȭ ÐÅÒÃÅÉÖÅÄ ÂÙ ÔÈÅ ÉÎÈÕÍÁÎ ȬÅÙÅȭ ÏÆ ÔÈÅ ÃÁÍÅÒÁȟ ÔÈÅ ȬÌÉÆÅȭ 

ÏÆ ÔÈÅ ÓÕÂÊÅÃÔ ÏÆ Á ÓÔÏÒÙ ÃÒÅÁÔÅÄ ÉÎ ÆÉÌÍȢ  7ÈÏÓÅ ÌÉÆÅȟ ×ÈÏÓÅ ÓÔÏÒÙȟ ×ÈÏÓÅ ȬÒÅÁÌÉÔÙȭȩ  )Ó ÁÒÔ ȰÍÏÒÅ 

beautiful than rÅÁÌÉÔÙȱȟ ÁÎÄ ÓÈÏÕÌÄ ÉÔ ÂÅȩ  ,ÁÕÇÈÔÅÒ ÁÒÉÓÅÓ ÆÒÏÍ ÔÈÅ ÄÅÂÁÔÅÓȟ ÂÕÔ ÁÌÓÏ ÉÎ ÔÈÅ ÅÎÄ 

tragedy.  These powerful, self-reflective images within the films themselves put into 

perspective any attempt to treat this work of art as social history.  Heimat 2,  like the other 

Heimat cycles, is neither soap nor documentary. 

Each of the first five films is, like Heimat 1, a constant stream of beautiful images.  Take for 

ÅØÁÍÐÌÅ ÔÈÅ ÓÃÅÎÅÓ ÏÆ (ÅÒÍÁÎÎȭÓ ÖÉÓÉÔ ÔÏ Á ÄÒÁÍÁ ÓÃÈÏÏÌ ÆÏÒ ÌÅÓÓÏÎÓ ÉÎ ÓÐÅÁËÉÎÇ (ÏÃÈÄÅÕÔÓÃÈȢ  

Pause on any frame at random, and find a finely constructed still, exquisitely lit, a portrait of a 

person, or a space, or people in a space, their shadows and reflections.  But these are not just 

stills.  Sounds echo, movement and light flow through them, and so does the story.  A young 

actress, Olga, smiles and makes a face through a window, Hermann swiftly grins back, and 

struggles on with his elocution lesson.  The stiff, disabled teacher gets his whole class moving 

fluidly round him, intent and absurd, mouthing their tongue twisters.  The interlude is brief, 

and barely advances the story, and yet it is perfect, like a small poem. 

The significance of the artist-cameraman is made very evident in Heimat 2.  The hydra-

headed authorship of a film is a mystery:  how do highly individual, intuitive artists 

collaborate so successfully to fashion the skills of a whole team of creative talents into a single 

work?  And at what cost?  In Gernot Roll, Reitz found a colleague with whom he shared an 

unsurpassable intuitive understanding of their joint work.  He has written about this, and 

about the similarities and differences in their approaches which for a long while fruitfully 

complemented each other, in moving passages of which unfortunately I believe there is still no 

English translation 37 .  Sadly, less than halfway through the filming of Heimat 2 their 

collaboration came to an end38.  The loss perhaps to both, and certainly to the work at that 

time was severe.  The change of style with a new cameraman is disturbing even to a lay viewer 

like myself.  I am not competent to appreciate the technical aspects of the changes, so in later 

sections about Films 6-8 I can only record the impact on someone with no specialist 

ËÎÏ×ÌÅÄÇÅȢ  4ÈÅ ÃÈÁÎÇÅ ÔÏ ÙÅÔ Á ÔÈÉÒÄ ÃÁÍÅÒÁÍÁÎȟ %ÄÇÁÒ 2ÅÉÔÚȭ ÓÏn Christian, for Film 10 and 

the rest of the cycle, restores much of the delight and subtlety of the cinematography, at least 

in the eye of a lay observer. 

                                                   

37
 Edgar Reitz: Drehort Heimat (2004), pp.54, 90-97, 145-6 

38 Op.cit., pp.141-149 
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As in the first Heimat, another outstanding colleague for the Director was the production 

designer, Franz Bauer, working on the sets and props.  The characters inhabit a confusing 

variety of apartments.  There are so many rooms, some narrow, some cluttered with 

fascinating objects, some filled with the personality of their owner, some empty.  Later from 

the documentaries39 one learns that all these apartments are genuine real-life habitations, 

painstakingly selected to suit characters and action, and in turn modifying both.  The windows 

often look onto real streets, lovingly filled with 1960s vehicles and street furniture, but 

appearing natural and lifelike.  It perhaps helps that the urban costumes and hairstyles of the 

early 60s seem paradoxically less old fashioned to us than those of the seventies and eighties.  

So one is not that aware of these being authentic period reconstructions, unless one knew the 

city at that time, or has a particular interest in how the effect was achieved.  It just feels right, 

nothing jars.   

The film music is famous and fascinating, but I am not competent to describe it adequately.  

Ulrich Schönherr40 for instance, placing  the music of Heimat 2 in the context of post-war 

avant-ÇÁÒÄÅ ÍÕÓÉÃȟ ÁÒÇÕÅÓ ÔÈÁÔ 2ÅÉÔÚȭ ÙÏÕÎÇ ÍÕÓÉÃÉÁÎÓȟ ÕÎÌÉËÅ ÔÈÅÉÒ ÆÉÌÍ-maker friends, for 

long remained preoccupied with an aesthetic rather than political confrontation with older 

ÔÒÁÄÉÔÉÏÎÓȢ  )Î ÓÐÉÔÅ ÏÆ ÔÈÅÉÒ ÍÉÌÉÔÁÎÔ ÒÈÅÔÏÒÉÃȟ ÈÅ ÓÅÅÓ ÔÈÅÍ ÁÓ ÓÔÉÌÌ ×ÏÒËÉÎÇ ×ÉÔÈÉÎ ÔÈÅ ȰÐÏÌÉÔÉÃÁÌ 

naāÖÅÔÙȱ ÁÎÄ ȰÌÁÔÅÎÔ ÃÏÎÆÏÒÍÉÓÍȱ ÏÆ ΫγίΪÓ ÓÅÒÉÁÌÉÓÍȟ ȰÁ ÍÕÓÉÃ ÔÈÁÔ ÅÌÉÍÉÎÁÔÅÄ ÁÎÙ ÈÉÓÔÏÒÉÃÁÌ 

and personal narrative and suspended the subject from working through its own trauma, guilt 

ÁÎÄ ÒÅÓÐÏÎÓÉÂÉÌÉÔÙȱȢ   &ÁÒ ÆÒÏÍ ÍÁËÉÎÇ ÈÉÓ ÍÕÓÉÃ ÁÎ ÉÎÓÔÒÕÍÅÎÔ ÏÆ ÒÅÖÏÌÕÔÉÏÎȟ ÉÎ ÐÏÌÉÔÉÃÓ ÏÒ ÉÎ 

New Music, Hermann finds belatedly that he has dedicated it and himself  to revitalising 

commercial adveÒÔÉÓÉÎÇȢ  9ÅÔ ÈÉÓÔÏÒÉÃÁÌÌÙ ÔÈÅ .Å× -ÕÓÉÃ ÏÆ ÔÈÅ ΫγΰΪÓ ×ÁÓ ÁÌÒÅÁÄÙ ÅÎÔÅÒÉÎÇ ȰÁ 

new phase of critical self-ÒÅÆÌÅÃÔÉÏÎ ÁÎÄ ÏÐÅÎÎÅÓÓȱȟ ÁÎÄ 3ÃÈöÎÈÅÒÒ ×ÒÉÔÅÓ ÐÅÒÃÅÐÔÉÖÅÌÙ ÏÆ ȰÔÈÅ 

feminist oratorio Hexenpassion that becomes the artistic climax of the last episodeȢȢȢȱ ÉÎ ΫγαΪȟ 

Á ×ÏÒË ÔÈÁÔ ȰÅÓÔÁÂÌÉÓÈÅÓ Á ÍÕÓÉÃÁÌ ÍÅÍÏÒÙ ÆÏÒ ÔÈÅ ÓÕÆÆÅÒÉÎÇ ÏÆ ×ÏÍÅÎ ȢȢȢȱ ÁÎÄ ȰÐÏÉÎÔÓ ÔÏ ÔÈÅ 

ÆÕÔÕÒÅȱȢ   

An article by Mehrnoosh Sobhani41 affords a brief, interesting analysis of the role of music 

in Heimat 2ȟ ÉÌÌÕÓÔÒÁÔÉÎÇ 3ÏÂÈÁÎÉȭÓ Ô×Ï ÍÁÉÎ ÔÈÅÍÅÓȟ 2ÅÉÔÚȭ ÌÉÆÅ-long concern with music as a 

ȰÍÏÄÅÌȱ ÆÏÒ ÆÉÌÍ ÍÁËÉÎÇȟ ÉÎ ÔÈÁÔ ȰÆÉÌÍ ÁÎÄ ÍÕÓÉÃ ÁÒÅ ÓÏ ÓÉÍÉÌÁÒ ÂÅÃÁÕÓÅ ÔÈÅÙ ÂÏÔÈ ×ÏÒË ×ÉÔÈ 

ÔÉÍÅȟ ÁÎÄ ÂÅÃÁÕÓÅ ÔÈÅÙ ÃÁÎ ÂÏÔÈ ÐÅÎÅÔÒÁÔÅ ÁÎÄ ÍÁÎÉÐÕÌÁÔÅ ÔÉÍÅȱȟ ÁÎÄ ÔÈÅ ÐÁÒÁÌÌÅÌÓ ÂÅÔ×ÅÅÎ 

2ÅÉÔÚȭ ÉÎÎÏÖÁÔÉÖÅ ÆÉÌÍ ÍÁËing and the work of John Cage.  There is also an informative, 

succinct outline in !ÌÁÎ !ÎÄÒÅÓȭ ÁÒÔÉÃÌÅ The Music of Heimat42, reviewing a 4 CD set43 of music 

from Heimat of which three whole disks were devoted to Heimat 2.  Andres made other 

intriguing contributions to the subject on the English fan website44. 

                                                   

39 Robert Busch:  Bis zum Augenblick der Wahrheit (1987) (documentary about Heimat 2) 
40

 Ulrich Schönherr:  in New German Critique  vol. 37(2 110) Summer 2010, pp107-124 
41 Ȱ!ÖÁÎÔ-garde music and the aesthetics of film.  /Î %ÄÇÁÒ 2ÅÉÔÚȭÓ Ȭ$ÉÅ :×ÅÉÔÅ (ÅÉÍÁÔȭȱ ÉÎ 'ÏÅÔÓÃÈ ÁÎÄ 

Scheunemann: Text und Ton im Film (1997/2001) 
42 http://www.heimat123.net/music.html, originally in Film Score Monthly No. 51, November 1994 
43

 No longer available as new, but see links from http://reinder.rustema.nl/heimat/videoncd1-7-2004.html 
44 E.g.  http://www.heimat123.net/references.html 

http://www.heimat123.net/music.html
http://reinder.rustema.nl/heimat/videoncd1-7-2004.html
http://www.heimat123.net/references.html
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The soundtrack is a constant feast of music, of hugely varied origins.  As such it recalls and 

represents the multitudinous variety of people and locations, emotions and plots that form 

these films.  Moreover, and again famously, the actors who are seen studying and giving 

performances are in real life also professional or very good amateur musicians themselves and 

perform live on the screen.  Performing together, they watch and listen to each other, as mere 

ÁÃÔÏÒÓ ÍÉÇÈÔ ÎÏÔ ÈÁÖÅ ÄÏÎÅȟ ÁÎÄ ÔÈÅÒÅ ÁÒÅ ÓÕÂÔÌÅ ÍÏÍÅÎÔÓ ÌÉËÅ 6ÏÌËÅÒȭÓ ×ÒÙ ÓÍÉÌÅ ÁÔ #ÌÁÒÉÓÓÁ 

ÁÓ ÔÈÅÙ ÐÌÁÙ #ÈÏÐÉÎȭÓ 0ÏÌÏÎÁÉÓÅ "ÒÉÌÌÁÎÔÅȢ  4ÈÉÓ ÃÒÅÁÔÅÓ Á ×ÏÒÌÄ ÏÆ ÍÕÓÉÃ ÁÎÄ ÏÆ ÙÏÕÎÇ ÓÅÒÉÏÕÓ 

musicians that to a lay viewer feels convincing and true to life, at least in the sixties.  This is 

ÔÈÅ ÎÅ× Ȭ(ÅÉÍÁÔȭ ÔÈÁÔ (ÅÒÍÁÎÎ ÓÅÔ ÏÕÔ ÔÏ ÓÅÅËȢ  !Ó ÈÉÓ ÆÒÉÅÎÄ *ÕÁÎ ËÅÅÐÓ ÔÅÌÌÉÎÇ ÈÉÍ ÉÔ ÉÓ ÁÔ 

ÈÅÁÒÔ Á ×ÏÒÌÄ ÏÆ Ȱ3ÅÈÎÓÕÃÈÔȱȟ ÌÏÎÇÉÎÇȟ ÁÎÄ ÁÌÓÏȟ ÆÏÒ ÂÏÔÈ ÏÆ ÔÈÅÍȟ Á ÌÏÎÇÅÄ ÆÏÒ ×ÏÒÌÄȢ  )Ô ÉÓ ÎÏ 

coincidence that many of the lyrics of the songs are full of longing45. 

But the score is all the time interwoven with voices and natural sounds, as it is in 

Hunsrückdörfer.  When the Hungarian singer, Frau Moretti, chats up Hermann in her attic, sly 

gipsy music follows the rise and fall of her dramatic speaking voice, accompanying a delicate 

shadow play behind hanging white laundry, so that her whole scene fittingly becomes a 

haunting, comic, semi-operatic performance.  During the Chopin performance, small 

conversations become part of tÈÅ ÔÅØÔÕÒÅ ÏÆ ÓÏÕÎÄȟ ÁÓ *ÕÁÎ ÓÐÅÁËÓ ÁÇÁÉÎ ÏÆ Ȱ3ÅÈÎÓÕÃÈÔȱȟ ÁÎÄ 

ÔÈÅ ÙÏÕÎÇ ÆÉÌÍÍÁËÅÒÓ ÒÅÃÏÒÄ ÔÈÅ ×ÏÒËȢ  )Î ÔÈÅ ÎÅØÔ ÆÉÌÍȟ ÈÉÓ ÌÁÎÄÌÏÒÄȭÓ ×ÏÏÄ ÃÈÏÐÐÉÎÇ 

ÐÒÏÖÉÄÅÓ ÔÈÅ ÂÅÁÔ ÆÏÒ (ÅÒÍÁÎÎȭÓ ÇÕÉÔÁÒȢ  6ÉÓÕÁÌÌÙ ÔÏÏ ÉÍÁÇÅÓ ÁÎÄ ÍÕÓÉÃ ÃÏÍÂÉÎÅ ɀ the lead in 

to an impromptu percussion session by students in the cafeteria, with slapping hands, cutlery 

and anything else around, is a zoom across a pattern of empty tables and huge windows that 

mirrors the daring and rhythm of the sounds.  In this respect Heimat 2 rivals and almost 

surpasses the work of Hunsrückdörfer, on a much larger scale.  Images, music, voices, and 

natural sounds form the material of an endless composition that ebbs and flows throughout 

each film, between the pillars of the Heimat theme.  

  

                                                   

45 www.heimat123.de/h2art.htm - ÐÁÇÅ ÏÎ Ȱ,ÙÒÉËÚÉÔÁÔÅ ÉÎ Die Zweite Heimatȱ  

http://www.heimat123.de/h2art.htm
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2.1 Films 1 ɀ 2:  4ÈÅ ȰÓÅÃÒÅÔ ÍÅÔÒÏÐÏÌÉÓȱȠ ÉÔÓ ÍÅÍÏÒÁÂÌÅ ÉÎÈÁÂÉÔÁÎÔÓȠ Ȭ3ÅÈÎÓÕÃÈÔȭ ÆÏÒ Á ÎÅ× 

Ȭ(ÅÉÍÁÔȭȠ ȰÔÈÅ ÍÉØÔÕÒÅ ÏÆ ÐÁÓÓÉÏÎ ÁÎÄ ÆÅÁÒȱȠ Á ÔÒÏÕÂÌÅÄ ÇÅÎÅÒÁÔÉÏÎ 

After the first few scenes in the Hunsrück, shot in the colour of everyday, which serve to 

establish the new actor of Hermann as an incarnation of the teenage Hermännchen of 

Heimat 1, we plunge with him into an alien world.  Still wounded and embittered by the loss of 

Klärchen, he solemnly vows never to love again, and embarks on the search for a new 

Ȭ(ÅÉÍÁÔȭȟ Á ÆÁÎÔÁsy world of music in which man can be free. 

In the great city, images in daylight are once again shot in subtle black and white, while at 

ÎÉÇÈÔ ÔÈÅÙ ÇÌÏ× ×ÉÔÈ ÒÉÃÈ ÃÏÌÏÕÒ ÁÍÏÎÇ ÔÈÅ ÓÈÁÄÏ×Ó ɉÔÈÅ ȰÓÅÃÒÅÔ ÍÅÔÒÏÐÏÌÉÓȱ ÏÆ (ÅÒÍÁÎÎȭÓ 

ÄÒÅÁÍÓȟ Ȱ×ÉÔÈ ÉÔÓ ÔÈÏÕÓÁÎÄ ÃÏÌÏÕÒÓ ÉÎ ÔÈÅ ÎÉÇÈÔÓȱɊȢ  7ÁÔÃÈÉÎÇ ÔÈÅ ÆÉÌÍÓ ÆÏÒ ÔÈÅ ÆÉÒÓÔ ÔÉÍÅ ÏÎÅ ÉÓȟ 

like Hermann himself, bewildered by the proliferation of people and places.  Characters 

appear and disappear.  There are tentative meetings, wandering eyes, movements towards and 

away, people absorbed in their practice or their project, people watching them, people 

ignoring them.  People get to know each other, learn from each other, or misunderstand and 

make mistakes.  There are many reflections, in mirrors, windows, marble walls, the polished 

case of a piano.  Many moods, elation, anticipation, fascination, anxiety, loneliness, shift 

endlessly through the first two films of the cycle.  Many journeys, short and long, on foot, by 

bicycle, in cars, buses, trams, trains.  This constant movement and change, constant newness, 

constant mirroring, is the antithesis of life in Schabbach. 

The ceaseless sounds are mesmerising ɀ vehicles in the street, rain, voices, music, and 

ÆÏÏÔÓÔÅÐÓȢ  (ÅÒÍÁÎÎȟ ÒÅÍÅÍÂÅÒÉÎÇ ÈÉÓ ÆÉÒÓÔ ÎÉÇÈÔ ÉÎ -ÕÎÉÃÈȟ ÉÎ 2ÅÎÁÔÅȭÓ ÌÏdging, remarks:  

Ȱ!ÌÌ ÁÒÏÕÎÄ ÍÅ ×ÁÓ ÔÈÅ ÐÒÅÓÅÎÃÅ ÏÆ ÓÔÒÁÎÇÅÒÓȟ ÁÌÌ ÃÏÕÇÈÉÎÇȟ ÓÎÏÒÉÎÇȟ ÂÌÏ×ÉÎÇ ÔÈÅÉÒ ÎÏÓÅÓȢ  4ÈÉÓ 

×ÁÓ ÔÈÅ ÂÉÇ ÃÉÔÙ )ȭÄ ÄÒÅÁÍÅÄ ÏÆȟ ÔÏÏȱȢ  %ÖÅÒÙ×ÈÅÒÅ ÔÈÅÒÅ ÁÒÅ ÆÏÏÔÓÔÅÐÓȟ ÏÎ ÍÁÎÙ ÄÉÆÆÅÒÅÎÔ 

surfaces, on many different pavements and passages and stairways, each with its own acoustic.  

4ÈÅ ÍÏÓÔ ÏÖÅÒ×ÈÅÌÍÉÎÇ ȬÓÏÕÎÄÓÃÁÐÅȭ  ÉÓ ÔÈÁÔ ÏÆ ÔÈÅ -ÕÓÉËÈÏÃÈÓÃÈÕÌÅ ɉConservatoire).  This 

ÒÅÓÏÎÁÎÔ ÂÕÉÌÄÉÎÇ ɉÉÒÏÎÉÃÁÌÌÙ (ÉÔÌÅÒȭÓ ÆÏÒÍÅÒ (1 ÉÎ -ÕÎÉÃÈɊ ÉÓ ÆÕÌÌ ÏÆ ÓÏÕÎÄÓ ÁÎÄ ÔÈÅÉÒ ÅÃÈÏÅÓ 

ɀ people practising and performing on many instruments, along corridors, behind doors that 

echo as they open and shut, students walking, running, talking, laughing, singing, footsteps 

and voices everywhere, in the hall, up the grand stairs, round the gallery.  Hermann first sees 

Clarissa at the foot of those stairs.  In the gallery he meets Juan, appearing with his bamboo 

quena like an shy gargoyle over the balustrade.  In the great concert hall, under an array of 

huge silver organ pipes, Juan plays his work for marimba and other percussion, and ends 

ÌÁÕÇÈÉÎÇ ×ÉÔÈ ÓÅÅÍÉÎÇÌÙ Á ÄÅÌÉÂÅÒÁÔÅ ȬÆÁÌÓÅȭ ÎÏÔÅ Ȣ 
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§ 

The first two films introduce a confusing number of characters.  We have initially no idea 

which of them will become the lead characters of the cycle, though in fact most of those have 

appeared by the end of the second film, in which the patterns of their relationships are already 

emerging. 

There are also some memorable figures who will not play any large part in the later 

episodes.  Early in the first film Hermann encounters Herr Edel, played by a real-life eccentric 

of the same name from Frankfurt, an actor renowned for playing his own multi-faceted self.  

At first it looks as though he might inherit the mantle of Glasisch, as the outsider, a humorous 

observer and purveyor of oddly wise sayings.  But unhappily he was written out, or wrote 

himself out of the series at the end of the second film.  We remember him though, for the fun, 

the wit and the sadness of this self-confessed alcoholic - Ȱ ÂÕÔ Á controlled ÁÌÃÏÈÏÌÉÃȱȢ  

Staggering througÈ ÔÈÅ ÂÁÒ ÈÅ ÁÎÎÏÕÎÃÅÓ Ȱ4ÈÅ ÇÒÅÁÔÅÓÔ ÍÙÓÔÅÒÉÅÓ ÁÒÉÓÅ ÊÕÓÔ ×ÈÅÎ ×Å ÔÈÉÎË ×Å 

ËÎÏ× ÅÖÅÒÙÔÈÉÎÇȢȢȢ  ȢȢȢ7Å ÁÒÅ ÁÌÌ ÍÁÄÅ ÉÎ ÔÈÅ ÉÍÁÇÅ ÏÆ 'ÏÄȱȟ ÁÎÄ ÔÈÅ ÃÁÍÅÒÁ ÌÉÎÇÅÒÓ ÏÎ Á ÃÌÏÓÅ-

up of his face breaking into a seraphic smile.  Shortly afterwards, he lies dead in the snow, 

clasping his bottle and glass. 

Frau Moretti, the singer, is another fascinating tragi-ÃÏÍÉÃ ÃÒÅÁÔÉÏÎȢ  ,ÉËÅ (ÅÒÍÁÎÎȭÓ Ï×Î 

fantasy of music and Munich itself, she first enchants him, flatters him, offers him a lodging.  

Then she disappoints and deceives him, sends him away with his belongings stolen and his 

deposit withheld.  When he has given up hope of recovering his trunk and his manuscripts, 

even by force of law, she returns them to him with yet more flattery, as though innocent of 

any treachery.  Once again she bolsters his own sense of destiny, maybe not insincerely:  

Ȱ9ÏÕȭÒÅ Á ÇÅÎÉÕÓȟ ÙÏÕ ÍÕÓÔ ÂÅÌÉÅÖÅ ÉÔȟ ÎÅÖÅÒ ÌÏÓÅ ÉÄÅÁÌÓȟ ÙÏÕ ÍÕÓÔ ÆÉÇÈÔ ÁÎÄ ÄÒÅÁÍȢ  ) ËÎÏ× ÔÈÅ 

×ÏÒÌÄȢȱ  !Ó ÓÈÅ ÔÕÒÎÓ Á×ÁÙ ÔÏ ÈÉÄÅ ÈÅÒ ÄÉÓÔÒÅÓÓȟ ÈÅ ÓÔÁÒÔÓ ÔÏ ÒÅÁÌÉÓÅ ÓÈÅ ÔÏÏ ÉÓ Á Íusician who 

has come to terms with hardship and loss. 

Clemens, a jazz drummer from the Hunsrück, is an attractive character, also beautifully 

ÐÌÁÙÅÄȢ  (Å ÉÓ Á ÇÏÏÄ ÆÏÉÌ ÆÏÒ ÔÈÅ ÅÍÏÔÉÏÎÁÌ ÙÏÕÎÇ ȬÇÅÎÉÕÓÅÓȭ ×ÈÏ ÓÕÒÒÏÕÎÄ ÈÉÍȢ  (Å ÉÓ ÍÏÒÅ 

mature than they are, easy-going and grounded, with firm boundaries and a warm smile.  He 

looks and sounds far happier in his own skin and also in his dialect, unsurprising since the 

actor is a genuine Hunsrücker.  Hermann, desperate to lose his regional accent and dissociate 

himself from his origins, looks down on Clemens as a country bumpkin, playing in pubs and 

clubs.  Yet it is Clemens who takes him in when he is homeless, who tolerates, scolds and 

teases him, cares for him when he is ill, and generally acts the older brother.  There is a wry 

moment at the Fuchsbau, when Hermann, somewhat ill at ease and abandoned, sees a 

sophisticated senior student (Volker) deep in conversation with Clemens. 

Then there is the coal merchant, Kohlen Josef, rough of accent and appearance, a man of 

few words, but kind and sensitive to his young lodger.  Towards the end of each of the first 

two films he spends with him a still, healing moment.  The scene where he shows Hermann 

the radiant painting of his mother is one of the most touching in the whole cycle.  Moved 

almost to tears, Josef thinks of his mother, lost when their house was bombed, recognising 
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how the artist focussed on the moment of the painting.  It is still so acute to him now that he 

takes refuge in describing the exact feeling of the weather that day, before the Föhn.  

3ÏÍÅÔÈÉÎÇ ÏÆ ÈÉÓ ÅÍÏÔÉÏÎÁÌ ÇÅÎÅÒÏÓÉÔÙ ÓÔÁÒÔÓ ÔÏ ÍÅÌÔ ÅÖÅÎ (ÅÒÍÁÎÎȭÓ ÄÅÆÅÎÃÅÓȢ  !Ó (ÅÒÍÁÎÎ 

invites him to the future performance of his new piece, saying that the cello will be played by 

ȰÁ ÖÅÒÙ ÂÅÁÕÔÉÆÕÌ ×ÏÍÁÎȱȟ ×Å ÓÕÄÄÅÎÌÙ ÈÅÁÒ ÔÈÅ ×ÁÒÍ ÖÏÉÃÅ ÏÆ ÈÉÓ ÆÁÔÈÅÒ /ÔÔÏȡ  ȰEine sehr 

ÓÃÈĘÎÅ &ÒÁÕȱȢ 

In contrast, Renate, the first young woman Hermann encounters in Munich, has a far larger 

role, reappearing in most of the later films as a fellow traveller with the elite student group, 

but accorded no film of her own.  She too is a resilient, eccentric tragi-comic figure, a 

provincial law student with unrealistic ambitions to become an actress.  She is for long in 

awkward, anxious pursuit of sex and love through various transient relationships, her lack of 

self-confidence and social graces being compensated by warm-heartedness, courage, an 

adventurous exhibitionist talent and the ability to laugh at herself.  She eventually finds a 

compatible partner with whom she sets up a night club, a successful vehicle for her bizarre 

talents as stripper and cabaret artiste.  In a sensitive paragraph, Jonathan Rosenbaum, film 

critic of the Chicago Reader, ÈÁÓ ×ÒÉÔÔÅÎ ÏÆ ÔÈÉÓ ȰÂÅÁÕÔÉÆÕÌÌÙ ÒÅÁÌÉÚÅÄ ÃÈÁÒÁÃÔÅÒȱ ÁÓ ȰÁ 

ÃÈÁÒÁÃÔÅÒÉÓÔÉÃ ÅØÁÍÐÌÅ ÏÆ 2ÅÉÔÚȭÓ ÓÔÒÅÎÇÔÈ ÁÓ Á ÍÕÌÔÉÌÁÙÅÒÅÄ ÓÔÏÒÙÔÅÌÌÅÒȱȟ ÃÏÎÃÌÕÄÉÎÇ ÔÈÁÔ ȰÓÈÅ 

never figures in the film as a static element ɀ as a running gag or simply as a familiar presence 

ɂ but evolves at every moment, teaching us things about the other characters when she 

interacts with them and teaching us things about ourselves when she confounds our 

ÅØÐÅÃÔÁÔÉÏÎÓ ÁÂÏÕÔ ×ÈÏ ÓÈÅ ÉÓ ÁÎÄ ×ÈÁÔ ÓÈÅȭÓ ÌÉËÅȱ46.  

§ 

The first two films of Heimat 2 are formed from the memories of Hermann and Juan.  Each 

tells part of his story in a series of voiceover passages.  Hermann and Juan seem to be 

complementary figures, almost two aspects of the same person, though the portrayal of Juan 

in particular has an unforgettable individuality. 

!Ó ×ÅÌÌ ÁÓ ÂÅÉÎÇ ÐÌÁÙÅÄ ÂÙ ÁÎ ÉÎÔÒÉÇÕÉÎÇ ÁÃÔÏÒȟ *ÕÁÎȭÓ ÃÈÁÒÁÃÔÅÒ ÉÓ a masterly creation,.  The 

young Chilean is potentially the most gifted "artist" of the group, in the clarity, humour and 

profundity of his perception.  There must have been an extraordinary meeting of author and 

actor here.  At some level he is an ageless, mythical figure.  He often seems very young and 

vulnerable, anxious and hurt, but in the moment we first see him, playing the quena, his face 

as he blows is the face of an old man.  Hermann and most of the first year students are 

strangers in Munich, but *ÕÁÎ ÉÓ ȰÔÈÅ ÓÔÒÁÎÇÅÒȱȢ  4Ï (ÅÒÍÁÎÎȟ *ÕÁÎ ÏÆÔÅÎ ÆÅÅÌÓ ȰÌÉËÅ Á ÂÅÉÎÇ 

ÆÒÏÍ ÁÎÏÔÈÅÒ ÐÌÁÎÅÔȟ ÉÎÖÕÌÎÅÒÁÂÌÅȟ ÁÌÉÅÎȱȢ  (Å ÈÁÓ ÔÈÅ ÓÈÁÍÁÎÉÃ ÁÂÉÌÉÔÙ ÔÏ ÉÎÔÕÉÔȟ ÓÈÁÒÅ ÁÎÄ 

mirror the feelings and situations of his companions.  He voices their fears (to Hermann:  

Ȱ"Å×ÁÒÅ ÏÆ ÂÅÁÕÔÉÆÕÌ ×ÏÍÅÎȦȱȠ ÔÏ #ÌÁÒÉÓÓÁȡ  Ȱ7ÅȭÌÌ ÆÏÒÇÅÔ ÌÏÖÅȱɊȢ  Juan is the one person in the 

group who is acutely aware of the others and of their pain, watching them screw up their lives 

under layers of hurt and damage in their past and emotional dishonesty in the present.  As he 

                                                   

46
 Ȱ)ÎÔÅÒÒÏÇÁÔÉÎÇ ÔÈÅ ΰΪÓȱ From the Chicago Reader May 6, 1994, 

http://www.jonathanrosenbaum.com/?s=die+Zweite+Heimat 

http://www.jonathanrosenbaum.com/?s=die+Zweite+Heimat
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says, before taking his leave, he loves them.  He sees them as they are, and loves them for it, 

ÁÎÄ ÔÈÅÙ ÖÁÌÕÅ ÈÉÍ ÁÓ Á ÆÒÉÅÎÄȢ  (ÅÒÍÁÎÎ ÒÅÍÅÍÂÅÒÓȡ  ȰÈÅ ÈÁÄ ÔÈÅ ÂÒÏÁÄÅÓÔ ÖÉÓÉÏÎ ÁÎÄ ÈÅ 

ÂÅÌÉÅÖÅÄ ÉÎ ÌÏÖÅȟ ÙÅÔ ÈÅ ×ÁÓ ÁÌÏÎÅȢȱ  *ÕÁÎ ÉÓ often sad, and his sadness, even his suicide 

attempt, is cathartic for the others.  He can be very funny, and his humour is cathartic too.  He 

is ambivalent, maybe sexually, certainly in many other ways:  a a talented musician, a gymnast, 

an entertainer, Á ÃÏÎÆÉÄÁÎÔȟ Á ÍÁÓËȢ  !Ì×ÁÙÓȟ ȰÂÌÉÎÄÌÙȱȟ ÔÈÅ ÁÃÒÏÂÁÔȭÓ ÓÍÉÌÅȢ  (Å ÉÓ ÎÅÅÄÙȟ ÂÕÔ ÈÅ 

gives more of himself than most of the rest.  In Film 10 he moves on, as all their lives are 

moving on and apart. 

As Juan repeatedly says, he, Hermann, Clarissa, and their contemporaries are driven by 

Ȭ3ÅÈÎÓÕÃÈÔȭȟ ÎÏÔ ÆÏÒ Á Ȭ(ÅÉÍÁÔȭ ÉÎ ÐÁÓÔ ÍÅÍÏÒÙȟ ÂÕÔ ÆÏÒ ÏÎÅ ÉÎ ÉÍÁÇÉÎÁÔÉÏÎ ÏÆ ÔÈÅ ÆÕÔÕÒÅȟ ÓÔÉÌÌ 

unlived.  They represent it in their fantasy in terms of their music, glittering careers, 

companions who should be mirrors of their inner selves.  Yet already from the start their 

teachers, as artists perhaps more perceptive than some academics, know there are deeper 

roots.  There is the heart-warming passage where simultaneously both Hermann and Clarissa 

are gently reminded by their professors (both played by renowned musicians and teachers) 

that, as Mamangakis says, great composers wrote best when they wrote for a person they 

ÌÏÖÅÄȢ  !Ô ÔÈÉÓ ÓÔÁÇÅ ÔÈÅ ÓÔÕÄÅÎÔÓ ÃÁÎÎÏÔ ÌÉÓÔÅÎȢ  Ȱ) ÌÏÖÅ ÍÙ ȬÃÅÌÌÏȢȢȢ ) ËÎÏ× ×ÈÁÔ ) ÎÅÅÄȱȟ ÓÁÙÓ 

Clarissa.  After their lessons, comically, they collide in the passage.  But weeks later in the jazz 

ÃÌÕÂ ÔÈÅÙ ÁÒÅ ÓÔÉÌÌ ÅÎÔÈÕÓÉÎÇ ÔÈÁÔ ÏÎÌÙ ȰÄÅÁÔÈ ÁÎÄ ÅÔÅÒÎÉÔÙȱ ÁÒÅ ÔÈÅ ÉÎÓÐÉÒÁÔÉÏÎ ÆÏÒ ÇÒÅÁÔ ÍÕÓÉÃȢ 

Juan is already aware that studying music was not all he sought when he came to Germany.  

He has remained here even after being rejected by the Conservatoire.  He sees that all the 

ÙÏÕÎÇ ÆÁÃÅÓ ÉÎ ÔÈÅ ÃÏÎÃÅÒÔ ÈÁÌÌ ÁÒÅ ÂÅ×ÉÔÃÈÅÄ ÂÙ ÔÈÅ #ÈÉÎÅÓÅ %ÍÐÅÒÏÒȭÓ ÃÌÏÃË×ÏÒË 

ÎÉÇÈÔÉÎÇÁÌÅȢ  !ÌÒÅÁÄÙ ÔÈÅ ÁÍÂÉÇÕÉÔÙ ÏÆ ÔÈÅ ÃÏÎÃÅÐÔÓ ȰÁÒÔȱ ÁÎÄ ȰÁÒÔÉÆÉÃÅȱ ÇÉÖÅÓ Á ÓÕÂÔÌÅ 

ÄÉÍÅÎÓÉÏÎ ÔÏ ÔÈÅ ÓÔÏÒÙ ÏÆ ÔÈÅ %ÍÐÅÒÏÒȭÓ ÎÉÇÈÔÉÎÇÁÌÅÓȟ ÐÒÅÆÉÇÕÒÉÎÇ ÒÅÃÕÒÒÉÎÇ  ÃÏÎÆÌÉÃÔÓ ÉÎ ÔÈÅÓÅ 

ÓÔÕÄÅÎÔÓȭ ÌÁÔÅÒ ÌÉÖÅÓȢ 

Gradually the insufficiency of their fantasies and defences dawns on Hermann and Clarissa 

too.  Hermann receives a farewell letter from Klärchen, loses his longed for new lodging, his 

money and his precious manuscripts.  Comparing himself with the senior students, his faith in 

his own talent dims.  He has to earn money.  Renate pursues him,  Clarissa avoids him, he is 

tormented by jealousy, and by his own fear of falling in love again.  He and Juan discuss 

Renate and Clarissa.  In the beautiful snow-swept Englischer Garten (again a sequence of 

exquisite images), to the sound off screen of his own quena, Juan somersaults like a child, and 

speaks with wisdom.  Juan has become close to Clarissa, but she has run away from him too.  

(ÉÓ ÁÔÔÒÁÃÔÉÏÎ ÔÏ #ÌÁÒÉÓÓÁ ÉÓ ÁÌ×ÁÙÓ ÁÍÂÉÖÁÌÅÎÔȢ  %ÁÒÌÙ ÏÎ ÈÅ ÓÁÉÄ ȡ  Ȱ4ÈÅ ÍÏÒÅ ) ÔÈÉÎË (ÅÒÍÁÎÎ 

loves her, the more often she appears in my owÎ ÄÒÅÁÍÓȱȢ  .Ï× ÈÅ ÓÅÅÓ ÁÎÄ ÓÈÁÒÅÓ ÔÈÅÉÒ 

ÐÒÅÄÉÃÁÍÅÎÔȡ  Ȱ4ÈÅ ÍÉØÔÕÒÅ ÏÆ ÐÁÓÓÉÏÎ ÁÎÄ ÆÅÁÒȢȢȢ ÉÔ ÃÌÉÎÇÓ ÔÏ ÕÓȟ ÔÈÅ #ÁÔÈÏÌÉÃ ÍÉØÔÕÒÅȢȢȢ ÁÎÄ 

×ÈÁÔȭÓ ×ÏÒÓÅȟ ×Å ÐÁÓÓ ÉÔ ÏÎ ÔÏ ÏÔÈÅÒÓȢȢȢ #ÌÁÒÉÓÓÁ ÉÓ ÌÉËÅ ÙÏÕȢȢȢȰ 

During the visit of his old school teacher and a pretty schoolgirl, as truly and illicitly in love 

as Hermann and Klärchen had been, the recurrence of a childhood illness leaves Hermann in 

delirium calling for his mother and his home.  He sees himself now as no more than a third 

rate provincial musician.  The great dream has altogether faded.  But later, as he gets better, 
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Clarissa tentatively returns to him.  In the scene of their kiss on her stairway, Hermann starts 

ÔÏ ÁÓË ÈÅÒ ÔÏ ÐÌÁÙ ÉÎ ÈÉÓ ÐÉÅÃÅ ÆÏÒ ÃÅÌÌÏ ÂÕÔ ÓÈÅ ÓÔÏÐÓ ÈÉÍ ×ÉÔÈ ÔÈÅ ÔÒÕÔÈȡ  Ȱ)Æ ×Å ÐÒÅÔÅÎÄ Ôhis is 

ÁÂÏÕÔ ÍÕÓÉÃȟ ×Å ÁÒÅ ÂÏÔÈ ÌÙÉÎÇȱȢ  4ÈÅÙ ÁÒÅ ÂÏÔÈ ȰÈÅÄÇÅÈÏÇÓ ÆÕÌÌ ÏÆ ÐÒÉÃËÌÅÓȱȟ ÁÎÄ ÔÈÅÉÒ ÐÒÉÃËÌÅÓ 

go inwards.  And after the kiss, Hermann runs away. 

)Î ÖÏÉÃÅÏÖÅÒ ÍÅÍÏÒÙȟ ÈÅ ÒÅÆÌÅÃÔÓ ÏÎ ×ÈÁÔ *ÕÁÎ ÈÁÄ ÃÁÌÌÅÄ ÔÈÅ ȰÍÉØÔÕÒÅ ÏÆ ÐÁÓÓÉÏÎ ÁÎÄ ÆÅÁÒȱ 

in which ÁÌÌ ÔÈÒÅÅ ÏÆ ÔÈÅÍ ×ÅÒÅ ÅÎÔÁÎÇÌÅÄȡ  ȰȢȢȢ(ÁÄ #ÌÁÒÉÓÓÁ ËÎÏ×Î ) ×ÏÕÌÄ ÒÕÎ Á×ÁÙȩ  (ÁÄ 

*ÕÁÎ ËÎÏ×Î ÔÈÁÔ ÓÈÅ ×ÏÕÌÄȩȱ  4ÈÅ ÐÁÔÔÅÒÎ ÉÓ ÔÏ ÄÏÍÉÎÁÔÅ ÔÈÅ ÓÔÏÒÉÅÓ ÏÆ (ÅÒÍÁÎÎ ÁÎÄ #ÌÁÒÉÓÓÁȟ 

and of some other relationships too, throughout the rest of the long cycle.  In later memory, it 

ÈÁÓ ÂÅÃÏÍÅ Á ÄÅÆÉÎÉÎÇ ÃÏÎÓÔÉÔÕÅÎÔ ÏÆ ÔÈÅ ÎÅ× Ȭ(ÅÉÍÁÔȭȢ 

§ 

Another theme pervading the memories of the first episodes, and later affecting most of the 

leading characters, is the streak of cruelty in nearly all their childhoods in this troubled 

generation. 

Apart from the rich, boorish father of Angelika the harpist, of whom we see nothing more, 

ÔÈÅ ÆÉÒÓÔ ÏÆ ÔÈÅ ÄÉÆÆÉÃÕÌÔ ÐÁÒÅÎÔÓ ÉÓ #ÌÁÒÉÓÓÁȭ Ó ÍÏÔÈÅÒȟ -ÕÔÔÅÒ ,ÉÃÈÔÂÌÁÕȢ  3ÈÅ ÉÓ ÓÈÏ×Î ÉÎ Á ÍÏÒÅ 

rounded way than many of the others, a little of her history as a deserted single parent from 

0ÒÏÔÅÓÔÁÎÔ 0ÏÍÅÒÁÎÉÁ ÉÓ ÓËÅÔÃÈÅÄ ÉÎȟ ÁÎÄ ÔÈÒÏÕÇÈ *ÕÁÎȭÓ ÅÙÅÓ ×Å ÓÅÅ ÈÅÒ ÁÓ Á ÃÏÍÐÌÅØ ÐÅÒÓÏÎȟ 

ÈÕÍÁÎ ÁÎÄ ×ÁÒÍȟ ÁÓ ×ÅÌÌ ÁÓ ÄÅÖÏÕÒÉÎÇ ÁÎÄ ÃÏÎÔÒÏÌÌÉÎÇȢ  3ÈÅ ÉÓ ÎÏÔ Á ȬÍÏÎÓÔÅÒȭȟ ÔÈÏÕÇÈ ÓÏÍÅ 

of her behaviour to Clarissa in later episodes will be monstrous.  Meanwhile there is a strange 

scene, in which Mutter Lichtblau and Juan, two smiling masks, wait for Clarissa to return from 

the house of her exploitative patron, Dr Kirschmayer, one knowing, one intuiting, where she 

has been. 

 ! ÆÁÓÃÉÎÁÔÉÏÎ ×ÉÔÈ ÄÅÁÔÈ ÁÎÄ ÄÙÉÎÇ ÆÉÇÕÒÅÓ ÁÔ ÔÉÍÅÓ ÉÎ ÔÈÅ ÓÔÕÄÅÎÔÓȭ ÃÏÎÖÅÒÓÁÔÉÏÎÓȢ  

(ÅÒÍÁÎÎ ÐÌÁÙÓ ×ÉÔÈ ÔÈÅ ÉÄÅÁȟ ÉÎ Á ÙÏÕÎÇ ÐÅÒÓÏÎȭÓ ×ÁÙȢ  )Ô ÓÏÕÎÄÓ ÁÓ ÔÈÏÕÇÈ ȰÄÅÁÔÈȱ ÆÏÒ ÈÉÍ ÉÓ 

a metaphor for his frustration and hurt, his sexual memories and loneliness, and his 

ÉÎÓÅÃÕÒÉÔÙȢ  "ÕÔ ÔÈÅ ÄÉÓÔÕÒÂÅÄ ÍÅÄÉÃÁÌ ÓÔÕÄÅÎÔ !ÎÓÇÁÒȭÓ ÂÉÔÔÅÒÎÅÓÓ ÉÓ ÍÕÃÈ ÄÅÅÐÅÒ ÁÎÄ ÍÏÒÅ 

ÉÎÔÒÁÃÔÁÂÌÅȟ ÁÎÄ ×ÈÅÎ ÈÅ ÓÁÙÓȡ  Ȱ7ÅȭÒÅ ÁÌ×ÁÙÓ ÉÎ ÄÁÎÇÅÒ ÏÆ ÄÅÁÔÈȱ ÈÅ ÍÅÁÎÓ ÉÔȢ  )Î ÔÈÅ ÎÅØÔ 

episodes it will be evident how damaging his family life has been.  Now, sharing a temporary 

job with Hermann in a film store, sorting out dangerous decayed cellulose nitrate reels from 

the Nazi era, his face appears in close-up, half in warm light, half deathly cold. 

Juan too talks of death and suicide ɀ it is always hard to know whether he is speaking for 

himself, or half consciously mirroring others to offer a perspective on their moods, or both.  

But he clearly has his own depth of sadness and insecurity, and appears to attempt suicide in a 

later episode.  We know very little about his earlier life.  His accounts are fragmentary and 

may or may not be invented.  It is not clear why he has travelled so far away.  His father died 

in an accident, and he sounds to have remained close to his mother.  We never learn why the 

longed for letter from her did not come, or whether he ever heard from her again. 
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2.2 Films 3 ɀ βȡ  ! Ȭ(ÅÉÍÁÔȭ ÌÏÓÔȟ ÒÅÃÒÅÁÔÅÄ ÁÎÄ ÄÅÓÔÒÏÙÅÄ ÁÇÁÉÎȠ ÁÎÄ ÔÈÅ &ÕÃÈÓÂÁÕȟ Á ÈÏÕÓÅ ÏÆ 

dangerous memories  

In Films 3 and 4 the story of Evelyne and Ansgar gives a new twist to the theme of loss and 

ÒÅÇÅÎÅÒÁÔÉÏÎ ÏÆ Á ȭ(ÅÉÍÁÔȭȟ ×ÈÉÌÅ ÔÈÅ ÓÔÕÄÅÎÔ ÆÒÉÅÎÄÓ ÆÌÏÕÒÉÓÈ ÉÎ ÔÈÅ ÈÁÖÅÎ ÏÆ ÔÈÅ &ÕÃÈÓÂÁÕȟ 

and the film flourishes with them in the brilliance of its cinematography and performances.  

But by the end of Film 4 thÅ ÇÌÉÔÔÅÒÉÎÇ ÓÅÃÏÎÄ Ȭ(ÅÉÍÁÔȭ ÉÓ ÔÒÁÕÍÁÔÉÓÅÄ ÁÎÄ ÈÁÓ ÂÅÇÕÎ ÔÈÅ ÓÌÏ× 

slide into a darker place, not so different from the first.   

The magnificent figure of Evelyne, a young singer and niece of Elisabeth Cerphal, brings a 

fresh strong energy into these films.  She emerges majestically from behind a group of family 

mourners as they disperse in diagonal movements across the screen.  She is shocked and silent 

with grief.  She has lost her father and with him everything that had been her seemingly happy 

childhood Ȭ(ÅÉÍÁÔȭȢ  !Ì×ÁÙÓ ÃÌÏÓÅ ÔÏ ÈÉÍȟ ÓÔÒÏÎÇÅÒ ÔÈÁÎ ÈÉÍȟ ÐÒÏÔÅÃÔÉÖÅ ÏÆ ÈÉÍȟ ÓÈÅ ÈÁÓ 

ÓÕÄÄÅÎÌÙ ÌÅÁÒÎÔ ÁÆÔÅÒ ÈÉÓ ÄÅÁÔÈ ÔÈÁÔ ÈÉÓ ×ÉÆÅ ÉÓ ÎÏÔ ÈÅÒ ÍÏÔÈÅÒȢ  &ÒÏÍ ÏÎÅ ÏÆ ÔÈÅ ȰÆÒÁÇÍÅÎÔÓȱ ÉÎ 

ÔÈÅ Ȭ%ÐÉÌÏÇÕÅȭ ÔÈÉÓ ɉÓÔÅÐɊ-mother turns out to have been yet another clinging, anxious, 

insensitive parent.  Only the elder of her brothers (himself maybe rather like her father) 

understands Evelyne. 

The first part of her story is partly remembered by herself in voiceover, as she leaves the 

ÈÏÕÓÅ ÉÎ .ÅÕÂÕÒÇ ÔÈÁÔ ÉÓ ÎÏ ÌÏÎÇÅÒ ȬÈÏÍÅȭ ÁÎd goes to Munich to discover who her real 

mother was.  Evelyne, though so strong-willed and adventurous, has not long emerged from 

ÃÈÉÌÄÈÏÏÄȢ  3ÈÅ ÐÁÃËÓ ÈÅÒ ÄÏÌÌÓ ÁÓ ÐÁÒÔ ÏÆ ÔÈÅ Ȭ(ÅÉÍÁÔȭ ÓÈÅ ÃÁÒÒÉÅÓ ×ÉÔÈ ÈÅÒȢ  -ÅÅÔÉÎÇ ÈÅÒ !ÕÎÔ 

Cerphal at the Fuchsbau, she curtsies, like a well-behaved German child of the period.  Yet she 

follows her intuition and interacts without hesitation with what is happening in the moment.  

She responds directly to Ansgar, in the shadowy night of the Fuchsbau library.  She respects 

his own directness, and is not cowed (or attracted) by his depression and savage, affected 

cynicism.  Their passion is the antithesis of his sadistic entanglement with the actress, poor 

vulnerable Olga. 

)Î Á ÓÔÒÁÎÇÅ ×ÁÙȟ %ÖÅÌÙÎÅ ×ÁÎÔÓ ÔÏ ÒÅÁÌÉÓÅ Á ÎÅ× Ȭ(ÅÉÍÁÔȭ ÉÎ ÒÅÐÌÉÃÁÔÉÎÇ ×ÉÔÈ !ÎÓÇÁÒ ÔÈÅ 

happy passionate affair which she imagines and hopes her father had with her mother.  Her 

ÔÒÕÅ ÍÏÔÈÅÒ ÈÁÄ ÌÏÏËÅÄ ÅØÁÃÔÌÙ ÌÉËÅ ÈÅÒÓÅÌÆȡ  Ȱ4ÈÅ ÍÏÒÅ ) ÌÏÏË ÆÏÒ ÍÙ ÍÏÔÈÅÒȟ ÔÈÅ ÍÏÒÅ ) ÆÉÎÄ 

myself.  And the more I find myself I ÆÉÎÄ !ÎÓÇÁÒȢȢȢ  ȢȢȢ) ×ÁÓ ÃÏÎÃÅÉÖÅÄ ÉÎ ÌÏÖÅȢȢȢ ×ÈÅÎ ) ÓÁÙ Ȭ) 

ÌÏÖÅȭ ÉÔȭÓ ÌÉËÅ ÒÅÍÅÍÂÅÒÉÎÇȱȢ  .ÏÔ ÓÕÒÐÒÉÓÉÎÇÌÙȟ !ÎÓÇÁÒ ÒÅÊÅÃÔÓ ÔÈÅ ÉÄÅÁȢ  )Ô ÉÓ ÁÌÌ ÔÈÅ ÍÏÒÅ 

distasteful to him in that he, the only child of elderly parents, sees his own parents as 
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monsters ɀ pious, hypocritical, self-sacrificing, guilt inducing, devouring.  As they appear later 

in the film, they are indeed a grim couple.  He burns his creative work, so that they shall not 

appropriate it when he dies.  In truth, the relationship of Evelyne and Ansgar is no replica, but 

ÁÌÉÖÅ ÁÎÄ ×ÁÒÍ ÉÎ ÉÔÓ Ï×Î ÒÉÇÈÔȢ  9ÅÔ ÔÒÁÇÉÃÁÌÌÙȟ !ÎÓÇÁÒȭÓ ÐÁÒÅÎÔÓ ÒÅÔÕÒÎ ÔÏ ÈÏÕÎÄ ÈÉÍ ×ÉÔÈ 

ÔÈÅÉÒ ÓÉÃË ȰÌÏÖÅȱȟ ÈÉÓ ÄÅÍÏÎÓ ÃÁÎÎÏÔ ÂÅ ÁÓÓÕÁÇÅÄȟ ÁÎÄ ÈÅ ÉÓ ÁÌÒÅÁÄÙ ÂÁÃË ÏÎ ÄÒÕÇÓ ÔÈÅ ÄÁÙ ÏÆ 

his last accident.  Evelyne is no more able to protect him from the death he has sought all 

along, than she could protect her own father from an early death. 

After the fourth film we see little more of Evelyne, with her commanding presence, her 

honesty, her tenderness, her musicianship and her glorious voice.  There are a few clips of her 

ÁÍÏÎÇ ÔÈÅ Ȱ&ÒÁÇÍÅÎÔÓȱȡ  Á ÌÏÖÅÌÙ ÐÒÁÃÔÉÃÅ ÐÅÒÆÏÒÍÁÎÃÅ ÏÆ Das Irrlicht with Volker; her return, 

angry and grieving, to Neuburg where she finds no solace; and a brief meeting with Clarissa in 

Paris.  We hear in a later episode that it was she who recommended an abortionist to Clarissa, 

and when she returns so briefly to Neuburg she needs money.  Is there a lost story line in 

which her grief is compounded by a pregnancy she cannot bear to bring to term?  That is the 

end oÆ ÈÅÒ ÓÐÅÁËÉÎÇ ÒÏÌÅȟ ÂÕÔ ÔÈÅÒÅ ÁÒÅ ÁÌÓÏ Ô×Ï ÐÅÒÆÏÒÍÁÎÃÅÓ ÉÎ &ÉÌÍ αȟ ÏÎÅ ÏÆ (ÅÒÍÁÎȭÓ 

setting of a poem by Ansgar, one of a fragment of an aria from the Christmas Oratorio.  She 

makes a token appearance at the wedding in Film 8, with a magnificent African boyfriend for 

whom earlier she had sung the aria.  There is nothing in the story to explain why she should 

disappear from the cast so soon, maybe the actress was unable to continue.  Whatever the 

reason, like Gunnar at the end of Heimat 3, she is very much missed. 

§ 

The other lead character of Films 3 and 4 is the Fuchsbau villa itself.  The beautiful house, 

from basement to attic, is the setting for scene after scene.  Hermann in voiceover remembers 

how it became the refuge and stage for this elite group of students.  Inside and out, empty or 

crowded, in every light and every season, in all moods from gaiety to tragedy, it enfolds their 

lives, and moulds the action of the films.  It is not just the physical house and its contents, 

however fascinating and exquisitely filmed, that has such power, it is also its dubious history, 

and that of its owner and her household. 

Frau Ries, the loyal retainer, first introduces Evelyne and us to the story of this influential 

Munich publishing family, so influential that, at least in their own eyes, without the private, 

patrician support from themselves and their kind, the vulgar Nazi regime would have 

foundered.  Yet, as we later discover, their own survival was at the expense of their Jewish 

business partner and family friend, Goldbaum, whom they helped to escape, while 

appropriating his house and share of the firm.  Frau Ries is a lovely, paradoxical character, 

wilfully but also somehow innocently blind to the implications.  Her loyalty is personal, to the 

individual members ÏÆ ÈÅÒ ÅÍÐÌÏÙÅÒÓȭ ÆÁÍÉÌÙȟ ×ÈÏ ÁÒÅ ÉÎ ÆÁÃÔ ÔÈÅ ÏÎÌÙ ÆÁÍÉÌÙ ÓÈÅ ÈÁÓȟ ÁÎÄ ×ÈÏ 

ÉÎ ÔÈÅ ÅÎÄ ×ÉÌÌ ÌÅÔ ÈÅÒ ÄÏ×ÎȢ  )Î ÔÈÅ ÂÉÇ Ȱ4ÒÉÌÏÇÉÅȱ ÁÒÔ ÂÏÏËȟ ÔÈÏÕÇÈ ÎÏÔ ÉÎ ÔÈÅ ÆÉÌÍ ÉÔÓÅÌÆȟ ÔÈÅÒÅ 
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is an unbearable image of Frau Ries after the Fuchsbau is sold, polishing a floor in the Cerphal 

publishing house, on hands and knees like a charwoman47. 

Less innocent is the owner, Fräulein Cerphal.  Silly, venal, vulnerable, emotionally at sea, 

brilliantly portrayed and played, and very funny, she is so finely and empathetically observed, 

she could be any one of ourselves.  She has collected the students, for company and 

entertainment and for a veneer of culture, and she is possessive of her favourites, like Stefan 

and Juan.  It will be easier to consider her in Film 9, which is devoted to her story, but 

meanwhile there are nice echoes of another, far less exalted, villa and its owner.  Now the 

proud politically correct memories are of entertaining Brecht and Feuchtwanger and Thomas 

-ÁÎÎȟ ÉÎÓÔÅÁÄ ÏÆ ȰÄÅÒ 2ÏÓÅÎÂÅÒÇȟ ÄÅÒ &ÒÉÃË ÕÎÄ ÄÅÒ ,ÅÙȱȢ 

'ÁÔÔÉÎÇÅÒȟ ÈÅÒ ȰÆÉÎÁÎÃÉÁÌ ÁÄÖÉÓÏÒȱȟ ÐÅÒÓÏÎÉÆÉÅÓ Á ÔÙÐÅȟ ÂÕÔ ÈÅ ÉÓ ÁÌÓÏ Á ÃÏÍÐÌÅØ ÍÁÎȟ 

intuitively portrayed.  As a former Nazi, from an elite SS division, in hiding from his past, he is 

rejected out of hand by the students (apart from Helga who enjoys the attention he gives her).  

It is indeed obscene if, as they assume, he reads aloud from The Last of the Just only to foster a 

false impression that he sympathises with the Jews.  In his youth an artist, he is now recreating 

an acceptable persona for himself, at first with some charm and grace, and rather frightening 

self control.  His relationship with Fräulein Cerphal goes back a long way and is sustained by 

mutual need.  Its whole nature is apparent from their glances and gestures in the first few 

minutes of Film 3.  She has the money, but they are co-conspirators in a world that has 

become foreign to both of them.  He is clearly more intelligent than her, and seems not only 

bored, but probably lonely.  At the Fasching party he joins in with absurd gusto, as though 

wanting, like Cerphal herself, to roll back the years to a more innocent time.  In Film 11 he will 

appear to make a genuine if limited attempt to come to terms with his past.  As he says to the 

ÁÃÃÕÓÉÎÇ ÓÔÕÄÅÎÔÓ Ȱ9ÏÕ ÈÁÖÅ ÎÏ ÉÄÅÁ ×ÈÏ ) ÁÍȱȢ 

The students use the house to work, practice, perform, and party.  Activity in any one place 

is often carried on in a context of sounds and interruptions from elsewhere.  The scene in the 

ÌÉÂÒÁÒÙ ×ÈÅÒÅ %ÖÅÌÙÎÅ ÌÅÁÒÎÓ ÈÅÒ ÍÏÔÈÅÒȭÓ ÓÔÏÒÙ ÆÒÏÍ &ÒÁÕ 2ÉÅÓȟ ÆÏÒ ÉÎstance, is intercut with 

ÃÌÉÐÓ ÆÒÏÍ ÔÈÅ ÙÏÕÎÇ ÆÉÌÍ ÍÁËÅÒÓȭ ÓÈÏÒÔ ÁÂÏÕÔ ÔÈÅ ÒÕÉÎÓ ÏÆ -ÕÎÉÃÈȟ ÂÅÉÎÇ ȰÐÒÅÍÉÅÒÅÄȱ ÉÎ ÔÈÅ 

room next door.  The music from the film is in the background throughout.  With dramatic 

effect, the story of the bombing in which her mother died coincides with the moment in 

which the unseen film describes the fire-bombing of the Opera House and strafing of the city, 

ÔÏ ÔÈÅ ÓÏÕÎÄ ÏÆ 'ÌÕÃËȭÓ Ȭ&ÕÒÉÅÓȭȢ 

After the film show there is a summer night party and the audience breaks into shifting 

groups, all through the house and garden.  Everywhere there are small conversations, or 

someone singing or making music.  Invisible threads of attraction, jealousy and pride draw 

people into and out of the groups, and the camera turns with them or follows them.  Juan 

looses an outburst of genuine anger against an intruding Hermann.  For once the mask slips 

ÁÎÄ *ÕÁÎȭÓ ÓÍÉÌÅ ÄÉÓÁÐÐÅÁÒÓȢ  Ȱ*ÅÁÌÏÕÓÙȦȱ ÈÅ ÓÈÏÕÔÓ ÁÆÔÅÒ ÈÉÓ ÒÅÔÒÅÁÔÉÎÇ ÒÉÖÁÌȢ  7ÈÉÃÈ ÉÔ ÉÓȟ ÆÏÒ 

                                                   

47 Edgar Reitz: Die Heimat-Trilogie, 2004, p.317 
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both of them.  In the darkened library among patterns of shadow, Evelyne and Ansgar meet, 

with distant voices in the background and somewhere a guitar.  At the piano, Hermann and 

the young poetess Helga are joined by Evelyne, and a group gathers to listen.  First Olga, then 

Clarissa watch through the rainy windows of their jealousy.  Later, in the garden again, the 

patterns continue to evolve, as someone plays Chopin, and Evelyne finds a wine glass on 

!ÎÓÇÁÒȭÓ ÕÐÔÕÒÎÅÄ ÆÏÏÔȢ  4ÈÅ ×ÈÏÌÅ ÅÖÅÎÉÎÇ ÉÓ Á ÒÉÃÈ ÔÅØÔÕÒÅ ÏÆ ÍÏÖÅÍÅÎÔ ÁÎÄ ÃÏÌÏÕÒÓȟ ÏÆ 

voices and musical instruments and light, and of complex emotions, sparking round the 

ÇÒÏÕÐÓ ÌÉËÅ ÔÈÅ Ȱ×ÏÒÄ-ÃÁÔÓȱÉÎ (ÅÌÇÁȭÓ ÇÁÍÅȢ  )Ô ÉÓ ÁÓ ÔÈÏÕÇÈ ÔÈÅ ÁÃÔÉÏÎ ×ÅÒÅ ÈÁÐÐÅÎÉÎÇ 

everywhere in the house and garden, fluidly, with no boundaries, and the particular focus of 

camera and screen is almost incidental.  Perhaps this is something peculiar to Heimat, and 

maybe to the work of Reitz and Gernot Roll. 

§ 

With the advent of Evelyne and Ansgar, so strong and direct, and the power of their stories, 

it becomes harder to watch the shadow play between Hermann and Clarissa.  By the end of 

Film 4 they are still making each other jealous and running away from each other and creating 

misunderstandings.  Even when they do get physically close to each other it seems to happen 

only in situations where they are likely to be (hilariously) interrupted. 

Hermann appears more shallow and self centred as the films go on.  When poor Kohlen 

Josef tells him that he is to lose the coal yard which his family has held for three generations, 

Hermann can think only of the loss of his own lodging.  Remembering their relationship in the 

first two films, it hurts to see that.  Even his friendship with Frau Moretti is largely based on 

what he hopes to get from it.  His music is suffering too, along with his confidence.  He is 

×ÏÕÎÄÅÄ ÂÙ ÔÈÅ ÆÁÃÔ ÔÈÁÔ ÔÈÅ ÒÅÖÉÅ×ÅÒÓ ÆÏÃÕÓÓÅÄ ÏÎ #ÌÁÒÉÓÓÁȭÓ ÐÅÒÆÏÒÍÁÎÃÅ ÏÆ ÈÉÓ ÃÅÌÌÏ 

concerto, and did not mention the composer by name, or say much about the music.  His next 

piece, written to pose a riddle to Clarissa, is comparatively lightweight.  He blames her for his 

own insecurity and hurt, and is insensitive to hers. 

Clarissa gives an impression of overwhelming fragility.  She is at once stressed out and 

elated by the demands of her music, the competition, the concert, and its success.  And we 

now see how she has all along been crushed by the adults who profess to love her ɀ her 

ÍÏÔÈÅÒȭÓ ÃÏÎÔÒÏÌÌÉÎÇ ÄÒÉÖÅȟ ÁÎÄ ÔÈÅ ÅÍÏÔÉÏÎÁÌÌÙ ÂÌÁÃËÍÁÉÌÉÎÇ ÉÎÖÏÌÖÅÍÅÎÔ ÏÆ $ÒȢ +ÉÒÓÃÈÍÁÙÅÒȢ  

It is no wonder that she runs away and creates obstacles to a relationship she really wants.  

There is no ground for her to trust it, and Hermann in his current state is incapable of 

Ȱ×ÁÉÔÉÎÇȱ ÁÎÄ ÇÉÖÉÎÇ ÈÅÒ ÓÐÁÃÅȢ 

§ 

The succession of beautiful images continue through these two films.  Some of the most 

memorable include the scÅÎÅÓ ÏÆ %ÖÅÌÙÎÅ ÁÎÄ !ÎÓÇÁÒ ×ÁÌËÉÎÇ ÔÈÒÏÕÇÈ ÔÈÅ ÓÔÒÅÅÔÓ ÔÏ ÈÅÒ ÁÕÎÔȭÓ 

dairy shop, and then in an old graveyard.  As they move along, and vehicles and passers-by 

appear and disappear, there is a sense in which the silvery spaces of the streets and the parks 

open out around and beyond them, leading out of the frame of the screen towards an unseen 

but imagined world.  In the graveyard there are remarkable moving portraits:  Evelyne and 
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Ansgar sharing the milk; an old woman and her goose; Ansgar in sunlight looking down at 

Evelyne; the textures of skin, clothes, hair, feathers, the tenderness of their faces.  Even in the 

ÍÏÓÔ ÄÒÅÁÄÆÕÌ ÓÃÅÎÅÓȟ ÌÉËÅ ÔÈÅ ÅÎÃÏÕÎÔÅÒ ÏÆ %ÖÅÌÙÎÅ ×ÉÔÈ !ÎÓÇÁÒȭÓ ÍÏÔÈÅÒ ÁÆÔÅÒ ÈÉÓ ÄÅÁÔÈȟ ÔÈÅ 

black and white images are startlingly beautiful.  ,ÉËÅ ÔÈÅ ÉÍÁÇÅÓ ÏÆ /ÔÔÏȭÓ ÕÎÅØÐÌÏÄÅÄ ÂÏÍÂȟ 

they have no right to be so, and yet there they are.  The colour too in the night scenes 

becomes even richer ɀ &ÒÁÕ -ÏÒÅÔÔÉȭÓ ÒÏÏÍȟ ÔÈÅ &ÁÓÃÈÉÎÇ ÐÁÒÔÙ ÓÃÅÎÅȟ ÁÎÄ ÔÈÅ ÐÒÅÐÁÒÁÔÉÏÎÓ ÆÏÒ 

it.  And when Evelyne grievesȟ ÂÅÎÔ ÏÖÅÒ !ÎÓÇÁÒȭÓ ÐÕÌÌÏÖÅÒ ÉÎ ÔÈÅ ÌÉÂÒÁÒÙȟ ÈÅÒ ÂÒÉÇÈÔ ÈÁÉÒ ÆÁÌÌÓ 

with the brushstrokes of an Expressionist painting. 

4ÈÅ ÓÔÕÄÅÎÔÓȭ ÉÄÙÌÌ ÏÆ ÔÈÅ &ÕÃÈÓÂÁÕ ÉÓ ÁÌÒÅÁÄÙ ÆÁÄÉÎÇ ÉÎÔÏ ÅÖÅÒÙÄÁÙ ÌÉÇÈÔȢ  4ÈÅ ÆÏÌÌÏ×ÉÎÇ 

autumn, in the huge city cemetery, there is another visually very beautiful passage, silent apart 

from the natural sounds of footsteps crunching leaves and gravel, a distant train, rooks in the 

ÔÒÅÅÓȢ  "Ù !ÎÓÇÁÒȭÓ ÇÒÁÖÅȟ (ÅÒÍÁÎÎ ÃÏÎÆÒÏÎÔÓ ÔÈÅ ÆÁÃÔ ÔÈÅÙ ÈÁÖÅ ÈÁÄ ÔÈÅÉÒ ÆÉÒÓÔ ÄÅÁÔÈȟ ÁÎÄ ÔÈÁÔ 

ȰÉÔ ÆÅÅÌÓ ÌÉËÅ ÔÈÅ ÖÉÌÌÁÇÅ ÁÔ ÈÏÍÅȟ ÙÏÕ ÇÏ ÉÎÔÏ ÔÈÅ ÇÒÁÖÅÙÁÒÄ ÁÎÄ ÔÈÅÒÅ ÌÉÅÓ ÓÏÍÅÏÎÅ ÙÏÕ ËÎÅ×ȱȢ  

0ÅÒÈÁÐÓ ÔÈÅ ÎÅ× Ȭ(ÅÉÍÁÔȭ ÉÓ ÎÏÔ ÓÏ ÆÁÒ ÆÒÏÍ ÔÈÅ ÏÌÄȟ ÁÆÔÅÒ ÁÌÌȢ  4ÈÅÙ ÈÁÖÅ ÂÅÅÎ ×ÁÓÔÉÎÇ ÔÈÅÉÒ 

ÔÉÍÅ ÆÏÒ ÍÏÎÔÈÓȢ  *ÕÁÎ ÁÓ ÕÓÕÁÌ ÒÅÃÏÍÍÅÎÄÓ ÓÕÉÃÉÄÅȡ  Ȱ/ÎÅ ÓÈÏÔȢ  0ÏÕÍȦ  4ÈÅ Ånd.  When I 

×ÁÎÔȢȱ  !Ó ÔÈÅÙ ×ÁÌË Á×ÁÙ ÆÒÏÍ ÔÈÅ ÇÒÁÖÅȟ ÁÎÄ ÔÈÅ ÃÒÅÄÉÔÓ ÓÔÁÒÔ ÔÏ ÒÏÌÌ ÏÖÅÒ Á ÓÐÅÃÔÁÃÕÌÁÒ ÃÒÁÎÅ 

shot, with a jaunty step he glances defiantly up at the towering crucifix. 
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ΰȢα &ÉÌÍ γȡ  Ȱ0ÌÁÙÉÎÇ ×ÉÔÈ ÆÒÅÅÄÏÍȱȟ ÂÙ-ways  

Film 5 tells of a stormÙ ÓÕÍÍÅÒ ×ÅÅË ÏÆ ÐÌÁÙÉÎÇ ÁÎÄ ÔÅÓÔÉÎÇ ÏÕÔ ÏÆ ȰÆÒÅÅÄÏÍÓȱȟ ×ÈÏÓÅ 

outcomes are both enriching and destructive.  Near the start, it depicts the Schwabinger riots 

of 1962, represented as the game of free-wheeling student life and protest on the streets, met 

with violence and injustice by ex-Nazi elements in the police force.  By the end of that no one 

was playing games any more.  This and further episodes of the later films will suggest that it 

crystallised the politicisation of the young with both creative and destructive effect, further 

polarising inter-generational conflict until the debacle of 1968. 

As in Heimat 1 the political events are not reconstructed historical records, they are 

reconstructions of memories.  In this case the memories, staged with such skill and apparent 

authenticity, are those of Hermann and Helga.  Neither of them is yet particularly aware or 

involved politically.  Both independently find themselves by accident on the fringes of the 

action.  They get swept into the violence because they happen to be there, and are in fact 

trying to escape it.  Their immediate reactions are anything but revolutionary.  Hermann 

becomes enraged because the police smash his guitar.  He feels they acted solely out of hatred 

and fear of young people and their street music.  He is then beaten up when he goes 

innocently to the police station to seek compensation.  To escape pursuit, he flees Munich for 

the summer.  Helga gets an hysterical kick out of the excitement and her own fear and rage, 

but she too flees to her family home in the small country town of Dülmen.  Yet for her, the 

events of this week will trigger the process that gradually, over the years, channels her 

frustrated emotional energy into the bitter, single-minded, vengeful activity of a terrorist. 

In provincial Dülmen, Helga, with two friends, Dorli and Marianne, push the boundaries of 

freedom in play with Hermann.  Helga is still shackled to a childhood role as fond rebel 

daughter of an authoritarian father, still embroiled in hopeless altercation with a narrow 

conventional home.  She is desperate for sexual experience, but her need turns relationship 

into something to be demanded and manipulated, and her anxiety means she always has to be 

ÔÈÅ ÏÎÅ ÉÎ ÃÏÎÔÒÏÌȢ  3ÈÅ ÆÅÅÌÓ ÆÁÎÔÁÓÙ ÉÓ ȰÍÕÃÈ ÂÉÇÇÅÒȱ ɉÁÎÄ safer) than reality.  Dorli, for all her 

bubbly down to earth physicality, and her splendid strip tease act at the Fasching party in the 

previous episode, is also still very young, still fantasising and experimenting.  Together she 

and Helga have giggly giÒÌÙ ÃÏÎÖÅÒÓÁÔÉÏÎÓ ÂÅÁÕÔÉÆÕÌÌÙ ÒÅÎÄÅÒÅÄ ÉÎ ÔÈÅ Ȱ&ÒÁÇÍÅÎÔÓȱȢ  4ÈÅÒÅ ÔÏÏȟ 

ÔÈÅ ÒÁÔÈÅÒ ÏÌÄÅÒ ×ÏÍÁÎ -ÁÒÉÁÎÎÅȟ ÔÒÅÁÃÈÅÒÏÕÓ ȰÍÏÔÈÅÒ ÃÏÎÆÅÓÓÏÒȱ ÔÏ ÔÈÅ Ô×Ï ÇÉÒÌÓȟ ÄÅÓÃÒÉÂÅÓ 

the desperation of young mothers in a small town where no one can be invisible, chain 

smoking ÂÙ ÔÈÅ ÐÌÁÙÇÒÏÕÎÄ ÓÁÎÄÐÉÔ ȰȢȢȢÓÉÔÔÉÎÇ ÔÈÅÒÅ ×ÉÔÈ ÔÈÅÉÒ ÇÁÚÅ ÐÁÓÓÉÎÇ ÒÉÇÈÔ ÔÈÒÏÕÇÈ ÔÈÅ 
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ÉÎÆÁÎÔÓȟ ÆÁÒ ÉÎÔÏ ÔÈÅ ÄÉÓÔÁÎÃÅ ȣ9ÏÕ ËÎÏ×ȟ $ÏÒÌÉȟ ×Å ÁÒÅ ÌÉËÅ ÇÕÎÐÏ×ÄÅÒȢ  9ÏÕ ÓÉÍÐÌÙ ÎÅÅÄ ÔÏ 

ÈÏÌÄ Á ÍÁÔÃÈ ÔÏ ÉÔȢ  )Æ Á ÇÕÙ ÊÕÓÔ ÇÏÅÓ ÐÁÓÔȣȱ  

Hermann wanders into this keg of gunpowder and has a great time.  It seems that at this 

ÁÇÅ (ÅÒÍÁÎÎȭÓ ÒÅÐÕÔÁÔÉÏÎ ÆÏÒ ÂÅÉÎÇ ÁÔÔÒÁÃÔÉÖÅ ÔÏ ×ÏÍÅÎ ÍÁÙ ÓÔÉÌÌ ÌÉÅ ÐÁÒÔÌÙ ÉÎ ÈÉÓ ÐÁÓÓÉÖÉÔÙȢ  

%ØÃÅÐÔ ×ÈÅÎ ÉÎÃÉÔÅÄ ÂÙ ÒÁÇÅ ÏÒ ÊÅÁÌÏÕÓÙȟ ÈÅ ÉÓ ÓÏÍÅÏÎÅ ȰÓÁÆÅȱ ÔÏ ÐÌÁÙ ÇÁÍÅÓ ×ÉÔÈȢ  )Î Á ×ÁÙ ÔÈÉÓ 

weakeÎÓ ÔÈÅ ÅÒÏÔÉÃ ÃÈÁÒÇÅ ÏÆ ÔÈÅÉÒ ÅÖÅÎÉÎÇ ÉÎ $ÏÒÌÉȭÓ ÁÔÔÉÃȢ  0ÅÒÈÁÐÓ ÔÈÅ ÍÕÓÉÃȟ ÔÈÅ ÐÏ×ÅÒ ÈÅ 

ÃÒÅÁÔÅÓ ÉÎ ÈÉÓ ÐÅÒÆÏÒÍÁÎÃÅ ÏÆ ÔÈÅ Ȱ4ÅÍÐÅÓÔȱ ÓÏÎÁÔÁȟ ÓÕÂÓÔÉÔÕÔÅÓ ÆÏÒ ×ÈÁÔ ÈÅ ÃÁÎÎÏÔ ÏÔÈÅÒ×ÉÓÅ 

personify.  Anyway, it is touching that Marianne, whose only fear is of the vengefulness of 

ÓÍÁÌÌ ÔÏ×Î ÌÉÆÅȟ ÉÓ ÁÔÔÒÁÃÔÅÄ ÅØÁÃÔÌÙ ÂÅÃÁÕÓÅ ÈÅ ÉÓ ȰÇÅÎÔÌÅȱ ÁÎÄ ȰÓÈÙȱȟ ÁÎÄ ÓÈÅ ÉÓ ÔÅÎÄÅÒ ÔÏ ÔÈÅ 

hurt that underlies that. 

$ÏÒÌÉȭÓ ÁÔÔÉÃ ÉÓ ÁÎÏÔÈÅÒ ÌÏÃÁÔÉÏÎ ÂÕÉÌÔ ÂÙ ÌÉÇÈÔ ÁÎÄ ÓÏÕÎÄ ÁÎÄ ÍÏÖÅÍÅÎÔ ÉÎÔÏ Á ÍÁÇÉÃÁÌȟ 

unforgettable scene.  Once more it is hard to write anything that could do it justice.  The 

figures move in a dance, both constructing the space and constrained by it.  Watching again, it 

is clear that though it is an ensemble piece, the leader is Marianne.  The scene is structured 

ÒÏÕÎÄ ÈÅÒ ÓÉÌÅÎÔ ÉÎÉÔÉÁÔÉÖÅÓȟ ÈÅÒ ÈÁÎÄÓ ÏÎ (ÅÒÍÁÎÎȭÓ ÓÈÉÒÔ ÁÎÄ ÂÏÄÙȟ ÔÈÅ ÇÌÁÎÃÅÓ ÔÈÁÔ ÐÁÓÓ 

between them.  The younger girls are turned on as much by this as by their own participation, 

but they cannot compete.  Dorli takes refuge in cream cakes, and Helga in ecstatically reciting 

Nietzsche, until emotion and anxiety overcome her and end the game.  Hermann later 

ÒÅÍÅÍÂÅÒÓ ÔÈÁÔ ȰÆÏÒ Á ÌÉÔÔÌÅ ×ÈÉÌÅ ) ÈÁÄ ÔÈÅ ÉÄÅÁ ÔÈÁÔ ÅÖÅÒÙÔÈÉÎÇ ÍÉÇÈÔ ÂÅ ÐÏÓÓÉÂÌÅȢ ȢȢȢ 7ÁÓ ÉÔ 

the start of something completely new?  Freedom! TheÎ ) ÇÏÔ ÆÒÉÇÈÔÅÎÅÄȢȱ  

)Î ÔÈÅ !ÕÆÓÃÈÒÅÙ ÈÏÕÓÅÈÏÌÄȟ ÉÍÁÇÅÓ ÅÐÉÔÏÍÉÓÅ (ÅÌÇÁȭÓ ÂÁÃËÇÒÏÕÎÄȡ  ÈÅÒ ÂÅÄÒÏÏÍ ÆÕÌÌ ÏÆ 

stuffed toys, a brief reflection of the whole family in their TV screen, and a long passage of 

silent feeding during the birthday party.  At the party, Hermann, still intensely aware of 

Marianne, is suddenly confused by a memory of home and Hunsrücker potato dumplings.  He 

is then tantalised by a note from Marianne, as the evening degenerates into a confrontation 

between Helga and her family.  The bedroom scene with poor Helga is funny and painful in 

equal measure.  Probably doomed from the start, it is subjected to the volcanic intrusion of 

Oma Aufschrey.  Oma Aufschrey is a true monster, hilariously portrayed, but at the same time 

she personifies botÈ Á ÄÅÓÔÒÕÃÔÉÖÅÎÅÓÓ ÁÎÄȟ ÉÎ ÔÈÅ ÆÁÍÉÌÙ ÎÁÍÅȟ Á ȰÓÃÒÅÁÍȱ ÆÏÒ ÈÅÌÐ ×ÉÔÈÉÎ 

(ÅÌÇÁ ÈÅÒÓÅÌÆȢ  4ÒÁÇÉÃÁÌÌÙȟ ÔÈÅ ÄÒÅÁÄÆÕÌ ÈÕÍÉÌÉÁÔÉÏÎ ÏÆ ÔÈÁÔ ÎÉÇÈÔ ÃÁÎ ÏÎÌÙ ÒÅÉÎÆÏÒÃÅ ÁÌÌ (ÅÌÇÁȭÓ 

fear and need to be in control that block her way forward.  There is no one to comfort her, to 

ÈÅÌÐ ÈÅÒ ÔÏ ÌÁÕÇÈȟ ÎÏÔÈÉÎÇ ÂÕÔ ÔÈÅ ÆÉÇÕÒÅ ÏÆ /ÍÁ ÓÑÕÁÔÔÉÎÇ ÏÎ ÔÈÅ ÌÁÖÁÔÏÒÙȢ  &ÒÏÍ ÎÏ× ÏÎ ȰÔÈÅ 

ÍÉØÔÕÒÅ ÏÆ ÐÁÓÓÉÏÎ ÁÎÄ ÆÅÁÒȱ ×ÉÌÌ ÇÒÁÄÕÁÌÌÙ ÃÏÎÇÅÁÌ ÉÎÔÏ ÂÉÔÔÅÒÎÅÓÓ ÁÎÄ ÓÁÄÉÓÍȢ  /ÍÁ ÉÓ ÔÈÅ 

precursor of the young terrorist of the final film. 

Meanwhile Hermann has found a brief freedom with Marianne, an unhoped-for reliving of 

how it had been with Klärchen, at last an affirmation that that was after all permissible.  The 

scene is beautiful, finally relieving him and the film itself from the grim Aufschrey house.  

-ÁÒÉÁÎÎÅȭÓ ÉÎÔÕÉÔÉÖÅ ÕÎÄÅÒÓÔÁÎÄÉÎÇ ÏÆ ÈÉÓ ÐÁÓÔ ÈÕÒÔȟ ÈÅÒ ÈÅÁÌÉÎÇ ÔÅÎÄÅÒÎÅÓÓ ɉÌÉËÅ ÔÈÅ ÏÉÎÔÍÅÎÔ 

she had smeared on his wounds), are a gift that might have turned his life around, only it does 

not.  For it too comes with the message of its own impermanence, it is permissible, but must 
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not last.  For Marianne as well the moment is transient.  He finds her crying, because it is so 

good, and because she herself must send him away. 

When he reaches Sylt, holiday destination of his pupil Tomas, he sees the sea for the first 

time and feels he understands as never before the power of the longing for faraway places that 

has driven him to run away from home, and now from both Munich and Dülmen.  He has the 

sense of a goal hidden deep within himself.  But when he reaches the house of Tommy and his 

ÐÁÒÅÎÔÓȟ ÈÅ ÌÏÏËÓ ÕÐ ÆÒÏÍ 4ÏÍÍÙȭÓ ÇÉÒÌÉÅ ÍÁÇÁÚÉÎÅ ÔÏ ÓÅÅ Á ÂÕÔÔÅÒÆÌÙ ÆÌÕÔÔÅÒÉÎÇ ÏÎ ÔÈÅ ×ÉÎÄÏ× 

sill.  Does he think of Marianne?  But he makes no attempt to set it free. 

Returning to Munich, where his friends are eating a cake sent him by the three girls from 

Dülmen, he finds that even a brief note from Marianne seems very distant.  So for a moment 

does Clarissa, standing with bandaged wrists outside the door.  Has she been practising too 

hard?  She asks how his, er, work has gone, and he replies that he lost his way and got side-

tracked onto by-×ÁÙÓȢ  3Ï ÍÕÃÈ ÆÏÒ ȰÆÒÅÅÄÏÍȱȢ 

This whole fifth film has again been full of intriguing images, constantly unfolding, 

constantly interacting with the action and the sound.  A few fleeting examples:  Near the start, 

×ÈÅÎ (ÅÒÍÁÎÎ ÐÌÁÙÓ ÔÈÅ ÐÉÁÎÏ ÁÆÔÅÒ 4ÏÍÍÙȭÓ ÌÅÓÓÏÎ ÄÕÒÉÎÇ Á ÓÔÏÒÍȟ ÒÁÉÎ ÌÁÓÈÉÎÇ ÔÈÅ ×ÉÎÄÏ× 

pane pours flickering shadows over the semiquavers on a sheet of music as he plays, and over 

ÈÉÍÓÅÌÆȢ  )Î $ÏÒÌÉȭÓ ÁÔÔÉÃȟ ÌÉÇÈÔ ÔÏÕÃÈÅÓ (ÅÌÇÁȭÓ ÈÁÉÒ ÁÓ ÓÈÅ ÓÉÔÓ ÈÏÌÄÉÎÇ ÈÅÒ ×ÉÎÅ ÇÌÁÓÓȟ ÏÎ ÔÈÅ 

point of responding when Hermann calls her.  Later, very briefly there is a momentary image 

of Marianne, standing under an outside light against a white wall, while Helga is swallowed 

into her famÉÌÙ ÈÏÕÓÅȢ  7ÈÅÎ (ÅÒÍÁÎÎ ÇÏÅÓ ÔÏ -ÁÒÉÁÎÎÅȭÓ ÄÏÏÒȟ ÔÈÅ ×ÉÎÄ ÍÏÖÅÓ ÈÅÒ 

lampshade in a cascade of white shells.  Finally, the credits roll against a background of the 

Fuchsbau verandah in early autumn, furnished with soft brown garden chairs.  It seems to be 

the last image for Heimat ÆÒÏÍ 'ÅÒÎÏÔ 2ÏÌÌȭÓ ÃÁÍÅÒÁȢ 
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2.4 Films 6 - 7:  Change of cameraman; laughter and pain, song of the wolves  

Film 6 breaks the continuity in more than one sense.  In the story, the student group has 

dispersed since the senior students finished their course, and they have not all gathered at the 

Fuchsbau for over a year.  The mood of the film has changed ɀ a dark undertone is 

dramatically contrasted with a lead story line of brilliant comedy.  And the magic has gone out 

of the images. 

My amateur reaction 48 to the change of cameraman is based only on watching the DVDs 

on inexpensive home equipment, or rare cinema showings of the old original film stock, now 

the latter sadly seems to have begun to darken and lose some of its subtlety.  But naïvely I 

would say that the overwhelming change under the new cameraman is in the quality of light.  

In all the previous films, the light and the focus created very subtle distinctions of tone and 

texture, and thereby of depth, in individual objects and figures, and in the whole of a scene.  

There was an intense physicality, a tactile quality.  Colours glowed out of shadow, a space was 

moulded out of them.  The images were luminous and resonant, in a way that no one aspect of 

technical skill could achieve.  For me, that is what is lost after the fifth film. 

Watching Film 6, I no longer want to keep revisiting a breathtaking image or sequence.  On 

the Tartan DVD, figures in the foreground tend to be lit with a flat, rather dull light, while the 

background is often comparatively featureless and unnaturally bright.  It may be relevant that 

all the action of this episode takes place on one dreary November day.  But the mistiness in 

streets and gardens is bland and too clearly blown from off-screen, and does not substitute for 

the mysteriousness of real shadows.  The shifts between black/white and colour film are less 

intuitive than before.  On occasion they just seem gimmicky, though at times the shift works 

and is suitably comic, as when the eternal philosophy student, Alex, watches Renate and Juan 

through the bevelled glass panes of a door, or visits the location where the young film makers 

are working.  On DVD the colour throughout this film seems mostly either muted or rather 

banal.  There is much play with coloured filters on the fictional film-ÍÁËÅÒÓȭ ÌÏÃÁÔÉÏÎ ɀ but 

ÔÈÉÓ ÏÎÌÙ ÅÍÐÈÁÓÉÓÅÓ ÔÈÅ ÕÎÒÅÁÌÉÔÙ ÏÆ ÔÈÅ ȬÎÁÔÕÒÁÌȭ ÃÏÌÏÕÒ ÅÌÓÅ×ÈÅÒÅȢ  7ÈÅÎ ÁÔ ÔÈÅ ÅÎÄ ÔÈÅ 

students gather once more in the Fuchsbau, the light everywhere is monotonously bright and 

the whole atmosphere of the house seems to have evaporated.  Perhaps it is an intended effect, 

                                                   

48 NB:  if readers disagree with my reactions in this section, I would be very grateful to receive their 
comments, as it would be good to know if mine are just subjective, or dependent on inadequate 
equipment.  
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given the story line.  In the cinema however, colour appeared much richer in those scenes, and 

the effect less disturbing, while the concomitant heaviness and relative unsubtlety of the tones 

may have been due simply to the age of the film stock.  

It is possible that a dearth of magical images may in fact enhance the story.  The drab tones 

work well in the scene where Clarissa visits a sordid abortion clinic.  She is miserable herself, 

dreading the painful humiliating procedure, and in the early stages of pregnancy she is 

exceptionally sensitive to pervading unpleasant smells.  Both images and words combine to 

ÃÏÎÖÅÙ ÔÈÁÔ ÆÅÅÌÉÎÇȢ  !ÇÁÉÎȟ !ÌÅØȭÓ ÏÖÅÒÒÉÄÉÎÇ ÍÅÍÏÒÙ ÏÆ ÈÉÓ ÖÉÓÉt to the film location is that he 

Ȱ ȢȢȢ×ÁÓ ÓÏ ×ÅÔ ÁÎÄ ÈÕÎÇÒÙ ÔÈÁÔ ÔÈÅ ÓÃÅÎÅ ÔÕÒÎÅÄ ÉÎÔÏ Á ÄÒÅÁÍȱȟ ×ÈÉÃÈ ÍÁÙ ÁÃÃÏÕÎÔ ÆÏÒ ÔÈÅ 

unreality of the colour.  Moreover, there are still the beautiful iconic images of bare branches 

and rooks, in the tradition of Caspar Friedrich, that introduce the episode and recur at 

ÉÎÔÅÒÖÁÌÓȢ  4ÏÇÅÔÈÅÒ ×ÉÔÈ ÔÈÅ ÍÕÓÉÃȟ ÓÅÔÔÉÎÇ .ÉÅÔÚÓÃÈÅȭÓ ×ÏÒÄÓ ɉÓÕÎÇ ÏÆÆ-screen), their 

recurrence binds the varying moods of the film to the romantic bleakness at its heart. 

In the next film, Film 7, the changed style of camera work finds a new authority.  Most of 

the action takes place in the evening and night time, so the film is shot predominantly in 

colour.  Early on there is a scene inside the Musikhochschule with the marble glowing in a way 

we have not seen before.  Even on DVD the colour is now quite rich again, though often lit 

clearly and plainly, without detail and depth, and the backgrounds are still often simple, and 

very bright, as in the hospital, or very dark as during the concert.  Again that was less 

conspicuous in the cinema.  The contrasts are at times dramatic and the whole composition is 

often beautiful, though very different from what we had grown used to before.  The new style 

is more one of surfaces and outlines and the mood of overall light, less one of subtle light, tone 

and texture.  It is effective as a narrative style ɀ maybe more conventionally cinematic than the 

ÅÁÒÌÉÅÒ ÓÔÙÌÅȢ  !ÌÓÏ ÔÈÅÒÅ ÁÒÅ Á ÆÅ× ÂÒÅÁÔÈÔÁËÉÎÇ ÉÍÁÇÅÓ ÁÇÁÉÎȟ ÌÉËÅ ÔÈÏÓÅ ÏÆ #ÌÁÒÉÓÓÁȭÓ ÆÁÃÅ 

hidden in her hair, a ÍÅÍÏÒÙ ÍÁÙÂÅ ÏÆ -ÁÒÉÁÎÎÅȭÓ ÉÎ &ÉÌÍ ίȢ  7ÈÅÒÅ ÔÈÅ ÂÁÃËÇÒÏÕÎÄÓ ÁÎÄ ÓÅÔÓ 

are more complicated the clear bright light works less well.  It cannot create a space within the 

screen, in the same way as in the earlier films.  The detail is immediate and piecemeal, the 

effect at times almost two dimensional.  This is most noticeable in rooms already familiar from 

ÐÒÅÖÉÏÕÓ ÆÉÌÍÓȟ 2ÅÎÁÔÅȭÓ ÒÏÏÍ ÆÏÒ ÉÎÓÔÁÎÃÅȟ ÁÎÄ (ÅÒÍÁÎÎȭÓ ÉÎ ÔÈÅ &ÕÃÈÓÂÁÕȢ 

The new style seems less suited to black and white film.  Where distance is already built 

into the scene, as on the snow mountains, there is no problem, but elsewhere the absence of 

depth and texture can be oppressive.  For instance a conversation between Volker and Jean-

Marie is overpowered by the great cliff of Jean--ÁÒÉÅȭÓ ÆÁÔÈÅÒȭs house, with its insistent 

ÂÒÉÇÈÔÌÙ ÌÉÔ ÄÅÔÁÉÌȢ  .ÏÎÅÔÈÅÌÅÓÓ ÔÈÅ ÂÅÁÕÔÉÆÕÌ Ȱ7ĘÌÆÅÌÉÅÄȱ ÓÃÅÎÅ ÔÈÁÔ ÅÎÄÓ ÔÈÅ ÆÉÌÍ ÔÒÉÕÍÐÈÁÎÔÌÙ 

survives, acquiring depth from a few features of the foreground figures, picked out by faint 

shafts of light from the window above and behind them, as is the arch of the recess overhead. 

§ 

The romantic bleakness underlying the sixth film is itself sent up in heartwarming comedy 

which tumbles through the story of Alex.  The humour of this film is perhaps less subtle than 

in some of the earlier films, where trying to write about it would be hopelessly heavy handed.  
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"ÕÔ !ÌÅØȟ ÔÈÅ ÉÍÐÒÏÖÉÄÅÎÔ ȰÖÉÃÔÉÍ ÏÆ ÉÎÄÉÖÉÄÕÁÌÉÓÍȱȟ ÉÓ Á ×ÏÎÄÅÒÆÕÌ ÃÈÁÒÁÃÔÅÒȟ ÁÌÍÏÓÔ 

comparable to Eduard.  Also, like Edu, he is lovable ɀ ÁÓ /ÌÇÁ ÔÅÌÌÓ ÈÉÍ Ȱ ȢȢȢ ÙÏÕ ÁÒÅ touching 

ÂÅÃÁÕÓÅ ÙÏÕȭÒÅ ÎÏÔ ÅÎÖÉÏÕÓȢ  9ÏÕ ÈÁÖÅ Á ËÉÎÄ ÏÆ ÇÅÎÅÒÏÓÉÔÙȱȢ  (Å ÈÁÓ ÓÏÍÅ ÓÐÌÅÎÄÉÄ ÌÉÎÅÓȟ ÆÏÒ 

example, when dripping wet and hungry, but trying to console himself with the Tractatus:  

Ȱ7ÈÁÔ 7ÉÔÔÇÅÎÓÔÅÉÎ ÆÏÒÇÏÔ ×ÁÓ ÔÏ ÃÏÎÓÉÄÅÒ ÔÈÅ ÃÏÎÄÉÔÉÏÎÓ ÆÏÒ ÏÂÓÅÒÖÉÎÇ ÁÎÙ ÆÁÃÔÓȢȢȢȱ  (ÉÓ ÓÔÏÒÙ 

ÉÓ Á ÐÅÒÆÅÃÔ ÆÏÉÌ ÆÏÒ ÔÈÅ ÇÒÏ×ÉÎÇ ÁÎÇÕÉÓÈ ÏÆ #ÌÁÒÉÓÓÁȭÓȟ ÏÎ ÔÈÉÓ ÄÉÓÍÁÌ ÄÁÙ ×ÈÉÃÈ ÅÎÄÓ ÉÎ ÓÈÏÃË 

with the death of President Kennedy.   

"ÒÉÌÌÉÁÎÔ ÔÏÏ ÉÓ ÔÈÅ ÃÏÍÉÃ ÒÏÕÔÉÎÅ ÆÏÒ ÔÈÅ Ô×Ï ȰÆÉÆÔÙ-ÆÉÆÔÙ ÆÁÔÈÅÒÓȱ ÏÆ #ÌÁÒÉÓÓÁȭÓ ÐÒÅÇÎancy.  Its 

formal, farcical elements heighten rather than mask the pain of her situation, and emphasise a 

poignant contrast between the responses of the two men.  Renate bounces back as well, still in 

pursuit of love and desperate to become an actress, and at heart still depressingly realistic 

about her chances.  Another rich vein of laughter is provided by the young film makers and 

their location.  Poor Rob the cameraman tries in vain to hold the ring between Director, 

3ÔÅÆÁÎȟ ÁÎÄ 3ÃÒÉÐÔ×ÒÉÔÅÒȟ 2ÅÉÎÈÁÒÄ ɉȰÔ×Ï ÄÉÒÅÃÔÏÒÓ ÉÎ ÃÈÁÒÇÅȟ ÔÈÁÔȭÓ ÈÅÌÌȱɊȟ ÂÕÔ ÁÔ ÔÈÅ ÅÎÄ ÈÅ 

manoeuvres a rather touching, sheepish reconciliation over a pot of goulash.  Finally there is 

Schnüßchen from the Hunsrück, still as young, funny and bubbly as she appears in some of 

ÔÈÅ ÐÒÅÃÉÏÕÓ ȱ&ÒÁÇÍÅÎÔÓȱ ÉÎ ÔÈÅ Ȭ%ÐÉÌÏÇÕÅȭȢ 

4ÈÅÒÅ ÁÒÅ Ȱ&ÒÁÇÍÅÎÔÓȱ ÆÒÏÍ ÔÈÉÓ ÓÔÁÇÅ ÏÆ ÔÈÅ ÓÔÏÒÉÅÓ ÏÆ ÂÏÔÈ (ÅÌÇÁ ÁÎÄ /ÌÇÁ ÔÏÏȟ ÁÎÄ ÓÁÄÌÙ 

ÓÏÍÅ ÏÆ ÔÈÅ ÌÁÕÇÈÔÅÒ ÉÎ ÔÈÅ Ȱ&ÒÁÇÍÅÎÔÓȱ ÉÓ ÍÉÓÓÉÎÇ ÆÒÏÍ &ÉÌÍ ΰ ÉÔÓÅÌÆȟ ×ÈÅÒÅ (ÅÌÇÁ ÂÅÃÏÍÅÓ 

ÉÎÃÒÅÁÓÉÎÇÌÙ ÎÅÕÒÏÔÉÃȟ Á ÔÅØÔÂÏÏË ȰÈÙÓÔÅÒÉÃȱ and very trying, and also genuinely vulnerable.  

Olga, now less depressed, is sharply intuitive about her friends, and comes out with some 

ÉÎÔÅÒÅÓÔÉÎÇ ÈÏÍÅ ÔÒÕÔÈÓ ÁÂÏÕÔ ÔÈÅ ÄÉÓÉÎÔÅÇÒÁÔÉÎÇ ÃÌÉÑÕÅ ÏÆ ÁÒÒÏÇÁÎÔ ÙÏÕÎÇ ÍÁÌÅ ȰÇÅÎÉÕÓÅÓȱȢ  )Î 

Film 7, the legacy of /ÍÁ !ÕÆÓÃÈÒÅÙ ÂÅÁÒÓ ÆÒÕÉÔ ÉÎ (ÅÌÇÁȭÓ ÖÉÃÉÏÕÓ ÔÏÒÍÅÎÔÉÎÇ ÏÆ 3ÔÅÆÁÎȟ ÔÈÅ 

student film-maker.  Their sado-masochistic relationship is a mirror image of that of Ansgar 

and Olga in the past, but this time it is the woman who has the power. 

Hermann comes out of Film 6 quite badly, the nights in Dülmen seem long gone.  He is 

ÓÔÒÁÎÇÅÌÙ ÉÎÓÅÎÓÉÔÉÖÅ ÔÏ #ÌÁÒÉÓÓÁȭÓ ÄÉÓÔÒÅÓÓȢ  (Å ÒÅÍÁÉÎÓ ÐÉÑÕÅÄ ÂÙ ÈÅÒ ÁÂÁÎÄÏÎÍÅÎÔ ÏÆ ÈÉÓ ÎÅ× 

cello piece, and misses the chance to hold and comfort her (though she might not have let 

him).  He seems unable to see and feel for her as herself, rather than the tricky, insubstantial 

ÁÎÉÍÁ ÆÉÇÕÒÅ ÏÆ ÈÉÓ Ï×Î ÆÁÎÔÁÓÙȢ  7ÈÅÎ +ÅÎÎÅÄÙȭÓ ÂÅÒÅÆÔ ȰÃÈÉÌÄÒÅÎȱ ÇÁÔÈÅÒ ÆÏÒ ÃÏÍÆÏÒÔ ÉÎ ÔÈÅ 

Fuchsbau for the first time for over a year, it is Schnüßchen who is lyiÎÇ ÉÎ (ÅÒÍÁÎÎȭÓ ÌÁÐȢ 

In Film 7 he remembers that out of his hurt and anger he wanted his concert, with the 

ÆÉÇÕÒÅ ÏÆ ÔÈÅ ȰÁÂÓÅÎÔ ÃÅÌÌÏȱȟ ÔÏ ÂÅ Á ȰÇÅÓÔÕÒÅ ÏÆȢȢȢ ÐÒÉÄÅȱ ÁÉÍÅÄ ÁÔ #ÌÁÒÉÓÓÁȟ ÂÕÔ ÎÏ× ÓÈÅ ÄÏÅÓ ÎÏÔ 

even attend it.  He has no idea that she is sick.  It is not clear why none of his other friends 

ÃÏÍÅ ÔÏ ÈÉÓ ÃÅÌÅÂÒÁÔÏÒÙ ÐÁÒÔÙȢ  !ÒÅ ÔÈÅÙ ÄÅÔÅÒÒÅÄ ÂÙ 3ÃÈÎİħÃÈÅÎȭÓ ÎÁāÖÅÔÙ ÁÎÄ ÐÏÓÓÅÓÓÉÖÅÎÅÓÓȩ  

!ÒÅ ÔÈÅÙ ÅÍÂÁÒÒÁÓÓÅÄ ÂÙ ÔÈÅ ÃÒÕÄÅ ȰÁÂÓÅÎÔ ÃÅÌÌÏȱ ÓÙÍÂÏÌÉÓÍ ×ÈÉÃÈ ÌÏÏËÓ ÓÏ ÖÅÎÇÅÆÕÌ ÔÏ×ÁÒÄÓ 

Clarissa?  Or by not wholeheartedly admiring the music?  According to the elite musician 

Jean--ÁÒÉÅ ÉÔ ÉÓ ÔÈÅ ×ÏÒË ÏÆ Á ÓÏÒÃÅÒÅÒȭÓ ÁÐÐÒÅÎÔÉÃÅȟ ȰÄÅÒÉÖÁÔÉÖÅ ÂÕÔ ÔÁÌÅÎÔÅÄȢȱ  3ÏÍÅ ÁÒÅ 

preoccupied with their own relationships, which the ties that bound the group in the past may 

have become too weak to counter.  But whatever the reasons it is a turning point in the 
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disintegration of the group, that began when the senior students graduated, and will be more 

or less complete after the wedding next summer. 

It propels Hermann into the arms of Schnüßchen.  Not only Clarissa but the whole new 

×ÏÒÌÄ ÈÅ ÈÁÄ ÓÅÔ ÏÕÔ ÔÏ ÃÏÎÑÕÅÒ ÉÓ ÒÅÊÅÃÔÉÎÇ ÈÉÍȢ  (Å ÈÁÓ ÈÁÄ ÅÎÏÕÇÈ ÏÆ ȰÉÎÔÅÌÌÅÃÔÕÁÌȱ ×ÏÍÅÎ 

and creative people, and he finds refuge in an unchallenging, physically good relationship with 

this cheerful girl who shares his childhood memories and food and language, who loves him 

and comforts him, and idolises even what she cannot understand in his work. 

2ÅÍÅÍÂÅÒÉÎÇ ÔÈÅ ÔÒÁÕÍÁÔÉÃ ÁÂÏÒÔÉÏÎ ÁÎÄ ÉÔÓ ÏÕÔÃÏÍÅȟ #ÌÁÒÉÓÓÁ ÌÁÍÅÎÔÓ Ȱ) ÄÉÄÎȭÔ ×ÁÎÔ Á 

×ÏÍÁÎȭÓ ÌÉÆÅȢ  ) ×ÁÎÔÅÄ ÔÏ ÄÏ ÔÈÉÎÇÓ ÍÙÓÅÌÆȟ ÎÏÔ ÍÅÒÅÌÙ ÂÅ ÄÏÎÅ ÔÏȱȢ  4ÈÅÎ ÆÏÌÌÏ× ÍÁÎÙ ÄÁÙÓ ÁÔ 

the mercy of illness, medical procedures, the threat of legal action, the sentimentality of a 

hospital Christmas.  She is aware of her dependence on the two men originally responsible for 

her condition, Jean-Marie who paid for the illegal abortion but is now desperate to extricate 

himself from the consequences, and Volker who loves her deeply and whose love she finds 

oppressive. 

The friendship of Jean-Marie and Volker belies the gulf between their social origins.  They 

are both gifted musicians, and share a fastidious, sophisticated appreciation of their art.  

Among the most distinguished of the former students, they with Clarissa form according to 

!ÌÅØ ȰÔÈÅ (ÏÌÙ 4ÒÉÎÉÔÙȱ ÏÒȟ ÌÅÓÓ ËÉÎÄÌÙȟ Ȱ*ÕÌÅÓ ÅÔ *ÉÍȱȢ  *ÅÁÎ-Marie is a lonely intellectual, 

cynical, quite possibly gay, and once more from a troubled, though this time wealthy, family 

background.  Volker is his only close friend.  Jean-Marie is fascinated by Clarissa and even 

attracted by her blatant use of them both to provoke Hermann, but he has little sympathy for 

her predicament.  He is nonetheless rather touchingly concerned that the situation should not 

damage his relationship with Volker. 

Volker seems a simpler person, warm, understanding and in love.  Finding Clarissa ill, he 

gets her to hospital and will not leave until she is out of danger.  His face is worn and weary in 

ÔÈÅ ÃÁÒ ÁÓ ÔÈÅ Ô×Ï ÍÅÎ ×ÁÉÔ ÉÎ ÔÈÅ ÃÏÌÄ ÆÏÒ ÎÅ×Ó ÏÖÅÒÎÉÇÈÔ ɉȰ7Å Ô×Ï ÐÒÏÐÈÅÔÓ ÏÆ ÔÈÅ .Å× 

Music, sitting here ÌÉËÅ ÔÈÉÓȦȱɊ  (Ï×ÅÖÅÒ ÈÅ ÉÓ ÎÏÔ ÂÌÉÎÄ ÔÏ ÔÈÅ ÆÁÃÔ ÔÈÁÔ ÈÅ ÃÏÍÅÓ ÆÒÏÍ ÔÈÅ 

same everyday world of struggle as Clarissa herself and lacks the mystery and ambiguity that 

might leave her free. 

In hospital Clarissa seeks to recover her sense of herself but then comes the moment where 

ÓÈÅ ÈÁÐÐÉÌÙ ÇÒÅÅÔÓ ÈÅÒ ÍÏÔÈÅÒ ÁÎÄ ÉÓ ÍÅÔ ×ÉÔÈ ÔÈÅ ÄÅÍÅÎÔÅÄ ÁÃÃÕÓÁÔÉÏÎȡ  Ȱ9ÏÕ ÍÕÒÄÅÒÅÓÓȦȱ  

Fleeing the mother, the hospital, the city where all her friends are away, she turns up doubly 

reflected in the window glass and in a wall mirror at the Fuchsbau.  She and Hermann huddle 

together in the cold, his hand bleeding from tearing wood from the fence, both trying to get 

the stove alight.  They start to talk from their hearts, and then, in fear and love, repel each 

other with the words they least want to say.  When she crawls into the bed they hold each 

other, weeping.  They are crippled with fear, she of losing her freedom, he of losing her and, in 

ÔÈÁÔ ÈÕÒÔȟ ÈÉÍÓÅÌÆȢ  )Î ÔÈÅ ÃÏÌÄ ÅÁÒÌÙ ÍÏÒÎÉÎÇ ÔÈÅÙ ÐÌÁÙ ÁÎÄ ÓÉÎÇ ÔÈÅ ÔÅÎÄÅÒ Ȱ7ĘÌÆÅÌÉÅÄȱȢ 
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4ÈÉÓ &ÕÃÈÓÂÁÕ ÓÅÃÔÉÏÎ ÃÏÎÔÁÉÎÓ ÔÈÅ ÉÃÏÎÉÃ Ȱ*ÁÎÕÓ-ÆÁÃÅÄȱ ÉÍÁÇÅ ÏÆ (ÅÒÍÁÎÎ ÁÎÄ #ÌÁÒÉÓÓÁȟ 

but that now seems self-conscious and contrived, in comparison with images from the earlier 

ÆÉÌÍÓȢ  -ÏÓÔ ÏÆ ÔÈÅ ÔÉÍÅȟ ÁÔ ÌÅÁÓÔ ÐÒÉÏÒ ÔÏ ÔÈÅ Ȱ7ĘÌÆÅÌÉÅÄȱ ÓÅÑÕÅÎÃÅȟ ÔÈÅ ÐÏ×er of the scene lies 

not so much in the images, as in the dialogue and performances.  The simple truthful words, 

what is said and not said, done and not done, the humour and the pain, are on a level with the 

scenes of Otto with Maria, or Hermännchen with Klärchen, and leave nothing more to be said. 
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ΰȢγ &ÉÌÍ ζȡ  ! ×ÅÄÄÉÎÇ ×ÈÅÒÅ ÎÏÔÈÉÎÇ ÉÓ ÁÓ ÉÔ ÓÅÅÍÓȟ ÁÎÄ ÔÈÅ ÓÅÃÏÎÄ Ȭ(ÅÉÍÁÔȭÉÓ ÉÎÖÁÄÅÄ ÂÙ ÔÈÅ 

first, followed  by exile. 

4ÈÅ ÆÉÒÓÔ ÐÁÒÔ ÏÆ &ÉÌÍ β ÔÒÁÃÅÓ (ÅÒÍÁÎÎȭÓ ÁÌÍÏÓÔ ÁÂÓÅÎÔ ÍÉÎÄÅÄ ÄÒÉÆÔ ÉÎÔÏ ÍÁÔÒÉÍÏÎÙȢ  )Ô 

follows Schnüßchen, homely, lively, energetic, as she revisits her beloved family in 

Schneppenbach, tries to console Juan with her own warm energy and some inappropriately 

practical suggestions, and hunts for a flat.  She is unable to understand why Hermann has cut 

himself off from the Hunsrück and tries to persuade him to go back for a visit.  The beautiful 

Jugendstil apartment, where she takes him to babysit for her colleague, is a revelation.  A new 

location, presumably chosen and designed for the current style of camera work, shows that it 

too can produce a lovely scene of light and movement.  On the DVD, the simplicity of the 

space and the Japanese furnishings, the huge window with delicately coloured stained glass, 

the high ceiling, all in white, allow subtle lighting to work in a new and quite different way.  

But in the cinema once more the tones of this scene were much heavier, and curiously this 

time the darkening effect seemed not at all enriching, only damaging, working against the 

delicacy of tone and subtlety of light.  Taking all three films , 6 through 8, such comparisons 

leave one disturbed by the fragility of the art, its vulnerability to the condition of medium and 

ÅÑÕÉÐÍÅÎÔȟ ÁÎÄ ÉÔÓ ÄÅÐÅÎÄÅÎÃÅ ÏÎ ÔÈÅ ÁÕÄÉÅÎÃÅȭÓ ÓÕÂÊÅÃÔÉÖÅ ÐÅÒÃÅÐÔÉÏÎÓȢ 

§ 

The ÃÏÕÐÌÅȭÓ Ȭ*ÁÐÁÎÅÓÅȭ ÎÉÇÈÔ ÉÓ ÈÅÁÒÔ×ÁÒÍÉÎÇ ÁÎÄ ÆÕÎÎÙȟ ÔÈÅÙ ÁÒÅ ÓÏ ÃÏÍÆÏÒÔÁÂÌÅ ×ÉÔÈ ÅÁÃÈ 

ÏÔÈÅÒȢ  (ÅÒÍÁÎÎ ÐÌÁÙÓ ÁÌÏÎÇ ×ÉÔÈ 3ÃÈÎİħÃÈÅÎȭÓ ÓÅÎÓÅ ÏÆ ÆÕÎȟ ÆÅÅÌÓ ÁÌÉÖÅ ÁÎÄ ÅÍÐÏ×ÅÒÅÄȟ ÁÎÄ 

lets go of his inner conflicts.  But when he sleeps it is Clarissa he dreams of, while at the same 

time, travelling through the night to study in Paris, Clarissa is dreaming of him, and in the 

film their dreams become entwined. 

Hermann is now quite content with his lifestyle, working quietly alone by day in the 

Fuchsbau, where his friends can come and go and talk half the night.  For once he does not 

feel a need to run away.  But Schnüßchen is bent on their finding themselves a flat, and to 

impress an estate agent, she persuades him to pretend that they intend to get married.  

Afterwards, as it becomes ever clearer to them both, even to poor Schnüßchen, how little she 

ÕÎÄÅÒÓÔÁÎÄÓ ÁÂÏÕÔ ÈÉÍȟ ÉÎ ÓÏÍÅ ÃÏÎÆÕÓÉÏÎ ÁÎÄ ÕÎÅÁÓÉÎÅÓÓ ÈÅ ÓÁÙÓ ÓÐÅÃÕÌÁÔÉÖÅÌÙȡ  Ȱ7ÈÁÔ ÉÆ ×Å 

ÒÅÁÌÌÙ ÄÉÄ ÉÔȩȱ  )Î ÒÅÔÒÏÓÐÅÃÔ ÈÅ ÒÅÆÌÅÃÔÓ ÔÈÁÔ Á ÔÈÏÕÇÈÔ ÉÓ ÍÅÒÅÌÙ Á ÆÁÎÔÁÓy until it is expressed, 

but then it becomes a reality.  From then on, Hermann, passive as ever, drifts along with it, 

almost as though it were a game. 
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The rest of the film is the story of the wedding.  It is a strange story in which nothing is as it 

seemsȢ  )Ô ÉÓ ÓÕÍÍÅÄ ÕÐ ÂÙ !ÌÅØȟ ×ÈÅÎ ÈÅ ÁÎÎÏÕÎÃÅÓȡ  Ȱ%ÖÅÒÙÔÈÉÎÇ ÉÓ ÍÅÁÎÉÎÇÌÅÓÓ ÂÕÔ ÎÏÔÈÉÎÇ 

ÈÁÐÐÅÎÓ ÂÙ ÃÈÁÎÃÅȱȢ  &ÏÒ Á ÓÔÁÒÔ ÔÈÅ ÆÅÓÔÉÖÉÔÉÅÓ ÁÔ ÔÈÅ &ÕÃÈÓÂÁÕ ÁÐÐÅÁÒ ×ÁÙ ÏÖÅÒ ÔÈÅ ÔÏÐ ÆÏÒ Á 

student wedding.  It seems as though they are being hosted by Fräulein Cerphal.  Frau Ries in 

ÏÎÅ ÏÆ ÔÈÅ Ȱ&ÒÁÇÍÅÎÔÓȱ ÉÓ ÆÕÌÌ ÏÆ ÄÅÌÉÇÈÔ ÂÅÃÁÕÓÅ ÏÎÃÅ ÁÇÁÉÎ ÓÈÅ ÉÓ ÁÂÌÅ ÔÏ ÃÏÏË Á ÇÒÅÁÔ ÍÅÁÌ ÏÆ 

thirteen courses as she did in the old days, when the family was prosperous and influential.  

The scale of the meal, the elaborate preparations and expensive staffing for it must be costing 

a fortune.  It looks like the swansong of the haute bourgeoisie whom the students so despise, 

though they are happy to enjoy the feast.  But in fact the person actually paying for it is 

3ÃÈÎİħÃÈÅÎȭÓ ÆÁÔÈÅÒ, a laughing, unassuming Hunsrück farmer. 

For this is not a rich bourgeois wedding, but that of two young Hunsrück villagers.  A few 

of their relatives come, and there is an uncomfortable social gulf between the Hunsrückers 

ÁÎÄ (ÅÒÍÁÎȭÓ ÃÉÒÃÌÅ ÏÆ -ÕÎÉÃÈ ÆÒÉÅÎÄÓȟ ÁÎ Á×Ë×ÁÒÄ ÅÎÃÏÕÎÔÅÒ ÏÆ ÔÈÅ ÏÌÄ Ȭ(ÅÉÍÁÔȭ ×ÉÔÈ ÔÈÅ 

new.  Schnüßchen, entirely unselfconscious and without social pretensions, welcomes her 

father with delight when he (alone of her huge family) arrives cheerful and late, and she is 

very happy too to meet Marie-Goot, Pauline and her grand-daughter Jacquelinchen from 

Schabbach.  But Hermann squirms with embarrassment at what his relations say and do, and 

is not helped by the obvious condescension of Jean-Marie and Volker and the rest.  Pauline 

loudly presents the couple with two rings from the shop in Simmern and insists they wear 

them.  Marie-'ÏÏÔ ÎÏÔÉÃÅÓ ÔÈÅ ÆÕÎÎÙ ×ÁÙ (ÅÒÍÁÎÎȭÓ ÆÒÉÅÎÄÓ ÌÏÏË ÁÔ ÈÉÍ ÓÏÍÅÔÉÍÅÓȟ ÁÎÄ ÁÓ 

Kath would have done in the past, warns him about it and reprimands him for never coming 

ÈÏÍÅȡ  Ȱ3ÏÍÅÏÎÅ ÈÁÓ ÔÏ ÓÁÙ ÉÔ ÔÏ ÙÏÕȢȢȢ )ÔȭÓ ÎÏÔ ÅÁÓÙ ÆÏÒ ÕÓ ÅÉÔÈÅÒȱȢ  7ÉÔÈ ÔÈÅ ÁÒÒÉÖÁÌ ÏÆ 

3ÃÈÎİħÃÈÅÎȭÓ ÆÁÔÈÅÒȟ ÔÈÅ (ÕÎÓÒİÃË ÃÏÎÔÉÎÇÅÎÔ ÇÁÉÎÓ ÃÏÎÆÉÄÅÎÃÅȟ ÁÎÄ (ÅÒÍÁÎÎ ÉÎ ÓÈÏÃË 

ÐÅÒÃÅÉÖÅÓ ÔÈÁÔ ÈÉÓ ÎÅ× Ȭ(ÅÉÍÁÔȭ ÉÓ ÎÏ× ÕÎÄÅÒ ÏÃÃÕÐÁÔÉÏÎ ÆÒÏÍ ÔÈÅ ÏÌÄȢ  /ÎÌÙ ÈÉÓ mother is 

absent.  Her presence there is almost unimaginable.  By the end of the evening all the 

Hunsrückers, including Hermann and Clemens, are gathered in the kitchen, helping with the 

×ÁÓÈÉÎÇ ÕÐ ÁÎÄ ÓÉÎÇÉÎÇ ÁÎ ÕÎÃÏÍÆÏÒÔÁÂÌÅ ÓÏÎÇ ÁÂÏÕÔ Ȱ+ÌßÒÃÈÅÎ ÆÒÏÍ ÔÈÅ 3ÁÈßÒÃÈÅÎȱȢ  ,ÁÔÅÒ 

they come crowding into the new flat with the bride and groom, heaving furniture, and 

needing help to find their lodging. 

4ÈÅ ÓÕÐÅÒÃÉÌÉÏÕÓ ÒÅÁÃÔÉÏÎ ÏÆ (ÅÒÍÁÎÎȭÓ -ÕÎÉÃÈ ÆÒÉÅÎÄÓ ÉÓ ÎÏÔ ÊÕÓÔ ÓÎÏÂÂÅÒÙȢ  4ÈÅÙ ÁÒÅ 

unhappy about this marriage, ÓÁÄÄÅÎÅÄ ÂÙ ÔÈÅ ÆÁÌÓÅÎÅÓÓ ÉÎ (ÅÒÍÁÎÎȭÓ ÓÉÔÕÁÔÉÏÎȢ  4ÈÅ ÍÉØ ÏÆ 

moods and cultures is reflected in the music ɀ the elegant harpist engaged by Hermann, the 

ÂÁÎÄ ÐÌÁÙÉÎÇ 6ÏÌËÅÒȭÓ ÔÅÁÓÉÎÇ ×ÅÄÄÉÎÇ-present composition blown off course by the wind, 

2ÅÎÁÔÅȭÓ ÈÉÌÁÒÉÏÕÓ Ȭ4ÁÎÇÏ Äȭ!ÍÏÒÅȭȟ *ÅÁÎ--ÁÒÉÅȭÓ ÓÔÙÌÉÓÈ ÁÃÔȟ ÔÈÅ (ÕÎÓÒİÃË ÓÏÎÇÓȟ ÔÈÅ 

Beethoven played quietly by Volker to Jean-Marie, when everyone else has dispersed through 

ÔÈÅ ÈÏÕÓÅ ÁÎÄ ÇÁÒÄÅÎȟ "ÅÁÔÌÅÓȭ ÍÕÓÉÃ ÆÏÒ ÄÁÎÃÉÎÇ ÁÔ ÔÈÅ ÅÎÄȢ  &ÒßÕÌÅÉÎ #ÅÒÐÈÁÌȭÓ ×ÅÄÄÉÎÇ 

present (to a musician and composer) is a beautiful antique musical box, mechanically 

producing tunes that delight the bride.  One wonders if the irony is unconscious or intended 

ÏÎ &ÒßÕÌÅÉÎ #ÅÒÐÈÁÌȭÓ ÐÁÒÔȢ 

The party breaks up into small groups and couples, installing themselves in separate 

corners of the location.  Unlike the party in Film 3, this one does not give the impression of 

flowing through space and time regardless of where the camera is focussed.  Relationships 
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start to crumble.  Early on, Renate, overconfident, loses the lawyer Dr Bretschneider to a 

triumphant Frau Moretti, and Juan loses his companion, Anniki, to Rob, the young 

cameraman.  Stefan finds Helga with a gorgeous trumpeter with a romantic Russian name, 

and starts a drunken fight.  Even ScÈÎİħÃÈÅÎȭÓ ȰÐÅÒÆÅÃÔ ÃÏÕÐÌÅȱ ÏÆ ÆÒÉÅÎÄÓ ÄÅÐÁÒÔ ÉÎ ÔÈÅ ÔÈÒÏÅÓ 

of a fierce marital row. 

Now and then scenes of the wedding have been intercut with glimpses of Clarissa.  In Paris 

she is competing for a Californian scholarship.  She performs for the Professor in a great glass 

studio where the black and white images regain luminescence.  Light gleams softly on the 

ÃÅÌÌÏȟ ÁÓ ÉÔ ×ÉÌÌ ÌÁÔÅÒ ÇÌÁÎÃÅ ÆÒÏÍ ÔÈÅ ÄÒÕÍ ÏÆ &ÒÁÕ #ÅÒÐÈÁÌȭÓ ÍÕÓÉÃÁÌ ÂÏØȢ  #ÌÁÒÉÓÓÁ ÃÁÎ ÏÎÌÙ 

play the lightness of French music with German sadness.  She returns to Munich and arrives at 

the Fuchsbau late in the day.  Just Volker and Jean-Marie notice her.  Hermann, Volker tells 

ÈÅÒȟ ÉÓ ȰÉÎ (ÕÎÓÒİÃË ÈÅÁÖÅÎȱȢ  "ÕÔ ÔÈÅÎ ÔÈÅ ÈÁÐÐÙ ÃÏÕÐÌÅ ÁÐÐÅÁÒ ÁÎÄ ÓÈÅ ÉÓ ÁÂÌÅ ÔÏ ÇÉÖÅ ÔÈÅÍ Á 

present of soup spoons, with Á ÎÏÔÅ ÓÁÙÉÎÇ ÌÉÔÅÒÁÌÌÙ ȰÇÏÏÄ ÌÕÃË ×ÉÔÈ ÄÉÓÈÉÎÇ ÏÕÔ ÔÈÅ ÓÏÕÐȱȟ 

×ÈÉÃÈ ÃÁÎ ÍÅÁÎ ȰÆÁÃÉÎÇ ÔÈÅ ÍÕÓÉÃȱȢ  0ÌÁÙÉÎÇ ÔÈÅ ÍÕÓÉÃÁÌ ÂÏØ ÓÈÅ ÍÕÒÍÕÒÓ Ȱ,ÏÎÇ ÌÉÖÅ ÔÈÅ 

ÍÕÓÉÃȱȟ ÁÓ (ÅÒÍÁÎÎ ×ÁÔÃÈÅÓ ÈÅÒȟ ÓÐÅÅÃÈÌÅÓÓȢ  (ÅÒÍÁÎÎ ÁÎÄ 3ÃÈÎİħÃÈÅÎ ÁÒÅ ÇÏÉÎÇ ÈÏÍÅ ÁÎÄ 

their relatives leave with them.  In the small bare spaces of their little flat, the camera finds 

beautiful images. 

Volker continues to play Ravel, Clarissa has over a month before taking up the Californian 

scholarship, he wants her to spend a couple of days with him but she fends him off.  She finds 

ÓÏÍÅÔÈÉÎÇ ÔÏ ÅÁÔȟ ÆÒÏÍ ÔÈÅ ÌÅÆÔ ÏÖÅÒ ×ÒÅÃËÁÇÅ ÏÆ ÔÈÅ ÍÅÁÌȡ  Ȱ3Ï ÔÈÁÔ ×ÁÓ (ÅÒÍÁÎÎȭÓ ×ÅÄÄÉÎÇȢ  

.Ï× ÉÔȭÓ ÁÌÒÅÁÄÙ ÐÁÓÔ ÈÉÓÔÏÒÙȢȱ  !Ó #ÌÁÒÉÓÓÁ ÁÎÄ 6ÏÌËÅÒ ÔÁÌË ÂÙ ÔÈÅ ÐÉÁÎÏȟ ÔÈÅÉÒ ÆÁÃÅÓ ÁÒÅ 

ÄÅÌÉÃÁÔÅÌÙ ÐÏÒÔÒÁÙÅÄȟ 6ÏÌËÅÒȭÓ ÆÁÃÅ ÓÈÏ×ÉÎÇ Åvery movement of his feelings, as subtly as his 

ÆÉÎÇÅÒÓ ÔÏÕÃÈ ÔÈÅ ËÅÙÓȢ  4ÒÁÐÐÅÄ ÂÅÔ×ÅÅÎ 6ÏÌËÅÒȭÓ ÊÅÁÌÏÕÓÙ ÁÎÄ ÈÅÒ Ï×Î ÌÏÓÓȟ #ÌÁÒÉÓÓÁ ÂÒÉÅÆÌÙ 

loses control and throws crockery.  No one notices. 

All this time Juan has been on his own out in the garden, even after it started to rain.  His 

face grew grim during the meal, and afterwards he more or less withdrew.  He has played a 

while with the clockwork songbirds in a cage, another antique musical box belonging to the 

house.  Once again people round him, even he himself, are treasuring the artificial nightingale, 

a bird with no soul.  Ostensibly he is unhappy because Anniki, who came with him, has 

deserted him for Rob.  But his sadness goes back a long way.  He sees his friends very clearly, 

recognising their pain, and when he voices it, they turn away from him, like Renate in the 

previous episode, to keep their illusions.  He remains alone, watching what is happening to 

ÔÈÅ ÏÔÈÅÒÓȟ ÅÓÐÅÃÉÁÌÌÙ ÔÏ (ÅÒÍÁÎÎ ÁÎÄ #ÌÁÒÉÓÓÁȢ  Ȱ4ÈÉÓ ÌÁÎÄ ÉÓ ×ÉÔÈÏÕÔ ÐÉÔÙ ÁÎÄ ×ÉÔÈÏÕÔ ÊÏÙȱȟ he 

told Schnüßchen earlier in the year, and would not let her comfort him.  He has no family, no 

ÏÎÅ ÔÏ ÒÅÌÙ ÏÎȟ ×ÈÏ ËÎÏ×Ó ×ÈÏ ÈÅ ÉÓȢ  Ȱ9ÏÕ ÁÒÅ ÓÐÅÃÉÁÌȱȟ ÓÁÉÄ 3ÃÈÎİħÃÈÅÎ ÁÔ ÔÈÁÔ ÔÉÍÅȟ ÂÕÔ ÈÅ 

ÒÅÐÌÉÅÄȡ Ȱ!Èȟ )ȬÍ Á .ÏÂÏÄÙȢ  ! ×ÉÎÅ ×ÉÔÈÏÕÔ Á ÌÁÂÅÌȢ  .Ï ÏÎÅ ÎÏÔÉÃÅÓ ÉÆ ) ÄÉÓÁÐÐÅÁÒȢȱ  (Å ÉÓ ÔÈÅ 

opposite of herself, the person her bright warmth cannot reach, like Hermann, someone 

whose darkness she does not understand. 

Now, he becomes a kind of lightning conductor for the energies sparking around him.  His 

suicide attempt releases a storm among the others.  Helga screams and clings to her new man.  

Stefan and Reinhard fall into the violent fight that has been pending between them for 
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months if not years.  Clarissa rushes to help Juan.  She calls to him desperately, almost as 

though it were Hermann, whose virtual self destruction too she has failed to prevent.  Volker 

ÔÅÌÌÓ ÈÅÒ ÈÅ ÌÏÖÅÓ ÈÅÒȟ ÓÈÅ ÒÅÐÌÉÅÓȡ  Ȱ6ÏÌËÅÒȟ ÐÌÅÁÓÅ ÎÅÖÅÒ ÕÓÅ ÔÈÁÔ ×ÏÒÄ ÁÇÁÉÎȢȢȢȱ 

/ÌÇÁ ÕÎÅØÐÅÃÔÅÄÌÙ ÆÉÎÄÓ ÔÈÅ ÓÔÒÅÎÇÔÈ ÔÏ ÓÔÁÙ ÃÁÌÍ ÁÎÄ ÃÏÍÆÏÒÔ ÔÈÅ ȰÄÒÅÁÍÅÒȱȟ *ÕÁÎȟ ÓÁÙÉÎÇ 

ÔÏ ÂÏÔÈ ÈÉÍ ÁÎÄ !ÌÅØȡ  Ȱ7ÈÙ ÄÏ ÙÏÕ ÔÁÌË ÁÂÏÕÔ ÅÖÅÒÙÔÈÉÎÇ ÅÌÓÅȟ ÂÕÔ ÎÏÔ ÁÂÏÕÔ ÙÏÕÒÓÅÌÖÅÓȟ ÙÏÕ 

ÓÔÕÐÉÄ ÇÕÙÓȩ ȢȢȢ 0ÈÉÌÏÓÏÐÈÙ ÙÅÓȟ ÂÕÔ ÊÕÓÔ ÌÏÏË ÁÔ ÙÏÕÒÓÅÌÖÅÓȦȱȢ  !ÌÅØȟ ÒÅÖÅÁÌÉÎÇ ÁÌÌ ÔÈÅ ÐÏÖÅÒÔÙ ÏÆ 

his intellectual defences, screams at pooÒ *ÕÁÎȡ  ȰȢȢȢ)ÔȭÓ ÉÍÐÏÓÓÉÂÌÅȟ ÉÔȭÓ Á ÐÅÒÓÏÎÁÌ ÁÔÔÁÃË ÏÎ ÍÅȦ 

ȢȢȢ 7ÅȭÒÅ ÒÁÔÉÏÎÁÌ ÈÕÍÁÎ ÂÅÉÎÇÓȟ ÉÔȭÓ ÉÍÍÏÒÁÌȦȱ  "ÕÔ /ÌÇÁ ÈÏÌÄÓ ÁÎÄ ÐÒÏÔÅÃÔÓ *ÕÁÎȢ 

Stefan is utterly beside himself, he reloads the gun, Fräulein Cerphal seizes it and delivers 

her ultimatum.  She has had enough, she wants them all out of her house and garden for good, 

she never wants to see them again, they have all let her down.  Alex too, who was hoping to 

ÉÎÈÅÒÉÔ (ÅÒÍÁÎÎȭÓ ÒÏÏÍȟ ÉÓ ÅØÐÅÌÌÅÄȢ  3ÔÕÎÎÅÄ ÁÎÄ ÄÉÓÔÒÁÕÇÈÔȟ ÔÈÅ ÇÒÏÕÐ ÆÉÌÅ ÐÁÓÔ ÌÕÍÉÎÏÕÓ, 

empty glasses on the deserted table.  They gather silently beyond the house like chastened 

children, dwindling in a soaring crane shot. 
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2.6 Film 9:  The eternal daughter: guilty memories destroy the house, a guardian deity cannot 

protect it.  

From the first frame of this film we are back in the world of subtle light and focus and 

depth of distance, not Gernot Roll this time, but Christian Reitz who trained with him.  The 

light falls on the house, in the leaves and trees, on Juan, on Fräulein Cerphal herself in close 

ÕÐȟ ÁÎÄ ÏÎ &ÒÁÕ 2ÉÅÓȭ ÇÅÎÔÌÅ ÆÁÃÅ ÔÈÏÕÇÈ ÔÈÅ ×ÉÎÄÏ× ÏÆ Á ÃÁÒȢ  )Ô ÓÈÉÎÅÓ ÔÈÒÏÕÇÈ ÐÅÔÁÌÓ ÏÆ Á 

white rhododendron.  Again we have the texture of skin on a face, the complex structure of a 

face half in sunlight, the sheen of silky clothes.  CerÐÈÁÌȭÓ ÖÏÉÃÅ ×ÈÅÎ ÓÈÅ ÓÐÅÁËÓ ÑÕÉÅÔÌÙ ÉÓ 

beautiful too, a kind of music.  At one point in a conversation with Frau Ries in the hall, they 

almost sing to each other, though what they are saying is quite harsh.  Her father has not long 

to live, but she brightÌÙ ÉÇÎÏÒÅÓ ÔÈÅ ×ÁÒÎÉÎÇȢ  Ȱ9ÏÕȭÖÅ ÓÔÁÙÅÄ Á ÒÉÇÈÔ ÃÈÉÌÄȱȟ &ÒÁÕ 2ÉÅÓ ×ÅÁÒÉÌÙ 

tells her. 

Fräulein Cerphal watches Juan in the garden, building his mosaic along the path.  She has 

let him, alone of the student group, stay on at the house, and wants to care for him.  But as the 

ÓÔÏÒÙ ÐÒÏÇÒÅÓÓÅÓ ÉÔ ÉÓ ÎÏ ÌÏÎÇÅÒ ÃÌÅÁÒ ×ÈÏ ÉÓ ÃÁÒÉÎÇ ÆÏÒ ×ÈÏÍȢ  *ÕÁÎȭÓ ÍÏÓÁÉÃ ÉÓ Á ÇÒÅÁÔ )ÎÃÁ-

inspired deity, set to keep ironic watch over the house and its inhabitants.  But later, when 

Juan wanders the city at night with his slightly bow-legged walk, it seems that the image also 

represents himself.  It is the jester, the tumbler, a dancing spirit.  There is a scene where Juan 

in meditation performs a headstand on the head of the image, so that for a moment they are 

one. 

Seen for the first time, this film about Fräulein Cerphal felt like a distraction from the 

stories of the young people.  But watched again, it emerges as very powerful.  This middle-

ÁÇÅÄ ×ÏÍÁÎ ÈÁÓ ȰÌÏÓÔȱ Ô×ÅÎÔÙ ÙÅÁÒÓ ÏÆ ÈÅÒ ÌÉÆÅ ÌÉÖÉÎÇ ÉÎ ÔÈÅ ÓÈÁÄÏ× ÏÆ ÈÅÒ ÆÁÔÈÅÒ ÁÎÄ ÏÆ ÈÅr 

own unexamined complicity in his wrongdoings and wealth, ill-gotten at the expense of the 

'ÏÌÄÂÁÕÍ ÆÁÍÉÌÙȢ  3ÈÅ ÈÁÓ ÒÅÍÁÉÎÅÄ ÉÎ×ÁÒÄÌÙ Á ÃÈÉÌÄȟ ÕÎÁÂÌÅ ÔÏ ÄÏ ×ÉÔÈÏÕÔ ÔÈÅ ȰÐÒÏÔÅÃÔÉÏÎȱ 

that he offered her from knowledge that she nonetheless could not avoid.  All along it has 

been to her neediness, tolerance and generosity that the students have owed the life of their 

ÓÅÃÏÎÄ Ȭ(ÅÉÍÁÔȭȢ  (ÅÒ ÈÏÕÓÅ ÈÁÓ ÂÅÅÎ ÔÈÅÉÒ ÒÅÆÕÇÅ ÆÏÒ ÙÅÁÒÓȟ ×ÈÅÒÅ ÔÈÅÙ ÈÁÖÅ ÔÁÌËÅÄ ÈÁÌÆ ÔÈÅ 

night, and discussed all manner of wild questions of art and politics, protest and freedom.  The 

guilty legacy that has stunted her life has moulded the society they are growing up in, and 

they in turn have brought new and turbulent life to it.  Now she has expelled them from the 

house, to which in this film the lovely shadows have returned, and it is empty, the gate locked. 
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She is herself a victim as well as a perpetrator of the evil that was done.  She lived at a time 

×ÈÅÎ ȰÏÒÄÉÎÁÒÙȱ ÊÅÁÌÏÕÓÙ ÏÒ ÂÅÔÒÁÙÁÌ ÏÆ ÏÔÈÅÒÓ ÃÏÕÌÄ ÌÅÁÄ ÎÏÔ ÏÎÌÙ ÔÏ ÔÈÅÉÒ ÅÍÏÔÉÏÎÁÌ ÈÕrt but 

to their death in Dachau.  Her life reflects something of the mechanism of collaboration.  

Infantilised by her dominating father, she is now seeking to identify with a young generation 

to whom her complicity and denial are anathema.  Movingly the students who know her 

personally do not reject her out of hand, they respect her as another human being, in spite of 

their suspicions about her past.  To them the issues seem unequivocal, but she is already at an 

age to know the complexity and confusion of cowardice, and sometimes the futility of courage.  

Those of us who did not live as adults at that time, and are not German, and who are 

courageous only in words, have no right to judge. 

Her habitual strategy of avoiding unpleasantness has meant refusing to accept that her 

father has not long to live, leaving Frau Ries as his only faithful visitor.  Going now to see him 

in his luxurious nursing home, Fräulein Cerphal becomes the anxious, rather incompetent 

child that he treats her as.  It seems to be a lifelong pattern that neither wants to break.  He is 

preoccupied with putting his affairs in order, and impatiently gives her peremptory directions, 

but all the same he can be quite gentle to her when it occurs to him.  Again there are beautiful 

lighting effectsȟ ÔÈÅ ÄÁÕÇÈÔÅÒȭÓ ÒÉÃÈ ÄÁÒË ÄÒÅÓÓ ÁÎÄ ÂÌÁÃË ÈÁÔȟ ÔÈÅ ÏÌÄ ÍÁÎ ×ÈÉÔÅ ÁÍÏÎÇ ÈÉÓ 

white sheets, until suddenly the angle changes along with his mood and his face emerges in 

dark, strong lines.  We see him as she sees him, frail and formidable, feared and loved.  Later, 

following his order to go to the publishing house, her movements are eager and anxious, she 

trots like a child, and is fascinated by the mirrored pendulum of a clock.  Throughout the film 

the part is brilliantly played, a whole character in every posture and movement, in each facial 

feature, the petulant mouth, the little anxious frown, and especially the eyes. 

(ÅÒ ÈÉÌÁÒÉÏÕÓ ÁÄÖÅÎÔÕÒÅ ȰÂÕÒÇÌÉÎÇȱ ÈÉÓ ÏÌÄ ÃÏÍÐÁÎÙ ÏÆÆÉÃÅÓȟ ÂÅÉÎÇ ÐÉÃËÅÄ ÕÐ ÂÙ ÓÅÃÕÒÉÔÙ 

staff and the police, and disbelieved, ends with her being politely escorted home in a patrol 

car.  She finds Juan at the gate.  As they walk to the house, she reflects that she owes 

ÅÖÅÒÙÔÈÉÎÇ ÔÏ ÈÅÒ ÆÁÔÈÅÒȟ ÁÎÄ ÈÁÄ ÎÅÖÅÒ ÔÈÏÕÇÈÔ ÔÈÁÔ ÏÎÅ ÄÁÙ ÓÈÅ ÃÏÕÌÄ ÌÏÓÅ ÉÔ ÁÌÌȡ  Ȱ ȢȢȢ) ×ÁÓ 

taken for a criminal today, cÁÎ ÙÏÕ ÉÍÁÇÉÎÅȩȱ  Ȱ9ÅÓȟȱ ÓÁÙÓ *ÕÁÎȢ 

Returning next day to the publishing house for an official appointment, she is a little more 

dignified, and is treated with courtesy, if patronisingly.  The new management are curious to 

meet a member of the founding family, and see it as a publicity opportunity.  However, when 

she wishes to be alone she adopts an adult stance and firmly and effectively dismisses them 

ÆÒÏÍ ÈÅÒ ÆÁÔÈÅÒȭÓ ÏÆÆÉÃÅȢ 

Leafing through old photographs, she remembers how her father had not allowed her to 

ÁÃËÎÏ×ÌÅÄÇÅ ÔÈÅ ÔÒÁÇÅÄÉÅÓ ÔÈÁÔ ÈÁÐÐÅÎÅÄȡ  Ȱ#ÈÉÌÄȟ ÙÏÕ ÄÏÎȭÔ ÎÅÅÄ ÔÏ ×ÏÒÒÙȱ ɀ about deaths 

ÁÎÄ ÃÁÎÃÅÒȟ ÏÒ ÔÈÅ ÆÁÔÅ ÏÆ ÔÈÅ *Å×ÉÓÈ ÆÒÉÅÎÄ ÏÆ ÈÅÒ ÃÈÉÌÄÈÏÏÄ ÁÎÄ ÙÏÕÔÈȢ  "ÕÔ ÔÈÅ ȰÆÏÏÌÉÓÈȱ 

ÆÏÒÂÉÄÄÅÎ ÔÈÏÕÇÈÔÓ ÁÒÅ ÓÔÉÌÌ ÔÈÅÒÅȡ  Ȱ7ÏÎȭÔ ÙÏÕ ÈÅÌÐ ÍÅȟ 6ÁÔÉȟ ȢȢȢÓÁÙ ÓÏÍÅÔÈÉÎÇȦȱ ÓÈÅ ÐÌÅÁÄÓ ÔÏ 

the great empty chair.  On the way home she tries to cheer herself with shopping, then sits on 

ÈÅÒ ÂÅÄÒÏÏÍ ÆÌÏÏÒ ÅÁÔÉÎÇ ÃÈÏÃÏÌÁÔÅȡ  Ȱ)ȭÍ ÍÉÓÓÉÎÇ άΪ ÙÅÁÒÓȟ )ȭÖÅ ÍÉÓÌÁÉÄ ÔÈÅÍ ÓÏÍÅÈÏ×Ȣȱ 
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)Î ÔÈÅ ÓÏÆÔ ÃÏÌÏÕÒÅÄ ÌÉÇÈÔ ÏÆ ÈÅÒ ÆÁÔÈÅÒȭÓ ÒÏÏÍ ÔÈÁÔ ÅÖÅÎÉÎÇ ÈÅ ÍÁËÅÓ ÈÅÒ ÔÅÁÒ ÕÐ Á ȰÓÈÁÍȱ 

contract that records the true ownership of the house, she must remember the house belongs 

to her alone, and there is nothing for her to worry about.  Yet again, she clutches at the 

reassurance, and complies.  His only stipulation is that she should complete her studies, she 

must earn what she possesses.  This she does try to resist, but ignoring her protest he starts to 

×ÒÉÔÅ ÈÉÓ ×ÉÌÌȢ  4ÈÅ ÃÁÍÅÒÁ ÌÉÎÇÅÒÓ ÏÎ ÈÉÓ ÏÌÄ ÆÁÃÅ ÁÓ ÈÅ ÓÍÉÌÅÓ ÁÔ ÈÉÓ ÍÏÔÈÅÒȭÓ ÐÏÒÔÒÁÉÔȟ Ánd on 

his wasted hands, the right one paralysed, the left struggling to write.  This is not artificial 

ageing, the actor of this part must himself have been very old, and it is a powerful 

performance. 

4ÈÅ ÌÅÆÔ ÈÁÎÄȟ ÔÈÅ ÈÁÎÄ ȰÎÅÁÒ ÔÈÅ ÈÅÁÒÔȱ ÓÁÙÓ &ÒßÕÌÅÉÎ Cerphal, figures more than once in 

ÔÈÉÓ ÆÉÌÍȢ  4ÈÅ ÍÕÓÉÃ ÏÆ ÔÈÅ ÆÉÌÍ ÉÓ ÄÏÍÉÎÁÔÅÄ ÂÙ 6ÏÌËÅÒȭÓ ÐÅÒÆÏÒÍÁÎÃÅ ÏÆ 2ÁÖÅÌȭÓ ÃÏÎÃÅÒÔÏ ÆÏÒ 

the left hand.  Volker emerges as not only an impressive musician, but a warm, attractive man, 

with more maturity and emotional depth than Hermann.  Even Clarissa is susceptible to this 

and they become closer, though her dream of the F-ÈÏÌÅÓ ÏÆ (ÅÒÍÁÎÎȭÓ ȰÁÂÓÅÎÔ ȬÃÅÌÌÏȱ ÈÏÖÅÒÓ 

ÉÎ ÈÅÒ ÃÏÎÓÃÉÏÕÓÎÅÓÓȟ ÁÎÄ ÓÈÅ ÉÓ ÓÈÁËÅÎ ÔÏ ÍÅÅÔ 3ÃÈÎİħÃÈÅÎ ×ÉÔÈ (ÅÒÍÁÎÎȭÓ ÃÈÉÌÄ ɉȰ!ÎÄ 

ÍÉÎÅȱȟ 3ÃÈÎİħÃÈÅÎ reminds her).  Her mother is embarrassingly sycophantic to Volker, now 

ÔÈÁÔ ÔÈÅ ÆÏÒÍÅÒ ȰÓÅØ ÆÉÅÎÄȱ ÈÁÓ ÂÅÃÏÍÅ Á ×ÅÌÌ-known concert pianist.  Clarissa has returned 

from America to the arms of her mother and the pathetic and dreadful Dr. Kirschmayer.   For 

the sake of her music she still feels unable to walk away from the emotional trap they hold her 

in, which parallels the stranglehold in which Fräulein Cerphal is bound by her father. 

Hermann is struggling to continue composing, in the tiny flat with Schnüßchen and the 

baby and a lodger to help pay the rent, but no piano.  He deeply misses the Fuchsbau and all 

their friends, but is nonetheless devoted to his small family, and fascinated by the baby.  This, 

with his sense of humour, is keeping him afloat, though their life changes are clearly creating 

severe strains for both Schnüßchen and himself. 

2ÅÎÁÔÅ ÈÁÓ ÓÅÔ ÕÐ ÈÅÒ Ȭ5-"ÏÏÔȭ ÎÉÇÈÔ ÃÌÕÂ ×ÉÔÈ "ÅÒÎÄ ÆÒÏÍ ÔÈÅ ÙÏÕÎÇ ÆÉÌÍ-crew, and is in 

her element at last.  It is an ideal stage for her courageous personality and bizarre talent, and 

the remnants of the Fuchsbau group gather to patronise it.  Alex carries Juan away from his 

solitary pursuits to introduce him there.  On another evening, Juan wanders like a ghost 

through the city, literally a shadow at the edges of ÈÉÓ ÆÒÉÅÎÄÓȭ ÌÉÖÅÓȢ  (ÅÒÍÁÎÎȟ ÈÅÌÐÉÎÇ ÔÏ ÂÁÔÈ 

the baby, feels watched and, from a grill opening onto the stairs, sees a shadow disappearing 

ÂÅÌÏ×Ȣ  *ÕÁÎ ÁÒÒÉÖÅÓ ÁÔ ÔÈÅ ÃÏÎÃÅÒÔ ÈÁÌÌ ÁÔ ÔÈÅ ÍÏÍÅÎÔ 6ÏÌËÅÒȭÓ ÃÏÎÃÅÒÔ ÅÎÄÓȢ  $ÕÒÉÎÇ ÔÈÅ 

ensuing celebrations, ClarÉÓÓÁȭÓ ÍÏÔÈÅÒ ÇÌÉÍÐÓÅÓ ÈÉÍ ÔÈÒÏÕÇÈ Á ×ÉÎÄÏ× ÐÁÎÅȟ ÂÕÔ ×ÈÅÎ 

Clarissa looks for him, he is gone.  Is he really, as they believe, desperately lonely, or is he just 

watching?  In the course of this episode Juan appears in many guises, all possible, none 

mutually exclusive.  He can seem very grounded, working quietly on his mosaic, or small and 

helpless, hunting for his dropped key in a puddle.  He looks lonely and depressed in the city 

night, but becomes a powerful truth-teller over the Tarot cards in the Fuchsbau. 

Meanwhile Fräulein Cerphal has dutifully gone to the University, trying to choose yet 

another course to study.  Her hilarious conversation with an embarrassed professor takes 

place in a great classical gallery, where once again, as in the streets in Film 3, the action seems 
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to flow through the space while they walk, as students and others pass in and out of the 

screen, from and to unseen lives elsewhere.  When the professor departs in some disarray, he 

disappears down a huge staircase, with the camera following in a striking sequence for what 

feels like minutes on end, able to encompass a vast space of magnificent architecture, in 

which, when looking up, Cerphal is seen to remain alone.   

It is followed by the scene in the terrace-room at the Fuchsbau where Juan manipulates the 

Tarot cards for Fräulein Cerphal.  This is the high point of the film.  Again it is beautifully shot 

ÉÎ ÔÈÅ ÔÒÁÄÉÔÉÏÎ ÏÆ 'ÅÒÎÏÔ 2ÏÌÌȭÓ ÅÐÉÓÏÄÅÓȟ ÁÎÄ ÒÉÖÁÌÓ ÔÈÅ ×ÏÒË ÏÆ ÔÈÅ ÍÁÓÔÅÒȢ  4ÈÅ ÁÃÔÉÏÎ ÔÁËÅÓ 

place before the arch of the window recess and is reflected in a shining polished table in the 

immediate foreground.  The figures are dramatically back lit, but not so as to lose the illusion 

of texture and depth, which is preserved in all its delicacy in the close-ups.  Cerphal has to 

change her cigarette holder to her right hand, in order to use her left (again) to cut the cards, 

before Juan interprets the cards to demonstrate all that he has learned or intuited about the 

ÐÁÓÔ ÏÆ ÔÈÅ ȰÅÔÅÒÎÁÌ ÄÁÕÇÈÔÅÒȱȢ  (Å ÐÒÅÔÅÎÄÓ ÔÏ ÎÏ ÅÓÏÔÅÒÉÃ ËÎÏ×Ìedge, only to have 

ȰÒÅÃÏÎÓÔÒÕÃÔÅÄȱ ×ÈÁÔ ÈÅ ËÎÏ×Ó ÆÒÏÍ ÑÕÅÓÔÉÏÎÉÎÇ ÁÎÄ ÏÂÓÅÒÖÉÎÇ #ÅÒÐÈÁÌ ÁÎÄ 'ÁÔÔÉÎÇÅÒȢ  (ÅÒ 

face grows sharper and older as he speaks.  She claims to have been unimportant, just the 

ȰÇÒÁÃÅ-ÎÏÔÅȱ ÉÎ ÔÈÅ ÆÁÍÉÌÙȟ ÔÏ ×ÈÏÍ ÈÅÒ ÆÁÔÈÅÒ ÔÏÌÄ ÎÏÔÈÉÎg.  She tries to sidetrack him, or to 

ÓÔÏÐ ÈÉÍȢ  "ÕÔ ÈÅ ÁÃÃÕÓÅÓ ÈÅÒȡ  Ȱ9ÏÕ ËÎÅ× ÉÔ ÁÌÌȟ ÔÈÅ ÓÔÏÒÙ ÏÆ ÙÏÕÒ ÆÒÉÅÎÄ ÉÎ ÔÈÅ ÃÏÎÃÅÎÔÒÁÔÉÏÎ 

camp..., you know whom your house belongs to... You loved Herr Gattinger...  I think perhaps 

ÙÏÕ ÌÏÖÅ ÍÅ ÔÏÏȢȱ #ÅÒÐÈÁÌ ÂÒÉskly rises and departs, only to collapse on her bed, sobbing 

ÄÅÓÐÅÒÁÔÅÌÙȡ  Ȱ$ÁÄÄÙȟ ÄÏÎȭÔ ÄÉÅȟ ÄÏÎȭÔ ÌÅÁÖÅ ÍÅ ÁÌÏÎÅȢȢȢȦȱ *ÕÁÎ ÉÓ ÌÅÆÔ ÍÉÒÒÏÒÅÄ ÉÎ ÔÈÅ ÒÏÕÎÄ 

polished table, starting again to consult the cards ɀ for whom?  for himself? 

Curiously, in all this Juan seems to speak without passion.  Unlike Esther in the next 

episode, and unlike most of ourselves in such circumstances, he shows no sense of personal 

hurt, no sadistic need to confront someone with what they insist on denying, no envy, no 

Schadenfreude, no need to torment or take revenge.  Cerphal is in no sense his victim.  He 

seems to speak from a kind of naïve anger in the cause of truth, and from deep sadness for a 

life that has been stunted by guilt and wilful denial.  Maybe he too is suffering from the lonely 

responsibility of knowing a truth that others cannot bear and continue to deny.  And he does 

not have the skills to help them.  In the end his words change nothing, or not enough. 

-ÁÙÂÅ ÔÈÅÒÅ ÉÓ Á ËÉÎÄ ÏÆ ÃÈÁÎÇÅȢ  "ÁÃË ÉÎ ÈÅÒ ÆÁÔÈÅÒȭÓ ÏÆÆÉÃÅȟ Fräulein Cerphal toys with the 

ÒÅÖÏÌÖÅÒ ÓÈÅ ÈÁÓ ÆÏÕÎÄ ÉÎ Á ÄÅÓË ÄÒÁ×ÅÒȟ ÁÎÄ ÆÉÒÅÓ ÉÔ ÁÔ ÈÅÒ ÆÁÔÈÅÒȭÓ ÅÍÐÔÙ ÃÈÁÉÒȢ  ! ÄÉÍ ÁÎÇÅÒ 

at what he had done to her life?  Or at him for being about to die and leave her?  By one of 

those strange coincidences that happen at such times, it is the very moment at which, far off 

in the nursing home, her father dies.  Meanwhile the Fuchsbau has been invaded by a horde of 

socialist students for a protest meeting.  She is in the midst of all this bewildering anarchy, 

half laughingly protected by Juan, being harangued about the pending emergency legislation 

ÂÙ (ÅÌÇÁ ÁÎÄ !ÌÅØ ÁÎÄ ÔÈÅÉÒ ÆÒÉÅÎÄÓȟ ×ÈÅÎ &ÒÁÕ 2ÉÅÓ ÒÅÔÕÒÎÓ ×ÉÔÈ ÔÈÅ ÎÅ×Óȡ  Ȱ9ÏÕÒ ÆÁÔÈÅÒ ÉÓ 

dead.  And for me there will soon be nothing left to do.  You see, Fräulein Cerphal, that is the 

ÅÎÄ ÆÏÒ ÕÓȟ ÆÏÒ ÙÏÕ ÁÎÄ ÆÏÒ ÍÅȢȱ  4ÈÅ ÄÁÕÇÈÔÅÒȭÓ ÆÁÃÅ ÒÅÆÌÅÃÔÅÄ ÉÎ Á ×ÉÎÄÏ× ÆÏÒÅÓÈÁÄÏ×Ó ,ÕÌÕȭÓ 

at the end of Heimat 3. 
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The death bed scene in the nursing home starts in silence, apart from distant birdsong, 

footsteps and the creak of floorboards.  Everything is stark black and white.  Everywhere there 

are straight lines ɀ the wall panels, the dead body on the bed, the erect black figure of Fräulein 

Cerphal at the foot of the bed, reflected at an angle in a rectangular mirror, while Frau Ries 

also in black approaches the bed at right angles, followed in a more relaxed way by the nurse.  

After they have left, Elisabeth Cerphal sits curled on the floor by the bed, a living child, 

reading a letter in which the dead man stipulates that the house is hers but she will only come 

into the rest of her inheritance when she has obtained her degree. 

Finally, turning now to Gattinger for mutual protection and guided by him for his own 

ÉÎÔÅÒÅÓÔÓȟ #ÅÒÐÈÁÌ ÒÅÊÅÃÔÓ ÈÅÒ ÆÁÔÈÅÒȭÓ ÌÁÓÔ ÁÔÔÅÍÐÔ ÔÏ ÃÏÎÔÒÏÌ ÈÅÒ ÌÉÆÅȢ  There is to be no 

restitution to the Goldbaum family, but nor will she resume her studies, or keep the ill-gotten 

house, even though her father wanted to be buried near it and her.  The house is to be sold 

and demolished for development.  She and Gattinger are to travel and live off the proceeds.  

Ȱ3ÏÍÅ ÄÁÙ ÔÈÅÒÅ ÈÁÓ ÔÏ ÂÅ ÁÎ ÅÎÄ ÔÏ ÁÌÌ ÔÈÉÓ ÐÁÓÔȱȢ  .ÏÎÅÔÈÅÌÅÓÓȟ ÁÓËÅÄ ÂÙ ÔÈÅÉÒ ÌÁ×ÙÅÒ ÆÏÒ ÈÅÒ 

ÏÃÃÕÐÁÔÉÏÎȟ ÓÈÅ ÓÔÉÌÌ ÓÁÙÓ Ȱ3ÔÕÄÅÎÔȱȢ 

The lawyer leaves the house, whistling artificial birdsong.  The house and garden are as 

luminous as ever.  Juan is still building his mosaic.  There may seem no point in continuing 

with it, but he has not finished yet, and the credits roll over the unyielding dancing figure. 
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2.7 Film 10:  The house is a memory, but older memoriÅÓ ÃÌÁÉÍ ÖÉÃÔÉÍÓȠ Ȱ9ÏÕÒ ÓÔÏÒÙ ÉÓ ÍÙ ÓÔÏÒÙ 

ÎÏ×ȱȠ  ÔÈÅ ÌÅÎÓ Á ȰÇÌÁÓÓ ÅÙÅȱȩ  4ÈÅ !ÍÍÅÒÓÅÅ 

The house has been demolished, it is just a hole in the ground.  With it the longed for 

ÓÅÃÏÎÄ Ȭ(ÅÉÍÁÔȭ ÏÆ ÁÎ ÉÍÁÇÉÎÅÄ ÆÕÔÕÒÅ ÈÁÓ ÇÏÎÅ ÆÏÒ ÅÖÅÒȢ  4ÈÅ ÙÏÕÎÇ ÇÅÎÅÒÁÔÉÏÎ ÉÓ scattered 

into an everyday world of hard work and compromise.  The film-ÍÁËÅÒ 2ÅÉÎÈÁÒÄȭÓ ÓÈÏÃË ÁÔ 

ÁÒÒÉÖÉÎÇ ÔÈÅÒÅ ÁÆÔÅÒ Á ÙÅÁÒȭÓ ÁÂÓÅÎÃÅȟ ×ÉÔÈ ÆÉÓÔÆÕÌÓ ÏÆ ÉÃÅ ÃÒÅÁÍ ÃÏÎÅÓ ÆÏÒ ÈÉÓ ÆÒÉÅÎÄÓȟ ÔÏ ÆÉÎÄ ÎÏ 

house, the friends all dispersed, and Hermann pushing a baby in a pram, is a starting point for 

the film. 

(ÅÒÍÁÎÎ ÉÎ ÈÉÓ ÃÒÁÍÐÅÄ ÆÌÁÔ ÈÁÓ ×ÒÉÔÔÅÎ Á Ȱ2ÅÑÕÉÅÍȱ ÆÏÒ ÔÈÅ ÈÏÕÓÅȢ  (ÉÓ ÆÒÉÅÎÄÓ ÒÅÌÕÃÔÁÎÔÌÙ 

come together to play it for him ɀ unrehearsed student performance art, in which both he and 

they have lost faith.  4ÈÅÙ ÒÅÊÅÃÔ ÔÈÉÓ ÇÅÓÔÕÒÅ ÍÁÄÅ ÆÏÒ ÔÈÅÍ ȰÏÕÔ ÏÆ ÆÒÉÅÎÄÓÈÉÐȱȟ ÔÏ ÓÈÏ× ÔÈÅÍ 

ÔÈÁÔ ȰÔÈÅ &ÕÃÈÓÂÁÕ ×ÁÓ ÊÕÓÔ Á ÐÌÁÃÅȢȢȢ ÅÖÅÒÙÔÈÉÎÇ ÉÓ ÓÔÉÌÌ ÐÏÓÓÉÂÌÅ ÆÏÒ ÕÓȢȢȢ ÎÏÔÈÉÎÇ ÉÓ ÌÏÓÔȱȢ  (ÉÓ 

ÏÐÔÉÍÉÓÍ ÓÅÅÍÓ ÌÅÓÓ ÔÈÁÎ ÃÏÎÖÉÎÃÉÎÇȟ ÌÉËÅ ÈÉÓ ÐÏÌÉÔÅ ÉÎÖÉÔÁÔÉÏÎ ÔÏ #ÌÁÒÉÓÓÁ ɉȰ3ÃÈnüßchen 

×ÏÕÌÄ ÂÅ ÓÏ ÈÁÐÐÙȱɊȟ ÁÎÄ ÔÈÅÙ ÄÅÓÅÒÔ ÈÉÍ ÁÇÁÉÎȢ 

#ÌÁÒÉÓÓÁ ÉÓ ÈÅÁÖÉÌÙ ÐÒÅÇÎÁÎÔ ÁÎÄ ÄÕÅ ÁÆÔÅÒ ÁÌÌ ÔÏ ÍÁÒÒÙ 6ÏÌËÅÒȡ  ȰȢȢȢ×Å ÁÒÅ ÌÉËÅ ÓÈÉÐÓ ÏÎ ÔÈÅ 

ÈÉÇÈ ÓÅÁÓ ÔÈÁÔ ÈÁÖÅ ÔÏ ÓÁÉÌ ÕÎÄÅÒ ÓÏÍÅÏÎÅȭÓ ÆÌÁÇȱȢ  (Ï× ÈÁÓ ÓÈÅ ÁÒÒÉÖÅÄ ÈÅÒÅȟ ÆÒÏÍ ÆÅÁÒ ÏÆ 

ÌÏÓÉÎÇ ÈÅÒ ȰÆÒÅÅÄÏÍȱȩ  3ÈÅ ÁÎÄ (ÅÒÍÁÎÎ ÍÅÅÔ ÁÔ ÔÈÅ ÄÅÍÏÌÉÔÉÏÎ ÓÉÔÅȟ ÐÁÉÎÆÕÌÌÙ Á×ÁÒÅȟ ÂÕÔ ÎÏÔ 

ÄÉÒÅÃÔÌÙ ÓÐÅÁËÉÎÇȟ ÏÆ ×ÈÁÔ ÔÈÅÙ ÈÁÖÅ ÂÏÔÈ ÒÅÌÉÎÑÕÉÓÈÅÄȢ  0ÅÒÆÏÒÃÅȟ ÈÅÒ ÍÕÓÉÃ ÉÓ ȱÒÅÓÔÉÎÇȱȢ  Ȱ#ÁÎ 

ÉÔ ÂÅȩȱ  ÁÓËÓ (ÅÒÍÁÎÎȟ ÁÎÄ ÓÈÅ ÒÅÐÌÉÅÓ ÏÎÌÙȡ  Ȱ) ÁÍ Á ×ÏÍÁÎȱȢ  (ÅÒÍÁÎÎȭÓ ÌÉÔÔÌÅ ,ulu watches, 

and the conversation is filmed from her eye level.  Later comes the very moving scene where 

#ÌÁÒÉÓÓÁȭÓ ×ÁÔÅÒÓ ÂÒÅÁË ÁÎÄ ÓÈÅ ÔÕÒÎÓ ÆÏÒ ÈÅÌÐ ÔÏ ÈÅÒ ÍÏÔÈÅÒȡ  ÔÈÅ ÃÈÉÌÄ ×ÉÌÌ ÂÅ Á ÓÔÒÁÎÇÅÒȟ ÓÈÅ 

does not love Volker, she is trapped in a world without choice.  Mother Lichtblau only half 

understands, but is unexpectedly gentle, remembering perhaps her own past experience. 

Juan is going back to South America.  He looks sad, and is pale under the makeup for the 

Ȭ2ÅÑÕÉÅÍȭȟ ÓÉÔÔÉÎÇ ÂÙ ÈÉÓ ÆÉÅÒÃÅ ÒÕÉÎÅÄ ÍÏÓaic and ÍÁËÉÎÇ ÍÕÓÉÃ ÆÏÒ ÔÈÅ ȬÓÐÉÒÉÔÓȭ ÏÆ ÔÈÅ ÏÌÄ 

house.  Ȱ 9ÏÕÒ ÌÁÎÄ ÈÁÓ ÂÒÏÕÇÈÔ ÍÅ ÎÏ ÈÁÐÐÉÎÅÓÓȱȟ ÈÅ ÓÁÙÓȢ  (Å ÉÓ still a catalyst for a flash of 

understanding between Hermann and Clarissa, ÁÎÄ ÈÅ ÔÅÌÌÓ ÔÈÅÍ ÂÏÔÈȡ  ȱ) ÌÏÖÅ ÙÏÕȢȱ  !ÆÔÅÒ 

they have all left the site, he stays on into the night, playing a farewell on the quena in the 

ruins.  Clarissa and Volker return to wander past as he plays, and it starts to rain.  Then in 

Wasserburg heavy rain on the window pours watery shadows all down the walls inside 

#ÌÁÒÉÓÓÁȭÓ ÒÏÏÍ ÁÎÄ ÏÖÅÒ ÈÅÒ ÆÁÃÅȟ as her waters break ɀ reminding of the time she gazed with 

streaming eyes though the window of the Fuchsbau ɀ maybe that was her dream?  
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This film is threaded with references to South America.  Reinhard and Rob have shot a 

commercial documentary there and are full of their memories and images.  Reinhard is 

ÄÅÂÉÌÉÔÁÔÅÄ ÂÙ ÁÍÏÅÂÉÃ ÄÙÓÅÎÔÅÒÙ ɉȰ-ÏÎÔÅÚÕÍÁȭÓ ÒÅÖÅÎÇÅȱɊȟ ÁÎÄ ÐÕÚÚÌÅÄ ÁÔ ÆÉÎÄÉÎÇ *ÕÁÎȭÓ 

mosaic on the Fuchsbau path.  The image is still powerful in its disintegration, but little Lulu 

plays with its stones.  It transpires later that, by a kind of poetic justice, Fräulein Cerphal and 

Gattinger are travelling in South America before they lose all their money. 

Unlike his friends who have stayed in Munich, Reinhard, travelling and filming abroad, has 

still been living the free-wheeling student dream.  Now he is doubly depressed, by his illness, 

and by the desolate, workaday Munich reflected in the opening images of the film.  Even star-

struck teenager Trixi with a crush on him is comfort for the loneliness, and her suggestion of 

making a film about the Cerphal inheritance takes root.  Reinhard will go to Venice to find 

%ÓÔÈÅÒ 'ÏÌÄÂÁÕÍȟ ÄÁÕÇÈÔÅÒ ÏÆ &ÒßÕÌÅÉÎ #ÅÒÐÈÁÌȭÓ ÃÈÉÌÄÈÏÏÄ *Å×ÉÓÈ ÆÒÉÅÎÄȟ ÁÎÄ ÔÈÅ ÒÉÇÈÔÆÕÌ 

heir.  In these Munich scenes with Rob and with Trixi, Reinhard comes across as endearing 

and open-hearted but somehow at a loss.  He is generally a good friend, but without taking 

much responsibility for anything beyond his work as a film maker, which he takes very 

seriously indeed, quarrelling fiercely with his colleagues when they disagree.  Now he has a 

soft spot for Trixi, enjoying her adulation, but with no idea of the impact of his behaviour on 

her, feeding her fantasy and then betraying it.  They are both vulnerable to each other, but his 

is the responsibility, and it is disturbingly unclear how far he lets their relationship go. 

Trixi is beautifully written and played, funny, sad and very photogenic.  There are lovely 

portraits of her in this section, and of Reinhard himself too, in the fine white light of his rooms 

high in a block of flats.  Her fantasies and behaviour are teenaged, but her empathy is that of a 

woman, and it is touching how they share their sadness.  Earlier, there were other subtle 

images at the site of the Fuchsbau, of Reinhard wandering round bewildered, the old 

ÎÅÉÇÈÂÏÕÒ ÄÁÐÐÌÅÄ ÕÎÄÅÒ ÔÈÅ ÔÒÅÅÓȟ 2ÏÂȭÓ ÍÏÂÉÌÅ ÆÁÃÅ ÓÁÄ ÁÎÄ ÃÏÎÃÅÒÎÅÄ ÂÙ ÈÉÓ ÆÒÉÅÎÄȭÓ ÉÌÌÎÅÓÓȟ 

ÏÒ ÃÈÁÒÍÅÄ ÂÙ (ÅÒÍÁÎÎȭÓ ÃÈÉÌÄȢ  )Î ÔÈÅ Ȱ5-ÂÏÏÔȱ ÔÈÅÒÅ ÉÓ Á ÓÁÄ-eyed close-up of Alex, listening 

ÔÏ ÔÈÅ "ÅÁÔÌÅÓȭ Ȱ9ÅÓÔÅÒÄÁÙȱȟ ÁÎÄ Á ÄÉÓÍÁÌ Ȭ.ÉÇÈÔÈÁ×ËÓȭ ÓÃÅÎÅȟ ×ÈÅÒÅ !ÌÅØ ÁÎÄ 2ÅÉÎÈÁÒÄ 

drunkenly smash their beer glasses, and a girl with a plastered leg hobbles away through the 

broken glass, past Renate and Bernd, both too exhausted to react at the end of the night. 

§ 

However it is in the second half of the film, in Venice, and especially on DVD, that the 

cinematography surpasses itself49.  The camera slides along the canals, the water and the 

buildings, in the rich tones and delicate detail of breath-taking unpeopled images.  The 

gleaming reflections in moving water, the scum on its surface when stagnant, flickering light 

under bridges and up walls, the many textures of stone, the many meanings of the shadows.  

At one point there is a brief glimpse along a narrow street with sharp formal diagonal shadows 

thrown by the light, as in an old print.  The sounds are simple:  footsteps, distant voices, 

children playing, the water, the distant sound of canal traffic, an Angelus bell, music 

                                                   

49I am indebted to Robert Cran for an interesting discussion of this section 
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(Messaien) for cello and piano interpreting the shadows.  Only at night, the moonlight and a 

half-moon look contrived, perhaps ironically as sometimes in the first Heimat, 

Reinhard reaches his pensione through a garden of sun and soft shadows.  Indoors it is 

dark, with a few patches of light, until he opens a window into a blaze of sun.  In the house of 

Esther, photographer and adopted neice of Fräulein Cerphal, the stunning imagery continues, 

in colour as well as black and white.  Esther herself is strangely beautiful, whether in rough 

working overalls, or elegantly dressed for her exhibition.  There is the moment when she 

ÂÅÎÄÓ ÐÒÏÔÅÃÔÉÖÅÌÙ ÏÖÅÒ ÈÅÒ ÍÏÔÈÅÒȭÓ ÐÈÏÔÏÇÒÁÐÈȟ ÁÎÄ ÔÈÅ ÃÁÍÅÒÁ ÆÏÌÌÏ×Ó ÈÅÒ ÁÒÍÓ ÁÎÄ ÈÅÒ 

hands.  This ends a scene already containing exquisite portrait sequences of both her and 

Reinhard.  As the passion and anxiety of the couple intensify, there is brilliant use of the 

colour red ɀ in the darkroom, and in the scene before Reinhard leaves.  That is a scene of great 

power, very theatrical, but in no way false to the characters. 

Esther is a fascinating character.  The loss of her mother, the slow understanding of its 

hideous nature and cause, and that her father (Gattinger, as it transpires) had a part in it, has 

driven her to abjure all sentimentality, all falseness.  Her need to confront the world of denial 

ÁÎÄ ÇÕÉÌÔ ×ÉÔÈ ÔÈÅ ȰÉÃÅ-ÃÏÌÄȱ ÔÒÕÔÈ ÈÁÓ Á ÓÁÄÉÓÔÉÃ ÅÌÅÍÅÎÔ ÂÕÔ ÔÒÁÎÓÃÅÎÄÓ ÔÈÁÔȢ  )Î ÏÎÅ ÏÆ ÔÈÅ 

ÐÁÒÁÄÏØÉÃÁÌÌÙ ÍÏÓÔ ÂÅÁÕÔÉÆÕÌ Ȱ&ÒÁÇÍÅÎÔÓȱ ÓÈÅ ÓÁÙÓ ÏÆ ÈÅÒ ÐÈÏÔÏÇÒÁÐÈÙȡ  Ȱ/ÎÅ ÓÈÏÕÌÄ ÁÌ×ÁÙÓ 

seek out what is ugly.  Hideously difficult.  Simply bear down on it without hate, without 

ÄÉÓÇÕÓÔȟ ÉÃÅ ÃÏÌÄȢ  4ÈÅÒÅ ÓÏÍÅÔÉÍÅÓ ÔÈÅ ÔÅÁÒÓ ÃÏÍÅ ȣ  )Ó ÔÈÅÒÅ ÕÇÌÉÎÅÓÓ ×ÉÔÈÏÕÔ ÈÁÔÅȩ  $ÏÅÓ ÔÈÅ 

word [häßlichɐ ÃÏÍÅ ÆÒÏÍ ÈÁÔÅȩȱ 

Her bullying assault on Reinhard with camera and physical force achieves its object of 

overcoming his physical inhibitions, in spite or because of its sado-masochistic overtones.  

Later, in the darkroom, working on an image she has forcibly made of him, she speaks 

tenderly about the vulnerability of the back of his neck.  Perhaps it is understandable that he 

responds with a violent fantasy of being beheaded and disappears behind the beam of the 

projector. 

She is drawn to tell Reinhard her life story for his film script out of need for the relief, no 

one has listened to her like that before.  At the same time she is exposing all her own 

vulnerability.  In the light of the half-moon she recognises his fear of her, and tells him not to 

be afraid of her because she is giving him her life.  Later he bullies and offends her but then as 

ÈÅ ÍÏÒÅ ÈÕÍÂÌÙ ÒÅÃÉÔÅÓ ÔÈÅ 'ÒÉÌÌÐÁÒÚÅÒ Ȱ(ÁÌÆ-ÍÏÏÎȱ ÐÏÅÍ ɉȰ"ÏÒÎ ÈÁÌÆ ÇÏÏÄ ÁÎÄ ÈÁÌÆ ÅÖÉÌȟ ÁÎÄ 

ÉÎÁÄÅÑÕÁÔÅ ÉÎ ÂÏÔÈ ÆÏÒÍÓȱɊ ÓÈÅ ÒÅÃÏÇÎÉÓÅÓ ÈÉÍȟ ÐÅÒÈÁÐÓ ÔÈÅÍ ÂÏÔÈȟ ÉÎ ÉÔ ÁÎÄ ÃÒÅÅÐÓ ÏÎÔÏ ÈÉÓ 

lap.  Again this scene is so delicate and subtle that words are useless. 

Reinhard challenges her love for the father who betrayed her mother, but he also has 

ambivalent feelings for his own Nazi father.  Once more it is the inheritance of this post war 

ÇÅÎÅÒÁÔÉÏÎȟ ×ÈÁÔ %ÄÇÁÒ 2ÅÉÔÚ ÈÁÓ ÃÁÌÌÅÄ ȰÔÈÅ ÔÒÁÇÅÄÙ ÏÆ ÌÏÖÉÎÇ someone whom at the same 

ÔÉÍÅ ÏÎÅ ÊÕÄÇÅÓ ÏÎ ÍÏÒÁÌ ÇÒÏÕÎÄÓȱ50.  Reinhard admits this to Esther, torn as she is when 

                                                   

50 Hartlieb, op.cit. p.75, footnote 
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Gattinger and Fräulein Cerphal appear at her flat, and she clings to him with relief, for 

comfort.  Again,  as in so many of the couple relationships in Heimat 2, comes the 

juxtaposition of need and fear of closeness, fear of inevitable loss.  They both know that they 

are using each other.  For Reinhard there is always this split between his love for Esther as a 

woman and his fascination with her as a character for his script.  She is aware and afraid of 

that, but in the dark-ÒÏÏÍ ÈÅ ÔÅÌÌÓ ÈÅÒȡ  Ȱ9ÏÕÒ ÓÔÏÒÙ ÉÓ ÍÙ ÓÔÏÒÙ ÎÏ×ȱȢ 

When the script is finished, he intends to go back to Munich, provoking her hysterical 

attempt to keep him locked in, and her physical attack on him and his script.  In the end this 

ÏÎÌÙ ÄÒÉÖÅÓ ÈÉÍ ÔÏ ÍÕÍÂÌÅȡ  Ȱ)ȭÍ ÃÏÍÉÎÇ ÂÁÃË ÁÇÁÉÎȦȱ, just as he had to Trixi on the railway 

station.  By this time they no longer recognise each other ɀ Esther has given him her story and 

in a sense her life, she owns him, she is terrified of losing him.  For Reinhard, her real 

vulnerable self is at the moment subsidiary to his need of her as an anima figure, inspiring his 

art, his filmscript.  He is in flight from both his own vulnerability and from hers.  When he 

walks out, Venice is already underwater. 

§ 

The encounter of Reinhard with Esther and the story he makes out of her story, raise many 

questions.  Whose story is it?  Who is a figure in whose story?  How far is the story a flight 

from the real person?  Does it falsify, or can it, if it is just a story?  Esther feels it is her story, 

that her story is her own life, and that he is both falsifying it and appropriating it.  Reinhard 

believes that her story as he has written it now belongs to him, that she is a figure in his story, 

ÁÎÄ ÔÈÁÔ ÕÌÔÉÍÁÔÅÌÙ ÈÉÓ ÓÔÏÒÙ ÉÓ ȰÍÏÒÅ ÂÅÁÕÔÉÆÕÌ ÔÈÁÎ ÒÅÁÌÉÔÙȱȟ ÁÓ ÈÅ ÔÅÌÌÓ ÔÈÅ ÐÒÉÎÔÅÒ ÂÁÃË ÉÎ 

-ÕÎÉÃÈȟ ÉÎ ÏÎÅ ÏÆ ÔÈÅ Ȱ&ÒÁÇÍÅÎÔÓȱȢ  "ÕÔ ÁÓ ÈÅÒ ÌÏÖÅÒ ÈÅ ÈÁÓ ÂÅÃÏÍÅ ÐÁÒÔ ÏÆ ÈÅÒ ÓÔÏÒÙȢ  !ÎÄ ÏÎÅ 

thing that is missing for uÓ ÉÓ ÔÈÅ ÅÎÄÉÎÇ ÈÅ ÈÁÓ ×ÒÉÔÔÅÎ ÆÏÒ ÔÈÅ ȰÂÅÁÕÔÉÆÕÌȱ ÓÔÏÒÙȢ 

Several times in this episode there have been discussions about the nature of art and film.  

At the site of the Fuchsbau Reinhard and Rob fail to film the greedy speculation, the laying 

waste, the sÐÉÒÉÔÓ ÏÆ ÔÈÅ ÐÌÁÃÅ ÄÒÉÖÅÎ ÏÕÔȟ ÔÈÅ ÅÍÐÔÉÎÅÓÓ ÏÆ ÔÈÅ ÓÐÁÃÅȢ  Ȱ!ÌÌ ÔÈÉÓ ÄÁÍÎ ÇÌÁÓÓ ÅÙÅ 

can do is goggle.  Without hope and without compassion.  Nothing is stupider than a 

ÃÁÍÅÒÁȦȱȢ  )Î ÔÈÅ ÃÕÔÔÉÎÇ ÒÏÏÍ $ÁÇÍÁÒ ÔÅÌÌÓ ÔÈÅÍ ÔÈÁÔ ÔÈÅÙ ÃÁÎ ÆÏÒÇÅÔ ÁÌÌ ÔÈÅÉÒ ÍÅÍÏÒÉes of 

ÔÈÅÉÒ ȰÊÅ×ÅÌ-ÌÉËÅȱ ÄÁÙÓ ÉÎ 3ÏÕÔÈ !ÍÅÒÉÃÁ ÁÓ ÔÈÏÓÅ ÁÒÅ ÎÏ×ÈÅÒÅ ÉÎ ÔÈÅ ÐÉÃÔÕÒÅÓȢ  "ÕÔ ×ÉÔÈ 

%ÓÔÈÅÒȭÓ ÓÔÏÒÙȟ 2ÅÉÎÈÁÒÄ ÃÏÍÅÓ ÔÏ ÇÒÉÐÓ ÈÉÍÓÅÌÆ ×ÉÔÈ ÔÈÅ ÒÅÁÌÉÔÙ ÏÆ ÈÏÐÅ ÁÎÄ ÃÏÍÐÁÓÓÉÏÎȢ  )Ó ÈÉÓ 

ÓÃÒÅÅÎÐÌÁÙ ÔÒÕÌÙ ȰÍÏÒÅ ÂÅÁÕÔÉÆÕÌ ÔÈÁÎ ÒÅÁÌÉÔÙȱȟ ÏÒ ÉÓ ÈÉÓ Ï×Î ÅÙÅ ÔÏÏ ÁÎÏÔÈÅÒ ȰÇÌÁÓÓ ÅÙÅȱȩ  $ÏÅÓ 

ÁÒÔ ÎÅÅÄ ÔÏ ÂÅ ȰÍÏÒÅ ÂÅÁÕÔÉÆÕÌ ÔÈÁÎ ÒÅÁÌÉÔÙȱ ÔÏ ÐÒÅÓÅÒÖÅ ÁÎÄ ÃÏÎÖÅÙ ÔÈÅ ÒÅÁÌÉÔÙ ÏÆ ÈÏÐÅ ÁÎÄ 

compassion?  Or is that reality distorted and betrayed by the beauty, as much as it is by the 

ȰÇÌÁÓÓ ÅÙÅȱȩ  )Î ÔÈÅ Ȱ&ÒÁÇÍÅÎÔÓȱȟ ÔÈÅ printer shows Reinhard and Olga the racks of film scripts 

all newly printed to compete for funding.  The room is full of birdcages, and he says proudly 

ȰÔÈÏÓÅ ÁÒÅ #ÈÉÎÅÓÅ ÎÉÇÈÔÉÎÇÁÌÅÓȱȢ 

Reinhard seems to have put Venice behind him, in spite of the scratches on his face, but 

ÔÈÅÎ ÈÅ ÇÅÔÓ 4ÒÉØÉȭÓ ÔÏÎÇÕÅ-lashing.  She is just a fantasy-ridden teenager with a crush on him, 

but he has confided in her, made unrealistic promises to her, and broken them.  Guilty of 
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hurting her, maybe now he can no longer avoid confronting the ambiguity and extent of his 

love and his guilt towards Esther. 

Perhaps it is at this point that he writes the postcard which Esther receives after his death.  

It is loving, painful and conflicted, and perhaps self deceiving, but not suicidal.  Maybe the 

ÃÏÎÖÅÒÓÁÔÉÏÎ ÁÔ ÔÈÅ ÐÒÉÎÔÅÒȭÓ ÆÏÒÃÅÓ ÈÉÍ ÔÏ ÌÏÏË ÁÔ ×ÈÁÔ ÈÅ ÈÁÓ ÒÅÆÕÓÅÄ ÔÏ ÃÏÎÔÅÍÐÌÁÔÅȟ ÎÁÍÅÌÙ 

ÔÈÁÔ ÈÅ ÍÉÇÈÔ ÆÁÉÌ ÔÏ ÇÅÔ ÆÕÎÄÉÎÇ ÆÏÒ ȰEstherȱȢ  -ÁÙÂÅȟ ÒÅÆÌÅÃÔÉÎÇ ÏÎ ÔÈÅ ÓÃÒÅÅÎÐÌÁÙ ÉÎ Á ÂÏÁÔ ÏÎ 

the Ammersee, he concludes that it is inadequate, both as art and as a way of loving, and that 

his love for Esther demands a deeper and more stifling commitment than he could bear.  Is 

any of this enough to explain his disappearance, the empty boat? 

There is another strange thread in the film linking ReinhaÒÄȭÓ ÆÁÎÔÁÓÙ ÏÆ ÂÅÉÎÇ ÂÅÈÅÁÄÅÄ 

with the statue of a beheaded martyr bearing his own head in the church by the Ammersee, of 

×ÈÏÍ #ÌÁÒÉÓÓÁ ÒÅÍÁÒËÓȡ  Ȱ(Å ÌÏÏËÓ ÁÓ ÉÆ ÈÅ ÃÏÕÌÄ ÈÁÖÅ ÐÕÔ ÈÉÓ ÈÅÁÄ ÂÁÃË ÏÎ ÁÇÁÉÎȱȢ  2ÅÉÎÈÁÒÄ 

ÉÓ έέ ɉȰ#ÈÒÉÓÔȭÓ ÁÇÅȱɊ Ȣ  $ÏÅÓ ÈÅȟ ÉÎ ÈÉs depression, see himself as a martyr to his art, or to 

Esther, or to their conflicting demands?  Could he not have put his own head back on?  But 

poor Reinhard was ever out of his depth and swimming against the tide. 

His death remains an enigma.  He could have deliberately swum till overcome by 

exhaustion.  Maybe he had an unsuspected heart condition.  It is after all only a story.  As it is, 

in the story, his death and the mystery surrounding it has a heavy impact on his Munich 

friends, especially Rob, and it lays an undeserved burden of guilt on both Esther and Trixi, 

which will compound their grief, for which there can be no closure.  
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2.8 Films 11 ɀ ίΰȡ 3ÉÌÅÎÃÅÓȠ Ȭ(ÅÉÍ×ÅÈȭ ÆÏÒ ÔÈÅ ÌÏÓÔ Ȭ3ÅÃÏÎÄ (ÅÉÍÁÔȭȟ Ȭ&ÅÒÎ×ÅÈȭ ÆÏÒ ÔÈÅ ÆÕÔÕÒÅȠ  ÔÈÅ 

many loud words of 1968  

It is strange to come to these films after the two previous episodes with their strong story 

lines centred on one or two lead characters.  In contrast, Films 11 and 12 return to the episodic 

style of the earlier parts of the cycle.  Film 11 is quite low key and on first viewing both films 

are rather confusing, with the piecemeal introduction of new characters and locations.  

However the overall themes are clear ɀ the changing life styles of the original characters are 

leaving them emotionally adrift. Their marriages are crumbling, and most of them are losing 

or changing direction in their artistic lives.  At the same time they are being swept into much 

wider movements in society ɀ fascination with technology in music and film, the lure of big 

business, and the seductiveness of militant ideologies. 

&ÉÌÍ ΫΫȟ ÔÈÅ ȰÔÉÍÅ ÏÆ ÓÉÌÅÎÃÅȱȟ ÐÉÃËÓ ÕÐ ÔÈÒÅÁÄÓ ÆÒÏÍ ÔÈÅ ÐÒÅÃÅÄÉÎÇ ÆÉÌÍȢ  /ÎÅ ȰÓÉÌÅÎÃÅȱ ÉÓ ÔÈÅ 

disappearance of Reinhard, which generates myths and rumours but remains unexplained.  In 

memory of him, Rob, now ȰÂÅÃÏÍÅ ÔÈÅ ÁÕÔÈÏÒȱȟ ÃÒÅÁÔÅÓ ȰÁ ËÉÎÄ ÏÆ ÃÉÎÅÍÁÔÉÃ perpetuum 

mobileȱ ×ÈÏÓÅ ÔÈÅÍÅÓ ÁÒÅ ȰÔÈÅ ÓÅÃÒÅÔÓ ÔÈÁÔ ÌÉÅ ÏÎ ÔÈÅ ÆÌÏÏÒÓ ÏÆ ÌÁËÅÓȟ ÕÔÏÐÉÁÓȟ ÄÒÅÁÍÓȟ ÔÈÅ ÌÁÓÔ 

ÉÄÅÁÓ ÏÆ ÔÈÅ ÄÒÏ×ÎÅÄȢȱ  "ÕÔ ÈÅ ÈÁÓ ÔÏ ÕÓÅ ×ÏÒÄÓ ÔÏ ÅØÐÌÁÉÎ ÔÈÉÓȢ 

Rob is a cameraman, because unlike Reinhard, the screenwriter, he has no faith in words.  

In the beautiful sequence where Rob and his father go hunting on the wooded shore of the 

!ÍÍÅÒÓÅÅȟ 2ÏÂ ÉÎ ÑÕÉÅÔ ÖÏÉÃÅÏÖÅÒ ÒÅÆÌÅÃÔÓ ÔÈÁÔ ÉÎ ÈÉÓ ÆÁÍÉÌÙ ȰÎÏÔÈÉÎÇ ÍÕÃÈ ×ÁÓ ÓÁÉÄȟ ×Å 

always knew exactly whaÔ ÔÈÅ ÏÔÈÅÒ ÐÅÒÓÏÎ ×ÁÓ ÔÈÉÎËÉÎÇȱȢ  4ÈÅ ÓÉÌÅÎÔ ÕÎÄÅÒÓÔÁÎÄÉÎÇ ÂÅÔ×ÅÅÎ 

ÈÉÍÓÅÌÆ ÁÎÄ ÈÉÓ ÆÁÔÈÅÒ ɉÐÌÁÙÅÄ ÂÙ ÔÈÅ ÁÃÔÏÒȭÓ Ï×Î ÆÁÔÈÅÒȟ Á ÆÏÒÅÓÔÅÒ ÉÎ ÒÅÁÌ ÌÉÆÅɊ ÒÅÓÅÍÂÌÅÓ ÔÈÁÔ 

between Paul and Matthias in the opening scenes of the first Heimat.  Rob is the kind of 

person Paul might well have become, had he been born in a later generation. 

When Rob and Hermann eventually both get good jobs in a film company, Isarfilm,  they 

are new to the sense of power and achievement and become rather arrogant.  Rob is impatient 

with envious Herr Zielke, the established film maker for the company, whom he is displacing 

ÉÎ ÔÈÅÉÒ ÅÍÐÌÏÙÅÒȭÓ ÅÓÔÉÍÁÔÉÏÎȢ  2ÏÂ ÂÅÌÉÅÖÅÓ ÔÈÁÔ ȰÓÅÅÉÎÇ ÉÓ ÐÅÒÃÅÉÖÉÎÇ ÔÈÅ ÔÒÕÔÈȱȟ ÂÕÔ :ÉÅÌËÅ 

maintains that the camera can falsify truth.  Rob witheringly dismisses this but Zielke is 

haunted by hideous images.  He was captain of the propaganda company on the eastern front 

where, by coincidence, the young Anton was his assistant, when they shot terrible footage to 

ÒÅÃÏÒÄ ÔÈÅ ȰÁÃÈÉÅÖÅÍÅÎÔÓȱ ÏÆ ÔÈÅ .ÁÚÉ ÔÒÏÏÐÓȢ 
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The two young men continue to rile Herr Zielke, by their arrogance as much as by their 

ÓËÉÌÌÓ ×ÉÔÈ ÔÈÅ ÎÅ× ÔÅÃÈÎÏÌÏÇÙȢ  :ÉÅÌËÅȭÓ ÒÅÖÅÎÇÅ ÉÓ ÁÎÏÔÈÅÒ ȰÓÉÌÅÎÃÅȱȟ ÃÏÎÃÅÁÌÉÎÇ ÁÎ ÅÌÅÃÔÒÉÃÁÌ 

ÆÁÕÌÔ ×ÈÉÃÈ ÒÕÉÎÓ ÔÈÅ ÐÕÂÌÉÃ ÐÒÅÓÅÎÔÁÔÉÏÎ ÏÆ ÔÈÅ Ô×Ï ÙÏÕÎÇ ÃÒÅÁÔÏÒÓȭ ×ÏÒË ÁÎÄ Ìeaves Rob 

terrified and temporarily blinded.  In the final scene the young man, hitherto totally reliant on 

the accuracy and honesty of his vision, gropes his way to the bank of the lake and tries to lift 

the bandages for the first time.  For a moment he is blinded all over again by the light, and 

then gradually perceives the boat from which Reinhard died, with someone in it.  Watching 

with him, at first unbelieving, we realise that the person is Esther in her red coat, taking silent 

ÌÅÁÖÅ ÏÆ 2ÅÉÎÈÁÒÄȭÓ ȰÇÒÁÖÅȱȢ 

Esther too meets silence, when she turns up in Munich grieving for Reinhard and seeking 

ÔÒÁÃÅÓ ÏÆ ÈÅÒ ÌÏÓÔ *Å×ÉÓÈ ÆÁÍÉÌÙȢ  Ȱ%ÖÅÒÙÔÈÉÎÇ ÉÎ ÔÈÉÓ ÌÁÎÄ ÉÓ ÈÉÄÉÎÇ ÓÏÍÅÔÈÉÎÇ ÆÒÏÍ ÍÅȢ  

'ÅÒÍÁÎÙ ÉÓ Á ÂÏÏË ×ÉÔÈ ÐÁÇÅÓ ÔÏÒÎ ÏÕÔȦȱ 3ÈÅ ÉÓ ÐÁÔÈÅÔÉÃÁÌÌÙ ÃÈÁÎÇÅÄȟ Á Ómall figure wrapped in 

heavy winter clothes, the fire and subtlety have gone, just the bitterness remains, and tears are 

ÎÅÖÅÒ ÆÁÒ Á×ÁÙȢ  (ÅÒ ÆÉÒÓÔ ÁÐÐÅÁÒÁÎÃÅȟ ȰÂÏÒÒÏ×ÉÎÇȱ 2ÏÂȭÓ ÆÁÔÈÅÒȭÓ ÂÏÁÔ ÆÒÏÍ Á ÓÈÏÒÅ ÁÐÐÁÒÅÎÔÌÙ 

pathless and densely forested, is surprisingly implausible.  Rob and his father accept her 

ÁÌÍÏÓÔ ×ÏÒÄÌÅÓÓÌÙȟ ÔÈÉÓ ÇÉÒÌ ×ÈÏÍ ÈÉÓ ÍÏÔÈÅÒ ÌÁÔÅÒ ÓÅÅÓ ÁÓ ȰÁ ÐÅÒÓÏÎ ÏÆ ÉÌÌ-ÏÍÅÎȱȢ  4ÈÅ ÌÁËÅȟ 

ÔÈÏÕÇÈ ÇÅÔÔÉÎÇ ÒÏÕÇÈÅÒȟ ÒÅÍÁÉÎÓ ȰÇÒÅÙ ÁÎÄ ÈÁÒÍÌÅÓÓ ÁÎÄ "ÁÖÁÒÉÁÎȱȢ 

In Dachau, now a tidy tourist attraction, she finally gets the truth, as far as it goes, from 

Gattinger:  her mother was never in Dachau, but in Ravensbrück and then, through family 

influence, transferred to a work camp in Moringen where she would have survived had the 

camp not been closed in 1944.  After that he does not know what happened.  He is able to 

admit his part, but seems still impervious to its enormity.  Alone with her camera Esther sees 

ÔÈÁÔȡ  Ȱ!ÌÌ ÔÒÁÃÅÓ ÏÆ ÈÅÒ ÁÒÅ ÌÏÓÔȢȢȢȱ  "ÁÃË ÉÎ Á ÒÅÓÔÁÕÒÁÎÔ ÉÎ ÔÈÅ ÔÏ×Îȟ 'ÁÔÔÉÎÇÅÒ ÏÆÆÅÒÓ ÈÅÒ ÓÏÕÐȟ 

gently putting the spoon in her hand, and she weeps.  His face shows love and pity, if not 

remorse.  Had he looked like that at her mother in the past?  And if he had not betrayed her 

mother, what would have happened to them all?  It is unimaginable, what memories he must 

have amputated to be able to live with himself.  No wonder he cannot bear to risk full 

comprehension now.  This moment of unspoken insight, raising such questions, lifts the 

×ÈÏÌÅ ÐÁÓÓÁÇÅ ÆÒÏÍ ÎÅÁÒ ȰÄÏÃÕÍÅÎÔÁÒÙȱ ÄÒÁÍÁ ÉÎÔÏ ÁÎÏÔÈÅÒ ÒÅÁÌÍȢ 

In the old house at the core of the Cerphal publishing works, Esther finds Fräulein Cerphal 

asleep clutching a wine glass, while two graduate students research her dissertation for her.  

She has had to resume her studies, at least nominally, in order to access the rest of her 

inheritance.  Fräulein Cerphal is all warmth and disingenuous welcome, but Esther removes 

ÈÅÒ ÁÕÎÔȭÓ ÄÁÒË ÇÌÁÓÓÅÓ ÁÎÄ ÄÅÍÁÎÄÓȡ  ȰȢȢȢ×ÈÙ ÉÓ ÔÈÅÒÅ ÎÏ ÔÒÁÃÅ ÏÆ ÍÙ ÆÁÍÉÌÙȩ ȢȢȢȱ  #ÅÒÐÈÁÌ 

replies shortly that there is a glass case upstairs for the Goldbaum mementos.  Running 

ÕÐÓÔÁÉÒÓȟ %ÓÔÈÅÒ ÓÈÏÕÔÓȡ  Ȱ9ÅÔ ÁÎÏÔÈÅÒ ÍÅÍÏÒÉÁÌȦ 9ÏÕȭÖÅ ÇÏÔ Á ÐÉÇÅÏÎ-hole to fit everything, or 

ÅÌÓÅ ÉÔȭÓ ÁÔ ÔÈÅ ÂÏÔÔÏÍ ÏÆ Á ÄÅÅÐ ÌÁËÅȦȱ ,ÏÓÓ ÏÆ ÈÅÒ ÆÁÍÉÌÙ ÁÎÄ ÌÏÓÓ ÏÆ 2ÅÉÎÈÁÒÄ ÁÒÅ ÍÅÒÇÅÄ ÉÎ 

grief.  Cerphal stays sitting on the stairs, her head backlit by the window, until she droops 

sideways helplessly against the banister and the image dissolves in a blaze of sunlight. 

Gattinger makes one more crass, rather desperate attempt at restitution, still unable to 

grasp why Esther rejects it.  She appears briefly at Isarfilm during the disastrous public 
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ÏÐÅÎÉÎÇ ÏÆ 2ÏÂȭÓ ÉÎÓÔÁÌÌÁÔÉÏÎ ɉ2ÏÂȭÓ ÍÏÔÈÅÒȭÓ ×ÁÒÎÉÎÇ ×ÁÓ ÎÏÔ ÍÉÓÐÌÁÃÅÄɊȟ ÁÎÄ ÆÉÎÁÌÌÙ ÒÏ×Ó ÉÎ 

across the lake as the credits roll.  This is a heart-breaking place to leave the story of a 

character we had got so close to in the previous film, a story that, as in life, could have no 

resolution. 

!ÎÏÔÈÅÒ ÖÉÃÔÉÍ ÏÆ 2ÅÉÎÈÁÒÄȭÓ ÄÉÓÁÐÐÅÁÒÁÎÃÅ ÉÓ 4ÒÉØÉȢ  3ÈÅ ÓÔÁÎÄÓ ÓÉÌÅÎÔ ÁÎÄ ÁÌÏÎÅ ÂÙ ÔÈÅ ÌÁËÅ 

on the anniversary of his death, angrily rejecting ÈÅÒ ÓÉÓÔÅÒȭÓ ÓÙÍÐÁÔÈÙȟ ÁÎÄ ÉÎ ÔÈÅ ÎÅØÔ ÆÉÌÍ ÓÈÅ 

ÁÐÐÅÁÒÓ ÁÓ Á ÙÏÕÎÇ ÄÒÕÇ ÁÄÄÉÃÔ ȰÒÅÓÃÕÅÄȱ ÂÙ ÔÈÅ ×ÅÌÌ-meaning Schnüßchen, fleeing when 

Hermann phones her sister, only to return with her boyfriend to burgle their flat.  After an 

overdose she ends up in hospital and is found to be pregnant.  Again the sense of waste and 

tragedy is disproportionate to the brief appearance of a fictional character.  That these 

imagined stories are represented so realistically, in such depth, so open-ended and unresolved, 

and without judgment, and have such power to sadden us, is a measure of the artistry of 

Heimat. 

§ 

The disintegration of the marriages is drawn in an interwoven tapestry.  Both couples suffer 

the stresses of making a living and advancing in a career, and of relationships between people 

who are not very well suited.  In addition, for the three musicians there is a specific challenge 

in trying to combine homelife and childcare with professional life.  On parallel paths both 

Hermann and Clarissa are troubled by their ÍÅÍÏÒÉÅÓ ÁÎÄ ÌÏÎÇÉÎÇÓ ÆÏÒ ÔÈÅ ÌÏÓÔ Ȱ3ÅÃÏÎÄ 

(ÅÉÍÁÔȱ ÁÔ ÔÈÅ &ÕÃÈÓÂÁÕ ÁÎÄ ÁÌÓÏ ÓÔÉÌÌ ÂÙ ÔÈÅ ÏÒÉÇÉÎÁÌ Ȱ&ÅÒÎ×ÅÈȱ ÆÏÒ Á ÆÁÒ Á×ÁÙ ÆÕÔÕÒÅ ÔÉÍÅ ÏÆ 

achievement and freedom with like-minded friends. 

Hermann, reduced to borrowing from the patient Clemens and playing in his band, is 

suddenly offered the prospect of a well paid job at Isarfilm, the freedom of a new electronic 

studio and the support of its technician.  But even then there is still something missing.  He 

returns to find his flat invaded by Helga and her friends, haranguing Schnüßchen and 

smoking pot.  Schnüßchen is distraught, but the encounter with Helga brings back to 

(ÅÒÍÁÎÎ Á ÈÏÍÅÓÉÃËÎÅÓÓ ÆÏÒ ÔÈÅ &ÕÃÈÓÂÁÕȟ ÁÎÄ ÍÅÍÏÒÉÅÓ ÏÆ $İÌÍÅÎȢ  4ÈÅÒÅ ÉÓ Á Ȱ&ÒÁÇÍÅÎÔȱ 

ÆÒÏÍ ÔÈÉÓ ÓÃÅÎÅ ×ÈÅÒÅ ÈÅ ÓÁÙÓ ×ÉÓÔÆÕÌÌÙ Ȱ) ÏÆÔÅÎ ÔÈÉÎË ÏÆ $İÌÍÅÎȱȢ  7ÈÅÎ 3ÃÈÎİħÃÈÅÎ ÔÈÒÏ×Ó 

his alien friends out and asks again about the new job, he no longer wants to talk about it. 

Nonetheless, Hermann like Rob is swept off his feet by the opportunities offered by his new 

position.  As Rob says, experiÍÅÎÔÁÔÉÏÎ ÂÅÃÏÍÅÓ ÔÈÅÉÒ ȰÎÅ× ÅÌÉØÉÒ ÏÆ ÌÉÆÅȱȢ  (ÅÒÍÁÎÎȟ ÎÏ× ÔÒÕÌÙ 

Á ȰÓÏÒÃÅÒÅÒȭÓ ÁÐÐÒÅÎÔÉÃÅȱȟ ÉÓ ÏÖÅÒ×ÈÅÌÍÅÄ ÂÙ ÔÈÅ ÐÏ×ÅÒ ÏÆ ÔÈÅ ÔÅÃÈÎÏÌÏÇÙ ÁÖÁÉÌÁÂÌÅ ÉÎ ȰÈÉÓȱ 

electronic sound studio.  He spends all hours of the day and night there, eventually embarking 

on a carefree, casual affair with the secretary, Erika, and trying to cover his tracks with 

ridiculous subterfuges.  For a while this work and way of life seem another path to the longed 

ÆÏÒ ÇÏÁÌÓ ÏÆ ÔÈÅ ÌÏÓÔ Ȱ3ÅÃÏÎÄ (ÅÉÍÁÔȱȟ ÆÒÅÅÄÏÍ ÁÎÄ Á ÇÌÉÔÔÅÒÉÎÇ ÃÁÒÅÅÒȢ 

Volker, as a rival composer, is made to feel redundant to this setup and returns home hurt 

and envious.  He and Clarissa too are drifting ever further apart.  Seeking Hermann, he finds 

Schnüßchen deserted in the silent flat.  The ensuing encounter is very delicately written, as an 
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erotic tension between them is first set up and then broken by Schnüßchen, and Volker has to 

leave. 

A scene where Clarissa sings a sad lullaby to her child, in a delightful, still untrained voice, 

is beautifully lit and costumed.  #ÌÁÒÉÓÓÁ ÈÁÓ ÐÅÒÆÏÒÃÅ ÇÉÖÅÎ ÕÐ ÔÈÅ ȬÃÅÌÌÏȟ ÁÎÄ ÉÎ ÍÅÍÏÒÙ 

romanticises life in the Fuchsbau before Schnüßchen came.  Schnüßchen, who had little time 

ÆÏÒ ÔÈÅ &ÕÃÈÓÂÁÕ ÆÒÉÅÎÄÓȟ ÎÏ× ËÎÏ×Ó ÔÈÁÔ ȰÉÎ ÈÉÓ ÈÅÁÒÔȱ (ÅÒÍÁÎÎ ÌÅÆÔ ÈÅÒ ÌÏÎÇ ÁÇÏȟ ÁÎÄ ÉÓ 

convinced that it is because of her lack of education.  Touchingly, as their children play, the 

two women admit they have never liked each other, and why, and confide their unhappiness.  

Returning home with a squalling child, Clarissa finds her mother cleaning the house and 

ÒÅÐÒÏÁÃÈÉÎÇ ÈÅÒ ÆÏÒ ÔÈÅ ÄÕÓÔ ÏÎ ÔÈÅ ȬÃÅÌÌÏȢ  3ÈÅ ÐÒÏÍÐÔÌÙ ÒÅÔÕÒÎÓ ÔÈÅ ÉÎÓÔÒÕÍÅÎÔ ÔÏ $Ò 

+ÉÒÓÃÈÍÁÙÅÒȭÓ ÈÏÕÓÅȢ  0ÅÒÈÁÐÓ ÆÏÒÔÕÎÁÔÅÌÙȟ ÈÅ ÉÓ ÎÏÔ ÔÈÅÒÅȢ  )Ô ÌÏÏËÓ ÌÉËÅ ÁÎ ÈÙÓÔÅÒÉÃÁÌ ÇÅÓÔÕÒÅ 

marking the end of her career and of any kind of artistic life, but in fact it is the first step to 

freeing herself from both her mother and the unsavoury doctor. 

In Film 12, Camilla, an American trombonist leading a group of women musicians, says of 

ÔÈÅ ÄÅÐÁÒÔÅÄ ȬÃÅÌÌÏȡ  Ȱ'ÏÏÄȟ ÉÔ ×ÁÓ Á ÂÕÍÍÅÒ ÁÎÙ×ÁÙȢ  )Ô ×ÁÓ ÍÏÒÅ ÆÏÒ ÙÏÕÒ mother than for 

ÙÏÕ ȣ ×Å ÍÕÓÔ ÆÉÎÄ ÏÕÒ Ï×Î ×ÁÙ ÆÏÒ ÏÕÒÓÅÌÖÅÓȢȱ  #ÌÁÒÉÓÓÁȭÓ ÔÁËÉÎÇ ÒÅÆÕÇÅ ÉÎ Á ÒÅÌÁÔÉÏÎÓÈÉÐ ×ÉÔÈ 

the American is very moving ɀ for the first time since small childhood there is someone to 

hold and comfort her, who seems initially to demand nothing and to have no power over her, 

whom she can allow herself to love without fearing loss of freedom.  Hitherto, her only 

ÍÅÍÏÒÙ ÏÆ ÓÕÃÈ ÃÏÍÆÏÒÔÉÎÇ ÈÁÓ ÂÅÅÎ ÏÆ ÓÏÍÅÔÈÉÎÇ ÌÏÓÔȢ  )Î ÏÎÅ ÏÆ ÔÈÅ Ȱ&ÒÁÇÍÅÎÔÓȱ ÓÈÅ ÒÅÔÕÒÎÓ 

to Wasserburg much later, already in middle age, and remembers a time when as a child she 

ÎÅÁÒÌÙ ÄÒÏ×ÎÅÄ ÉÎ ÔÈÅ ÒÉÖÅÒȡ  Ȱ) ×ÁÓ ÓÅÖÅÎȢ  "ÕÔ ÔÈÅ ÇÒÅÅÎ ×ÁÔÅÒ ÓÐÁÔ ÍÅ ÏÕÔ ÁÇÁÉÎȢ  -Ù ÍÏÔÈÅÒ 

×ÁÒÍÅÄ ÍÅ ÅÎÄÌÅÓÓÌÙ ÉÎ ÈÅÒ ÁÒÍÓȟ ÅÎÄÌÅÓÓÌÙ ÉÎ ÈÅÒ ÁÒÍÓȢȱ  .Ï× ÆÏÒ ÔÈÅ ÍÏÍÅÎÔ ÔÈÅ !ÍÅÒÉÃÁÎ 

plays the mother, and offers genuine love and understanding.  Singing with these women 

musicians, Clarissa can develop the voice which is her own instrument, and a new career 

which will outlast whatever may later happen to the hippy, feminist group. 

A year into his new job, (ÅÒÍÁÎÎȭÓ ÌÉÆÅ ÉÓ ÁÌÓÏ ÏÎÃÅ ÁÇÁÉÎ ÉÎ ÆÌÕØȢ  (Å ÌÏÎÇÓ ÆÏÒ ÔÈÅ ÆÒÅÅÄÏÍ 

ÔÏ ÃÏÍÐÏÓÅ Ȱ.Å× -ÕÓÉÃȱ ÏÆ ÈÉÓ Ï×Î ÉÎÓÔÅÁÄ ÏÆ ×ÒÉÔÉÎÇ ÏÎÌÙ ÆÏÒ ÃÏÍÍÅÒÃÉÁÌ ÁÄÖÅÒÔÉÓÉÎÇ 

ÐÒÏÊÅÃÔÓȟ ÁÎÄ ȰÔÉÍÅ ÉÓ ÐÁÓÓÉÎÇȱȢ  4ÈÅ $ÉÒÅÃÔÏÒ ÏÆ )ÓÁÒÆÉÌÍȟ ÆÏÒÅÓÅÅÉÎÇ ÔÈÅ ÆÕÔÕÒÅ ÖÁÌÕÅ ÔÏ ÔÈÅ ÆÉÒÍ 

oÆ ÈÉÓ ÃÒÅÁÔÉÖÉÔÙȟ ÇÉÖÅÓ ÈÉÍ Á Ô×Ï ÍÏÎÔÈÓȭ ÓÁÂÂÁÔÉÃÁÌȟ ×ÉÔÈ ÆÕÌÌ ÕÓÅ ÏÆ ÔÈÅ ÓÔÕÄÉÏȢ  "ÕÔ ÈÉÓ 

announcement of this to Jean--ÁÒÉÅ ÁÎÄ 6ÏÌËÅÒ ÉÓ ÔÒÕÍÐÅÄ ÂÙ 6ÏÌËÅÒȭÓ ÐÒÅÓÔÉÇÉÏÕÓ 

achievement of a commission from the orchestra of SWR. 

At the same time his home life is heading for the rocks.  Schnüßchen, in an attempt to 

make up for her lack of sophistication, has bravely launched herself into the life of a mature 

student of psychology and social work.  Now it is her turn to invite student friends to the flat, 

and endearingly to buy a pile of dense sociology classics to bolster her new academic status.  

This new Schnüßchen is once more the independent feisty girl who first came to Munich to be 

a tour guide, she has so much courage and openness, and is so bright and warm, so ready to 

ÂÅÃÏÍÅ Á ÓÔÕÄÅÎÔ ÉÎ ÔÈÉÓ ȰÎÅ× ÁÇÅ ɀ ÁÎ ÁÇÅ ÏÆ ×ÏÍÅÎȱȢ  3ÈÅ ÐÉÃËÓ ÕÐ ÁÌÌ ÔÈÅ ÃÌÉÃÈïÓ ÏÆ ÔÈÅ 

time, and is enthusiastic for all the correct causes.  But her desire to help and work for people 

who are suffering is real. 
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Sadly, her good heart and naïvety leave her vulnerable to the disorganised characters whom 

she invites in and tries to help.  Hermann finds their new comfortable middle-class flat filled 

with strangers, who do not respect his piano or himself, sleep in his bed, and threaten his 

privacy.  In their attempts to discuss the situation the couple talk past each other, without 

understanding.  After the debacle with Trixi, Schnüßchen faces up to the reality of the new 

ÔÁÓËÓ ÓÈÅ ÉÓ ÓÅÔÔÉÎÇ ÈÅÒÓÅÌÆȟ ÁÎÄ ÏÆ ÈÅÒ ÈÅÌÐÌÅÓÓÎÅÓÓȡ  Ȱ(ÅÒÍÁÎÎȟ ÔÈÅ ÃÉÔÙ ÉÓ ÓÏ ÃÒÕÅÌȟ ) ÄÏÎȭÔ 

×ÁÎÔ ÔÏ ÌÉÖÅ ÈÅÒÅ ÁÎÙ ÍÏÒÅȢȱ  (ÅÒÍÁÎÎȭÓ ÄÅÐÒÅÓÓÉÏÎ ÈÁÓ ÎÏÔ ÌÉÆÔÅÄ ×ÉÔÈ ÔÈÅ ÓÔÁÒÔ ÏÆ ÈÉÓ 

sabbatical leave.  On the contrary, he finds he is unable to compose as he had hoped.  He fails 

ÔÏ ÒÅÓÐÏÎÄ ÔÏ 3ÃÈÎİħÃÈÅÎȭÓ ÄÉÓÔÒÅÓÓȟ ÁÎÄ ÉÎÓÔead provokes the furious, ridiculous row which 

leads to them both throwing their wedding rings out of the window and Hermann slamming 

out. 

Like his uncle Ernst, his first reaction is to take refuge in flight.  He remembers that this 

was driven not by the rÏ× ÁÔ ÈÏÍÅ ÏÒ ÔÈÅ ÐÒÏÂÌÅÍÓ ×ÉÔÈ ÈÉÓ ×ÏÒËȟ ÂÕÔ ÂÙ Á ËÉÎÄ ÏÆ Ȱ&ÅÒÎ×ÅÈȱȟ 

the feeling he had as a student that life was really all going on somewhere else, and a sudden 

ÌÏÎÇÉÎÇ ÔÏ ÂÅ ÐÁÒÔ ÏÆ ÉÔȢ  Ȱ4ÈÅÒÅ ×ÁÓ ÁÎ ÕÎÂÅÌÉÅÖÁÂÌÅ ÕÎÒÅÓÔ ÉÎ ÔÈÅ ÁÉÒȱ ÁÎÄ ÈÅ ×ÁÓ ÄÒÁ×Î Ôo it 

ÌÉËÅ Á ÍÏÔÈ ÔÏ ÔÈÅ ÆÌÁÍÅȢ  3Ï ÈÅ ÂÏÁÒÄÓ Á ÐÌÁÎÅ ÔÏ "ÅÒÌÉÎȟ ÔÏ ÊÏÉÎ (ÅÌÇÁȭÓ ÂÅÁÕÔÉÆÕÌ ÂÉÓÅØÕÁÌ 

girlfriend Kathrin, in a commune. 

§ 

&ÏÒ ÔÈÉÓ ÉÓ Ϋγΰβȟ ÁÎÄ &ÉÌÍ Ϋάȟ ȰÔÈÅ ÔÉÍÅ ÏÆ ÍÁÎÙ ×ÏÒÄÓȱȟ ÉÓ ÄÏÍÉÎÁÔÅÄ ÂÙ ÁÎ ÅØÈÁÕÓÔÉÎÇ 

profusion of more or less militant groups stirring and stirred by the turmoil of the year.  Their 

cacophony constantly drives the story, and gives it a rhythm.  The young people who invade 

(ÅÒÍÁÎÎȭÓ ÆÌÁÔȟ ÏÒ ÔÈÅ ÌÅÃÔÕÒÅ ÈÁÌÌÓ ÏÆ ÔÈÅ 5ÎÉÖÅÒÓÉÔÙȟ ÏÒ ÔÈÅ ÖÉÌÌÁ ÎÅÁÒ "ÅÒÌÉÎ ×ÈÅÒÅ 3ÔÅÆÁÎ ÉÓ 

trying to shoot a film are very different from the students of the Fuchsbau era, even though 

they include some of the same individuals, like Helga.  They are harder, angrier and narrower 

in their understanding, seeming to have externalised all more subtle and painful feeling and 

experience into one or another unidimensional ideology.  They talk and shout, endlessly, in 

more and more words, and the hollowness of the words is repeatedly demonstrated by 

contrast with who the speakers are and what in fact happens.  The film makes dramatic, often 

comic, use of such juxtapositions. 

Even Stefan, who belongs to an older generation and ends up playing the invidious role of 

the reactionary, starts out from a basis of fashionable theory.  But when his film set is taken 

over by the crew, led by Helga, early in her Baader-Meinhof phase, demanding 

ȰÄÅÍÏÃÒÁÔÉÓÁÔÉÏÎȱ ÁÎÄ ÃÏÌÌÅÃÔÉÖÅ ÄÅÃÉÓÉÏÎ ÍÁËÉÎÇȟ ÈÅ ÉÓ ÔÏÒÎȢ  (Å ÈÁÓ ÓÙÍÐÁÔÈÙ ×ÉÔÈ ÔÈÅ ÉÄÅÁÌ 

that everyone in the team should have a voice, and also is anxious not to lose politically 

correct credentials for the film in the eyes of the critics, so he permits the discussion to 

continue.  On the other hand, since the film is supported by public money, the argument is 

ÔÈÁÔ ÉÔ ÍÕÓÔ ÂÅ ÄÉÒÅÃÔÅÄ ÂÙ ÁÎÄ ÆÏÒ ȰÔÈÅ ÐÅÏÐÌÅȱȟ ÎÏÔ ÂÙ ÁÎ ȰÁÕÔÅÕÒȱ film maker.  At that point 

Stefan resists.  The endless discussions and attempts to rewrite the screenplay and collectively 

control the filming mean that production is effectively halted, at huge cost.  Stefan, 

abandoning ideals and reasserting his authoriÔÙȟ ÅÎÄÓ ÕÐ ȰÓÅÌÌÉÎÇ ÏÕÔȱ ÔÏ ÔÈÅ ÃÏÍÍÅÒÃÉÁÌ 

sector by negotiating re-financing of the film by an American film company.  As a result he 
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loses the friendship of Rob and others of his team.  Stefan is a character whom his creator 

admits he found hard to love, but he is made bearer of the role forced on Edgar Reitz in the 

filming of Cardillac. 

Helga now speaks mostly the language of revolutionary socialism.  She lectures Stefan 

ÁÂÏÕÔ ÔÈÅ ÃÏÎÔÅÎÔ ÏÆ ÈÉÓ ÆÉÌÍȡ  Ȱ ȢȢȢɉ)ÔÓ ÔÈÅÍÅÓɊ ÁÒÅ ÓÏÃÉÁÌ ÁÎÄ ÈÉÓÔÏÒÉÃÁÌ ÆÁÃÔÓȢȢȢ ÙÏÕ ÃÁÎȭÔ 

ÄÅÓÃÒÉÂÅ ÔÈÏÓÅ ×ÉÔÈ ÆÅÅÌÉÎÇÓȱȢ  "ÕÔ ÉÔ ÉÓ ÎÏÔ ÌÏÎÇ ÂÅÆÏÒÅ ÈÅÒ Ï×Î ÆÅÅÌÉÎÇÓ ÒÅ-emerge as sharply 

as ever.  She is jealous that Hermann is with Kathrin, and riled by the casual irresponsibility of 

the commune, whose members have failed to provide care for her son.  Collective film-

directing may be a great revolutionary ideal, but collective childcare is proving a dead loss.  

Then right-wing terrorists fire-ÂÏÍÂ ÔÈÅ ÎÕÒÓÅÒÙ ×ÈÅÒÅ ÈÅÒ ÃÈÉÌÄ ÇÏÅÓȟ ÁÎÄ ÉÎ ÓÈÏÃËȟ (ÅÌÇÁȭÓ 

certainties are challenged.  When a reporter tries to elicit her views on violence, she can only 

ÒÅÐÌÙȟ ×ÉÔÈ ÕÎÁÃÃÕÓÔÏÍÅÄ ÈÏÎÅÓÔÙȟ ȰÔÈÁÔȭÓ ÄÉÆÆÉÃÕÌÔȱȟ ÁÎÄ ȰÔÈÅÒÅȭÓ ÁÌ×ÁÙÓ ÁÎÏÔÈÅÒ ÓÉÄÅ ÔÏ ÉÔȱȢ 

Schnüßchen enthusiastically joins a student sit-in at the university.  Her simple attempt to 

deÓÃÒÉÂÅ ÈÏ× ÈÅÒ ÆÁÍÉÌÙȟ ×ÈÏ ×ÅÒÅ ÁÌÌ Ȱ×ÏÒËÅÒÓȱȟ ÅØÐÅÒÉÅÎÃÅÄ ÔÈÅ ÒÉÓÅ ÏÆ &ÁÓÃÉÓÍ ÉÎ ÔÈÅ ÖÉÌÌÁÇÅ 

at home, only shows up the mindless militancy of her fellow students.  They jeer her because 

she speaks naïvely without the trendy jargon.  The mature student leader Dirk (who once 

arrived with Alex at the Fuchsbau expounding a philosophy of revolution, but afraid to jump 

the locked gate) kindly explains why.  Poor Schnüßchen feels crushed, and leaves with his 

recommendations for a reading list.  Meanwhile Rob suppÏÒÔÓ ÔÈÅ ȰÒÅÖÏÌÕÔÉÏÎÁÒÉÅÓȱ ÂÕÔ ×ÉÔÈ Á 

very different understanding from theirs, and being a man of few words, he expresses himself 

quite briefly.  Unlike Helga, he has learnt, since his temporary loss of sight, that Reinhard was 

ÒÉÇÈÔȟ ÁÎÄ ÔÈÁÔ ȰÔÏ ÁÐÐÒÏÁÃh the truth, the cameraman must get his feelings into the picture.  

2ÅÁÌÉÔÙ ÉÓ ÎÏÔ ÔÒÕÔÈȢȱ 

Kathrin is a person of contradictions too ɀ she can be as aggressive and hostile as Helga, 

and yet write eloquently if simplistically for Stern ÁÂÏÕÔ ÔÈÅ ȰÆÁÓÃÉÓÍ ÏÆ ÆÅÅÌÉÎÇÓȱ ÁÎÄ ÔÈÅ 

family interactions that engender it.  At the same time she can be warm, open and gentle, but 

so indiscriminate that Hermann leaves her, fleeing the nightmare of a druggy communal love-

ÉÎȢ  (ÅÒÍÁÎÎȭÓ ÆÌÉÒÔÉÎÇ ×ÉÔÈ ÔÈÅ ÈÅÁÄÙ ×ÏÒÌÄ ÏÆ ÒÅÖÏlution has ended in disillusion.  Back in 

Munich, he finds that Schnüßchen, distressed and deserted, has left home.  Once again he 

takes refuge in flight, this time in a trip up the Zugspitze in a cable car with a delighted, 

×ÏÎÄÅÒÉÎÇ ,ÕÌÕȢ  +ÁÔÈÒÉÎȭÓ ÁÒÔÉcle in Stern belongs to another world.  But the flight has to end. 
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2.9 Film 13.  Taking leave of ten years of life; return to the beginning?  

This final episode must have been hard to write.  The story so far is as open ended as life 

itself, the map of its telling has structure but no natural edge.  The lead characters are still 

young, and one day another cycle of films will be based on their future lives.  The episode has 

a sense not of finality, but of confronting a need for change, and seeking a way out of a blind 

alley.  Refreshingly, it offers absolutely no answers. 

As a film, however, especially when watching it for the first time.  It takes a while to adjust 

to the elements of dream and fantasy.  Also after all the hours of watching the films and living 

with the characters, it was difficult not to expect a conventional romantic, or at least dramatic, 

resolution of some kind, and it is only in watching again and understanding better that the 

lack of one becomes a relief. 

The film opens with magnificeÎÔ ÓÈÏÔÓ ÏÆ ÔÈÅ ÈÕÇÅ ÆÁÉÒ ×ÈÉÃÈ ÃÏÎÓÔÉÔÕÔÅÓ ÔÈÅ Ȱ/ËÔÏÂÅÒÆÅÓÔȱȢ  

The movement, the noise, the glowing rich colours, the sheer scale of the sequence, the 

spectacular images, are overwhelming.  Hermann and his studio assistant Herr Gross wander 

through it to the vast entertainment tent where Consul Handschuh, Director of Isarfilm, is 

hosting a party for his firm.  Handschuh radiates a manic bonhomie, there is too much noise, 

too much drink and too many people, the good cheer is exhausting.  Hermann reflects that 

Schnüßchen, used to her huge family, would love it.  He re-encounters Erika, now married, 

while Herr Zielke arrives late and clearly uncomfortable in the surroundings.  Finally, the 

party is invaded by drunks, and dissolves into the night. 

The Oktoberfest is a hugely inflated version of the Schabbach Kirmes, and serves a similar 

ÆÕÎÃÔÉÏÎȢ  (ÅÒÍÁÎÎ ÓÁÙÓȟ Ȱ!ÌÌ ÒÅÁÌ ÆÅÅÌÉÎÇ ÉÓ ÃÒÕÓÈÅÄ ×ÉÔÈ ÅÖÅÒÙÄÁÙ ÂÁÎÁÌÉÔÙȢȱ  !Ó ×ÉÔÈ ÓÉÍÉÌÁÒ 

set-piece celebrations elsewhere in Heimatȟ ÔÈÅ +ÉÒÍÅÓȟ (ÅÒÍÁÎÎȭÓ ×ÅÄÄÉÎÇȟ ÔÈÅ -ÉÌlennium 

party at the end of Heimat 3, nothing is as it seems, and there is darkness behind the masks.  

Consul Handschuh is mortally ill, Herr Zielke is plotting to split up the company and build a 

ÒÉÖÁÌ ÏÎÅ ÒÏÕÎÄ ÔÈÅ ÓÔÕÄÉÏ ×ÉÔÈ (ÅÒÍÁÎÎȭÓ ÙÏÕÔÈ ÁÎÄ ÔÁÌÅÎÔȟ and Hermann himself is 

depressed.  He is thirty years old and has still achieved nothing of what he hoped.  He is 

suffering more and more doubt about himself and his talent.  His thoughts of the past ten 

years revolve round his friends, who are now out of sight. 

Afterwards, Zielke and Gross take him to a bar for a drink.  Zielke speaks of his wartime 

ÒÏÌÅ ÁÓ ÏÎÅ ÏÆ 'ÏÅÂÂÅÌÓȭÓ ÄÉÒÅÃÔÏÒÓȟ ÏÆ Á ÓÈÁÄÙ ÄÅÁÌ ÓÔÒÕÃË ×ÉÔÈ (ÁÎÄÓÃÈÕÈ ÔÏ ÔÈÅÉÒ ÍÕÔÕÁÌ 
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advantage at the end of the war, and the power the Consul has had over him ever since.  His 

dizzying financial proposition for a new company leaves Hermann feeling unreal and 

mistrustful.  He sees Jean-Marie and Volker in the crowd leaving the bar and runs out after 

them. 

Of the next scene, where  Jean-Marie and Volker appear to watch a young dancer perform 

ÍÉÌÉÔÁÒÉÓÔÉÃ ÆÁÓÃÉÓÔ ÍÏÖÅÍÅÎÔÓ ÔÏ ÔÈÅÉÒ ÍÕÓÉÃȟ  %ÄÇÁÒ 2ÅÉÔÚ ÈÁÓ ×ÒÉÔÔÅÎȡ  Ȱ)Î ÔÈÅ ÌÁÓÔ ÐÁÒÔ ɏÏÆ 

Heimat 2ɐ ÉÔ ÉÓ ÎÅÖÅÒ ÑÕÉÔÅ ÃÌÅÁÒ ×ÈÅÔÈÅÒ Á ÓÃÅÎÅ ÄÅÐÉÃÔÓ (ÅÒÍÁÎÎȭÓ ÆÅÁÒÓ ÁÎÄ ×ÉÓÈÅÓȟ ÈÉÓ 

ÍÅÍÏÒÙȟ ÏÒ Á ÒÅÁÌ ÓÔÏÒÙȱ51.  He explains that to mark this the scene was set unrealistically in a 

glass-roofed court of the Palace of Justice, and in a light that could be either indoors or out.  

Presumably there are many ways to see it ɀ perhaps as a dream inspired by a real conversation, 

ÏÒ ÍÁÙÂÅ ÒÅÆÌÅÃÔÉÎÇ (ÅÒÍÁÎÎȭÓ ÅÎÖÙ ÏÆ ÈÉÓ ÓÕÃÃÅÓÓÆÕÌ ÆÅÌÌÏ× ÍÕÓÉÃÉÁÎÓȢ  -ÁÙÂÅ ÈÉÓ Ô×Ï ÆÒÉÅÎÄÓ 

ÈÁÖÅ ÂÅÃÏÍÅ ÌÉÎËÅÄ ÉÎ (ÅÒÍÁÎÎȭÓ ÄÒÅÁÍ ×ÉÔÈ ÔÈÅ ÃÏÒÒÕÐÔ ÄÅÁÌÉÎÇÓ ÏÆ (ÁÎÄÓÃÈÕÈ ÁÎÄ :ÉÅÌËÅȟ 

ÔÈÏÕÇÈ ÉÎ ÆÁÃÔ 6ÏÌËÅÒȭÓ ÐÁÒÔ ÉÓ ÏÎÌÙ ÔÏ ÁÃÑÕÉÅÓÃÅȟ ÕÎÄÅÒ ÐÒÏÔÅÓÔȢ  )Ó (Årmann simply projecting 

his anxiety about allowing his own talent to be used for commercial purposes?  His words at 

the end suggest that it is anyway a nightmare that he wants to wake out of, and in the 

following scene he is wandering round his apartment in his dressing gown. 

Homesickness hits him at last, and he starts trying to write to his mother, haunted by 

ÉÍÁÇÅÓ ÏÆ ÆÁÍÉÌÉÁÒ ÐÌÁÃÅÓ ÁÔ ÈÏÍÅ ÁÎÄ ÃÏÍÐÁÒÉÎÇ ÈÉÓ Ï×Î ÔÅÎ ÙÅÁÒ ÁÂÓÅÎÃÅ ×ÉÔÈ 0ÁÕÌȭÓȢ  (Å ÉÓ 

interrupted by a dishevelled Alex, who drunkenly cadges more alcohol and fantasises that he 

will write seven books about women, whose century this now is. 

Next day comes an unexpected and moving offer from Consul Handschuh and his wife.  

The couple are portrayed with all the sensitivity with which Reitz draws even relatively minor 

figures.  Handschuh is an interesting character ɀ his Nazi past does not sound so evil as 

:ÉÅÌËÅȭÓȟ ÔÈÅ ÄÅÁÌ ÈÅ ÈÁÄ ×ÉÔÈ :ÉÅÌËÅ ×ÁÓ ÔÏ ÐÒÏÔÅÃÔ ÈÉÍ ÁÆÔÅÒ ÔÈÅ ×ÁÒ ÉÎ ÒÅÔÕÒÎ ÆÏÒ ÉÌÌÅÇÁÌ 

appropriation of cameras and equipment, with which to set up the business.  A creative 

businessman himself, Handschuh idealises artistically creative people whom he wishes he 

could emulate, he understands them, and recognises the value of their work at Isarfilm.  Now, 

gravely ill and childless, he, together with his poor wife, is offering to make Hermann their 

substitute son, and the heir of the business.  Numbed by his depression, Hermann talks on 

and on about the future of the studio, without believing what he is saying.  There is a striking 

black and white image in which his face is seen through a window, with the Ammersee where 

Reinhard died reflected in its panes.  If he is willing to stay and devote himself to working on 

ÔÈÅ #ÏÎÓÕÌȭÓ ÈÅ ×ÉÌÌ ÉÎÈÅÒÉÔ ÔÈÅ ×ÈÏÌÅ ÆÉÒÍȢ  Ȱ"ÕÔ ) ÁÍ Á ÍÕÓÉÃÉÁÎȟ (ÅÒÒ +ÏÎÓÕÌȱȢ   

In shock at receiving two huge financial offers in the course of twenty four hours for the 

ÓÁËÅ ÏÆ ÈÉÓ ÙÏÕÔÈ ÁÎÄ ÉÄÅÁÌÉÓÍȟ (ÅÒÍÁÎÎ ÎÅÅÄÓ ÁÄÖÉÃÅȢ  2ÅÎÁÔÅȭÓ ÂÁÒ ÈÁÓ ÃÌÏÓÅÄ ÄÏ×Îȟ ÂÕÔ Á 

ÌÉÇÈÔ ÃÏÍÅÓ ÏÎ ÉÎ #ÌÁÒÉÓÓÁȭÓ ÁÐÁÒÔÍÅÎÔȢ  (ÅÒ ÍÏÔÈÅÒ ÔÅÌÌÓ ÈÉÍ ÓÈÅ ÉÓ ÏÎ a successful European 

tour with a new production, the Hexenpassion.  Tomorrow she is in Heidelberg.  Next day 

Hermann takes his free railcard, a gift from the Consul, and sets out with the idea of travelling 

                                                   

51 Drehort Heimat, 2004, p. 160 
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in whatever direction he may feel like, without ÁÎÙ ÇÏÁÌ ÔÏ ÁÒÒÉÖÅ ÁÔȟ ȰÔÏ ËÅÅÐ ÍÏÖÉÎÇȟ ÆÁÒ ÁÎÄ 

×ÉÄÅȟ ×ÉÔÈÏÕÔ ÒÅÓÔ ÁÎÄ ÅÎÄÌÅÓÓÌÙȱȟ ×ÈÅÒÅ ÎÏ ÏÎÅ ÓÈÏÕÌÄ ÆÉÎÄ ÈÉÍ ÁÎÄ ÈÅ ÍÉÇÈÔ ÆÉÎÁÌÌÙ ÓÔÁÙ 

silent.  Another flight.  When he reaches the station there happens to be an announcement 

that an express for Heidelberg is about to depart.  The image as he chases down the platform 

ÁÆÔÅÒ ÉÔ ÒÅÃÁÌÌÓ +ÉÅÓÌÏ×ÓËÉȭÓ Blind Chance. 

§ 

&ÒÏÍ ÈÅÒÅ ÏÎ×ÁÒÄÓ ÔÏ ÔÈÅ ÅÎÄ ÏÆ ÔÈÅ ÆÉÌÍ ÉÔ ÉÓ ÉÎÄÅÅÄ ȰÎÅÖÅÒ ÑÕÉÔÅ ÃÌÅÁÒ ×ÈÅÔÈÅÒ Á ÓÃÅÎÅ 

ÄÅÐÉÃÔÓ (ÅÒÍÁÎÎȭÓ ÆÅÁÒÓ ÁÎÄ ×ÉÓÈÅÓȟ ÈÉÓ ÍÅÍÏÒÙȟ ÏÒ Á ÒÅÁÌ ÓÔÏÒÙȱȟ ÁÓ ÔÈÅ ÄÉÒÅÃÔÏÒ ×ÒÉÔÅÓ ÉÎ ÔÈÅ 

passage quoted earlier.  One cannot be sure that anything more one learns now about the 

ÆÁÍÉÌÉÁÒ ÃÈÁÒÁÃÔÅÒÓ ȰÒÅÁÌÌÙȱ ÈÁÐÐÅÎÓ ÔÏ ÔÈÅÍȢ  )Ô ÓÅÅÍÓ ÔÈÁÔ (ÅÒÍÁÎÎ ÔÒÁÖÅÌÓ ÆÏÒ ÁÂÏÕÔ ÆÏÕÒ 

days through Germany and Holland, foÌÌÏ×ÉÎÇ ÔÈÅ ÔÒÁÉÌ ÏÆ #ÌÁÒÉÓÓÁȭÓ ÃÏÎÃÅÒÔ ÔÏÕÒȟ ÃÁÔÃÈÉÎÇ ÕÐ 

with it in Amsterdam and then returning to Schabbach for the first time in ten years.  Even 

that may be a fantasy.  On the long hypnotic train journeys, with vistas of railtracks and flying 

landscapes and half-seen reflections in the windows, he dreams and fantasises about some of 

his friends and significant acquaintances of the past ten years.  They appear in very concrete 

form, but at times in bizarre or inexplicable circumstances.  It is a kind of leave-taking of them 

all, and of the whole decade, before returning to his starting point in order to set out all over 

again. 

The selection of characters re-encountered may have been decided as much as anything by 

availability of the actors, but anyway the logic of this journey is the logic of dream.  For a long 

while Clarissa is there only in her absences, as she has seemed to be throughout most of the 

time he has known her:  a single hair in a hotel bedroom in Heidelberg, a tattered poster for 

ȰÔÏÄÁÙȭÓȱ ÐÅÒÆÏÒÍÁÎÃÅ ÔÈÅ ÄÁÙ ÁÆÔÅÒ ÉÔ ÈÁÓ ÔÁËÅÎ ÐÌÁÃÅȢ  !Ì×ÁÙÓ Ȱ4ÏÄÁÙ ÉÓ ÙÅÓÔÅÒÄÁÙȱȢ 

Retracing the journey from the Rhineland that he made ten years ago, with his own 

reflection blurring in the window glass, mesmerised by the speeding railway lines, he smiles at 

an image of his past self, the young Hunsrücker travelling solemnly towards a new life in 

Munich.  Then his consciousness is invaded by Renate, the first woman he met on arriving 

there, now transforming into one after the other of her most bizarre manifestations from the 

Ȭ5-"ÏÏÔȭȟ ×ÉÔÈ ÁÌÌ ÈÅÒ ÍÁÎÉÃ ×ÁÒÍÔÈ ÁÎÄ ÆÒÉÅÎÄÓÈÉÐȢ  !Ó ÈÅ ÊÕÍÐÓ ÏÕÔ ÏÆ ÔÈÅ ÔÒÁÉÎ ÁÔ 

Heidelberg he leaves her in a weird mermaid costume, waving from the luggage rack. 

Everywhere there are posters for the Hexenpassion, but he is too late (did Mutter Lichtblau 

deliberately mislead him?)  The performance was yesterday, the singers have left town, and 

today the theatre is showing The Beggar Student instead.  So Hermann begs an hotel room, 

which he imagines was the one where Clarissa had slept the night before.  In front of the Hotel 

zum Ritter (the Knight or Cavalier) a man leads a riderless horse.  Is Parzifal the myth of this 

chapter? 

.ÅØÔ ÍÏÒÎÉÎÇ ÏÎ ÔÈÅ ÒÁÉÌ×ÁÙ ÓÔÁÔÉÏÎ ÔÈÅÒÅ ÉÓ Á Ȱ7ÁÎÔÅÄȱ ÐÏÓÔÅÒ ÆÏÒ ÔÈÅ "ÁÁÄÅÒ-Meinhof 

gang.  One of those pictured is Helga.  She seems to have finally abandoned the difficulty and 

complexity of her own understanding, and to be now trapped in the icy simplicities of 
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extremism.  In so far as the character is supposed to have been partly inspired by the life of 

Ulrike -ÅÉÎÈÏÆȟ ÔÈÉÓ ÓÅÅÍÓ ÌÉËÅÌÙ ÔÏ ÂÅ Á ȰÒÅÁÌȱ ÄÅÖÅÌÏÐÍÅÎÔ ÏÆ ÈÅÒ ÓÔÏÒÙȢ 

Hermann travels on towards Cologne.  Along the Rhine valley, below the edge of the 

Hunsrück, he sees his own car down on the road, driven by Schnüßchen, with Lulu beside her.  

Apart from this strange but not impossible coincidence, their encounter at first seems to 

ÈÁÐÐÅÎ ÉÎ ÔÈÅ ȱÒÅÁÌȱ ×ÏÒÌÄȟ ÂÕÔ ÂÅÃÏÍÅÓ ÉÎÃÒÅÁÓÉÎÇÌÙ ÄÒÅÁÍ-like.  Hermann seems to have got 

out at the next station, which happens to be Bacharach.  When he finds Schnüßchen and Lulu 

watching a small circus, on the bank of the river, he becomes aware that one of the performers 

is Juan.  Afterwards, Lulu cries and runs away from him.  Schnüßchen, quite changed, and no 

longer her usual warm bubbly self, is delivering an intense monologue about her own 

intellectual struggles and achievements, to which Juan listens in silence, with his strange fixed 

smile.  She is startled to see Hermann, and rattles on, while he becomes ever more 

uncomfortable.  She refuses to talk to him about Lulu, and moves away.  Juan has welcomed 

Hermann, but now his smile disappears and he watches with infinite sadness the gulf grown 

ÂÅÔ×ÅÅÎ ÔÈÅ ÃÏÕÐÌÅȟ ÁÎÄ (ÅÒÍÁÎÎȭÓ ÄÉÓÔÒÅÓÓȢ  (ÅÒÍÁÎÎ ÌÅÁÖÅÓȟ ÁÎÄ 3ÃÈÎİħÃÈÅÎ ÐÕÓÈÅÓ ÐÁÓÔ 

Juan as though he were not there.  Perhaps ÈÅ ÉÓ ÎÏÔȟ ÅØÃÅÐÔ ÉÎ (ÅÒÍÁÎÎȭÓ ÄÒÅÁÍȢ  *ÕÁÎ 

sometimes spoke of an ambition to become a circus performer, it was never clear how 

ÓÅÒÉÏÕÓÌÙ ÈÅ ÍÅÁÎÔ ÉÔȢ  "ÕÔ ÏÎÅ ÓÈÏÕÌÄ ÎÏÔ ÃÏÎÃÌÕÄÅ ÆÒÏÍ ÔÈÉÓ ÅÐÉÓÏÄÅ ÁÌÏÎÅ ÔÈÁÔ ÈÅ ȰÒÅÁÌÌÙȱ 

ever did. 

Dream or synchronicity, this sad little scene is the last we see of Schnüßchen and Lulu in 

Heimat 2 and also the last we ever see of Juan.  There is a feeling that the story might reflect 

*ÕÁÎȭÓ ÆÁÒÁ×ÁÙ ÓÁÄÎÅÓÓ ÁÔ ÔÈÅ ÌÏÓÓ ÏÆ ÈÉÓ ÆÒÉÅÎÄ ÁÎÄ ÁÔ ÁÌÌ ÔÈÁÔ ÉÓ ÎÏ× ÈÁÐÐÅÎÉÎÇ ÔÏ ÈÉÍȟ ÁÎd 

(ÅÒÍÁÎÎȭÓ ÒÅÃÉÐÒÏÃÁÌ ÓÁÄÎÅÓÓȟ ÁÎÄ ÔÈÁÔ ÔÈÅÉÒ ÄÒÅÁÍÓ ÓÔÉÌÌ ÃÏÎÎÅÃÔ ÔÈÅÍȢ  4ÈÅ ÁÃÃÏÍÐÁÎÙÉÎÇ 

music is now powerful and full of sorrow.  Hermann walks back along the river bank, past a 

lonely, tethered Bactrian camel, and meets a loose colt or pony cantering freely in the other 

direction, as he had himself ten years before.  But he no longer feels free. 

On the train again, Hermann encounters someone whom both he and we have forgotten, 

ÔÈÅ ÌÁ×ÙÅÒ $Ò "ÒÅÔÓÃÈÎÅÉÄÅÒȭÓ ÃÏÌÌÅÁÇÕÅȟ &ÒÁÕ +ÒÁÕÓÅȟ ×ÈÏ ÏÎÃÅ ÃÏÍÍÅÎÔÅÄ ÏÎ the 

manuscript he brought with him to Munich, of which he had been so proud.  The train is held 

up by an alarming force of heavily armed police and helicopters, in search of terrorists.  One of 

the helicopters swerves away to a roadblock taking place on the nearby highway, in which 

Stefan is delayed. 

4ÈÅ ÓÔÏÒÙ ÏÆ (ÅÌÇÁȭÓ ÉÎÖÁÓÉÏÎ ÏÆ 3ÔÅÆÁÎȭÓ ÆÌÁÔȟ ÁÎÄ ÈÉÓ ÓÕÂÓÅÑÕÅÎÔ ÎÅÁÒ ÆÁÔÁÌ ÅÎÃÏÕÎÔÅÒ ×ÉÔÈ 

ÔÈÅ ÐÏÌÉÃÅȟ ×ÈÉÃÈ ÉÓ ÉÎÔÅÒÃÕÔ ×ÉÔÈ ÔÈÅ ÓÔÏÒÙ ÏÆ (ÅÒÍÁÎÎȭÓ ÎÉÇÈÔ ÉÎ #ÏÌÏÇÎÅȟ ÌÏÏËÓ ÌÉËÅ Á 

conscious homage to political thrillers of the period.  Ironically, one of the big posters in 

3ÔÅÆÁÎȭÓ ÆÌÁÔ ÉÓ ÆÏÒ The Conformistȟ ÔÈÏÕÇÈ ÔÈÁÔ ÉÓ ÓÅÔ ÉÎ ÁÎ ÅÁÒÌÉÅÒ ÔÉÍÅȢ  3ÔÅÆÁÎȭÓ ÃÌÏÔÈÅÓ ÁÎÄ 

hairstyle, the heavy spectacle frames, the spiral staircase to his Munich apartment, the 

shÁÄÏ×Ó ÏÆ ÔÈÅ ÐÏÌÉÃÅ ÏÎ ÉÔÓ ×ÁÌÌÓȟ ÁÎÄ (ÅÌÇÁȭÓ ÃÌÏÔÈÅÓȟ ÅÓÐÅÃÉÁÌÌÙ ÈÅÒ ÄÉÓÇÕÉÓÅ ×ÉÔÈ ×ÉÇ ÁÎÄ 

heavy glasses, all seem almost stereotyped.  Maybe the scene is simply as Hermann would 

have imagined it, on reading the press reports.  The one illuminating moment is when Stefan 

ÓÁÙÓȡ  ȱ-Ù 'ÏÄȟ (ÅÌÇÁȟ ÈÏ× ÃÁÎ ÙÏÕ ÌÉÖÅ ÌÉËÅ ÔÈÉÓȩȱ ÁÎÄ ÓÈÅ ÒÅÐÌÉÅÓȡ  ȱ !Ô ÌÁÓÔ )ȭÍ ÎÅÅÄÅÄȱȢ 
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Cologne also has posters for the Hexenpassion, ÁÇÁÉÎ ×ÉÔÈ ÓÔÉÃËÅÒÓ ÓÁÙÉÎÇ Ȱ/ÎÌÙ ÔÏÄÁÙȱȢ  "ÕÔ 

when Hermann goes to the theatre it is closed and he is met by a cleaner looking remarkably 

ÌÉËÅ /ÍÁ !ÕÆÓÃÈÒÅÙ ×ÈÏ ÓÁÙÓ ÁÇÇÒÅÓÓÉÖÅÌÙ Ȱ4ÏÄÁÙ ÉÓ ÙÅÓÔÅÒÄÁÙȱȢ  ,ÏÏËÉÎÇ ÕÐ ÁÔ ÔÈÅ ÃÁÔÈÅÄÒÁÌ 

spires against the sky, Hermann revolves until he gets dizzy.  At the same time back in 

Munich, Alex, drunk in his digs, staggers and falls face down among his stacks of tumbling 

books, felled by a fatal stroke. 

7ÈÅÎ (ÅÌÇÁ ÔÒÉÅÓ ÔÏ ÐÈÏÎÅ ÆÒÏÍ 3ÔÅÆÁÎȭÓ ÆÌÁÔȟ ÔÈÅ ÐÈÏÎÅ ÉÓ ÅÎÇÁÇÅÄȢ  +ÁÔÈÒÉÎ ÉÎ "ÅÒÌÉÎ ÁÔ 

ÔÈÅ ÓÁÍÅ ÍÏÍÅÎÔ ÉÓ ÓÐÅÁËÉÎÇ ÔÏ (ÅÒÍÁÎÎ ÉÎ #ÏÌÏÇÎÅȟ ÁÎÄ ÔÈÅÙ ÓÉÎÇ 3ÃÈÕÂÅÒÔȭÓ Ȱ$ÅÒ 

7ÁÎÄÅÒÅÒȱ ÔÏ ÅÁÃÈ ÏÔÈÅÒ ÏÖÅÒ ÔÈÅ ÐÈÏÎÅȢ  +ÁÔÈÒÉÎ ÓÅÅÍÓ ÇÅÎÔÌÅÒȟ ÔÈÅÒÅ ÁÒÅ ÔÒÁÃÅÓ ÏÆ ÔÅÁÒÓ ÏÎ 

her face, and the scene is beautifully lit on both sides of the conversation.  Touchingly, she 

ÓÈÁÒÅÓ (ÅÒÍÁÎÎȭÓ ÍÏÏÄȟ ÕÎÔÉÌ ȰÔÈÅ 2ÅÖÏÌÕÔÉÏÎȱ ÎÅÅÄÓ ÔÈÅ ÐÈÏÎÅȢ  .ÅØt morning, after reading 

ÔÈÅ ÎÅ×Ó ÏÆ 3ÔÅÆÁÎȭÓ ÓÕÂÓÅÑÕÅÎÔ ÇÒÁÖÅ ÉÎÊÕÒÙ ÉÎ Á ÐÏÌÉÃÅ ÒÁÉÄȟ (ÅÒÍÁÎÎ ÔÒÁÖÅÌÓ ÆÕÒÔÈÅÒȢ  /Î ÔÈÅ 

journey there are more dreams or fantasies which add little to what has gone before.  

Nightmare takes over the logic as he finds the lavatory occupied by Oma Aufschrey.  In horror 

he leaps off at the next station which happens to be Dülmen.  Phoning Mutter Lichtblau, he 

learns Clarissa is in Amsterdam.  Marianne passes unaware. 

Hermann travels swiftly to Amsterdam, and there are images of the canals, recalling, but 

very different from, those of Venice in Film 10.  He arrives late for the Hexenpassion and only 

gets into the hall itself halfway through the spectacle.  The text of the work is a literal 

seventeenth century account of the tortuÒÉÎÇ ÔÏ ÄÅÁÔÈ ÏÆ Á Ȱ×ÉÔÃÈȱȟ ×ÈÉÃÈ ÉÎ ÉÔÓ ÓÉÍÐÌÅ 

agonised repetition seems much more powerful than the performance itself.  The music grows 

with repeated listening.  The words and music are enough, the movements, lighting and 

staging are of their time, and seem now unnecessarily melodramatic and pretentious.  

(ÅÒÍÁÎÎ ÉÓ ÏÎÃÅ ÍÏÒÅ ÏÖÅÒ×ÈÅÌÍÅÄȟ ÁÎÄ ÆÏÒ Á ÍÏÍÅÎÔ ÓÅÅÍÓ ÔÏ ÓÅÅ ÓÅÖÅÎ ÏÆ ȰÈÉÓȱ ×ÏÍÅÎȟ 

led by Marianne, advancing on him from the stage, but this passes.  After the concert the 

musicians troop away to their hotel. 

The beautiful scene in the Hotel Acacia is again dreamlike, and full of silences.  Its gentle 

humour brings it to earth but it is an open question whether this, too, is not a dream or a 

ÆÁÎÔÁÓÙȟ (ÅÒÍÁÎÎȭÓȟ ÏÒ #ÌÁÒÉÓÓÁȭÓȟ ÏÒ ÂÏÔÈȢ  4ÈÅ ÓÃÅÎÅ ÉÓ Ótrangely lit, very beautifully, but in 

ÔÈÅ ÓÔÙÌÅ ÏÆ ÁÎÏÔÈÅÒ ÆÉÌÍȟ ÒÅÆÌÅÃÔÉÎÇ ÔÈÅ ÌÉÇÈÔ ÉÎ ÔÈÅ ÌÁÓÔ ȰÃÈÏÒÁÌÅȱ ÏÆ ÔÈÅ Hexenpassion.  For me 

this has a distancing, unreal effect. 

) ËÎÏ× ÔÈÁÔ ÍÉÇÈÔ ÔÒÏÕÂÌÅ ÐÅÏÐÌÅ ×ÈÏ ×ÁÎÔ ÔÏ ÔÈÉÎË ÏÆ ÔÈÅ ÓÃÅÎÅ ÁÓ ȰÒÅÁÌȱ ÉÎ ÔÈÅ context of 

the story, but watching the whole film late at night in something of a dreamlike state myself, I 

had the illusion that most of the lines spoken here had been spoken before, either by the 

couple themselves or by other couples in the series ɀ Evelyne and Ansgar, or Reinhard and 

Esther.  Some of them actually were.  The scene is full of echoes of all the love stories in the 

first two Heimat series, and as such is very moving. 

#ÌÁÒÉÓÓÁȭÓ ÎÏÔÅ ÁÎÄ ÔÈÅ ÉÎÔÒÕÓÉÏÎ ÏÆ ÔÈÅ ÃÈÁÍÂÅÒÍÁÉÄÓ ÉÎ ÔÈÅ ÍÏÒÎÉÎÇ ÂÒÉÎgs it all into the 

ÌÉÇÈÔ ÏÆ Á ÎÏÒÍÁÌ ÄÁÙȢ  (ÅÒÍÁÎÎ ÈÁÓ ÔÏ ×ÁÉÔȢ  )Î ÏÎÅ ÏÆ ÔÈÅ Ȱ&ÒÁÇÍÅÎÔÓȱ -ÁÒÔÈÁȟ ×ÁÉÔÉÎÇ 

ÅÎÄÌÅÓÓÌÙ ÆÏÒ ÔÈÅ ÒÅÔÕÒÎ ÏÆ !ÎÔÏÎȟ ÁÓËÓ ÔÈÅ ÃÈÉÌÄ (ÅÒÍÁÎÎȡ  ȰDo you know what that is, 
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(ÅÒÍÁÎÎȩ  4Ï ×ÁÉÔȩȱ ÁÎÄ ÔÈÅ ÌÉÔÔÌÅ ÂÏÙȟ ×ÈÏ ÈÁÓ ×ÁÔÃÈÅÄ ÈÅÒ ÃÒÙÉÎÇȟ ÓÁÙÓ ȱ9ÅÓȱȢ  "ÕÔ ÁÓ Á 

ÙÏÕÎÇ ÍÁÎ ÈÅ ÈÁÓ ÁÎÎÏÕÎÃÅÄ ÔÈÁÔ Ȱ7ÁÉÔÉÎÇ ÍÁËÅÓ ÙÏÕ ÓÔÕÐÉÄȱȟ ÁÎÄ ÎÏ× ÈÅ ÆÁÉÌÓ ÔÏ ×ÁÉÔȢ  

Smashing the mirror, he only multiplies his own image.  His leaving Amsterdam has 

something of the wretched, unconscious self-selection that causes us to desert the scene we 

most want to be part of, because we are not yet ready or adult enough for it.  Like Parzifal, he 

has failed to ask the right question. 

.ÏÎÅÔÈÅÌÅÓÓ ÏÎÃÅ ÍÏÒÅȟ ÉÎ ÄÒÅÁÍ ÏÒ ÉÎ ÌÉÆÅȟ ÈÅ ÈÁÓ ËÎÏ×Î ȰÔÈÅ ÍÏÍÅÎÔ ×ÈÅÒÅ ÔÈÅ ×ÈÏÌÅ 

heaÒÔ ÓÁÙÓ ȬÙÅÓȭȱȢ  #ÌÁÒÉÓÓÁ ÔÏÏ ÅÃÈÏÅÓ ÔÈÅÓÅ ×ÏÒÄÓȟ ÓÈÏ×ÉÎÇ ÕÐ ÔÈÅ ÁÂÓÕÒÄÉÔÙ ÏÆ ÔÈÅ ÁÔÔÉÔÕÄÅÓ 

implied around her at the press conference.  Asked why she performed the Hexenpassion, she 

ÒÅÐÌÉÅÓȡ  Ȱ)Î ÔÈÉÓ ÐÒÏÊÅÃÔ ÒÉÇÈÔ ÆÒÏÍ ÔÈÅ ÓÔÁÒÔ ÍÙ ×ÈÏÌÅ ÈÅÁÒÔ ÓÁÉÄ ȬÙÅÓȭȟ ÆÏÒ ÔÈÅ ÆÉÒÓÔ ÔÉÍÅȢȱ 

"ÁÃË ÏÎ ÔÈÅ ÔÒÁÉÎ (ÅÒÍÁÎÎ ÉÓ ÁÇÁÉÎ ÉÎ ÆÌÉÇÈÔȟ ÔÈÉÓ ÔÉÍÅ ÔÏ ÔÈÁÔ ȰÒÅÐÒÅÓÓÉÖÅȟ ÎÁÒÒÏ×ȟ ÌÉÍÉÔÅÄȟ 

hopeless, shit-ÓÔÉÎËÉÎÇ ÐÌÁÃÅ ×Å ÃÁÌÌ ÈÏÍÅȱȢ  "ÕÔ ÈÅ ÐÌÁÎÓ ÔÏ ×ÒÉÔÅ ÔÏ #ÏÎÓÕÌ (ÁÎÄÓÃÈÕÈ ÔÈÁÔ 

he has gone back to the beginning, and bids hiÍ ÆÁÒÅ×ÅÌÌ ÆÏÒ ÅÖÅÒȢ  Ȱ-Ù ÄÒÅÁÍÓ ÁÒÅ ÄÉÆÆÅÒÅÎÔȟ 

×ÈÁÔ ÔÈÅÙ ÁÒÅ ) ×ÉÌÌ ÆÉÎÄ ÏÕÔ ÈÅÒÅȢ  ) ÈÁÖÅ ÔÏ ÌÅÁÒÎ ÔÏ ×ÁÉÔȢȱ  3ÏÍÅÈÏ× ÉÔ ÉÓ ÈÁÒÄ ÔÏ ÂÅÌÉÅÖÅ ÔÈÁÔ 

ÈÅ ×ÉÌÌȟ ÆÏÒ Á ÖÅÒÙ ÌÏÎÇ ÔÉÍÅȢ  'ÌÁÓÉÓÃÈ ÔÅÌÌÓ ÈÉÍ ÈÅ ÈÁÓÎȭÔ ÃÈÁÎÇÅÄ ÁÔ ÁÌÌȢ  (Å ×ÁÌËÓ ÁÎÄ ×ÁÌËÓ 

towards Schabbach, dwindling in the distance, we never see him reach his home.  
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Heimat 3  

1989-1999 

3.0  Introduction 

Heimat 3 is a six-part epic journey through the turbulent decade in Germany following the 

fall of the Berlin Wall in November 1989.  It contains some ÏÆ 2ÅÉÔÚȭ ÍÏÓÔ ÓÔÒÏÎÇÌÙ ÁÎÄ 

sensitively realised characters, richly performed in complex stories full of humour, grief and 

ÐÏ×ÅÒȢ  )Ô ÒÅÖÉÓÉÔÓ ÔÈÅ ÆÉÃÔÉÏÎÁÌ Ȭ3ÃÈÁÂÂÁÃÈȭ ÁÎÄ ÔÈÅ ÈÅÉÇÈÔÓ ÂÏÒÄÅÒÉÎÇ ÔÈÅ 2ÈÉÎÅȟ ÂÕÔ ÁÌÓÏ 

traverses the old border between West and East during and after the period of reunification, 

with scenes in big cities on both sides.  Multi-faceted characters are drawn from both former 

parts of the country, and then from still further afield.  As the cycle proceeds there are more 

and more of tÈÅ ÄÅÌÉÃÁÔÅ ÎÕÁÎÃÅÓ ÏÆ ÉÍÁÇÅ ÁÎÄ ÐÅÒÆÏÒÍÁÎÃÅ ÓÏ ÔÙÐÉÃÁÌ ÏÆ 2ÅÉÔÚȭ ×ÏÒËȢ   

The role of memory in creating Heimat 3 is very different from its role in either of the two 

earlier series.  It is very recent memory, generated entirely within the month and ten years up 

to the Millennium, memory structured by intellect, and imbued with the mood of today.  The 

experience that it records is adult experience.  It was subjected at the same time, or soon after, 

to analysis in a language of politics and social history, as well as simple recognition in the 

language of immediate personal response.  Since the fall of the Berlin Wall in 1989 change has 

been so rapid and radical that the memory even of recent experience is getting lost.  Now, at 

the time of making the film, it is rescued and interpreted retrospectively from within a state of 

mind to which the experiences themselves have given rise.  For most of the period it is a long 

way from the sepia-toned memory of family tradition, or intuitively recreated memory of the 

intense feelings and perceptions of being young, long ago.  The film locations return again at 

ÔÉÍÅÓ ÔÏ ÔÈÅ ÖÉÌÌÁÇÅ ÏÆ Ȭ3ÃÈÁÂÂÁÃÈȭȟ ÂÕÔ Ôhe society within which this cycle is set is no longer 

just that of a rural village.  Instead, it is German society of the decade as reflected in the 

consciousness of socially mobile protagonists.  The lives of minor characters in the village are 

not portrayed in the same depth as in Heimat 1. 

!Ô ÔÈÅ ÓÁÍÅ ÔÉÍÅȟ ÔÈÅ ȰÔÈÉÒÄ Ȭ(ÅÉÍÁÔȭ ȱ ÒÅÓÅÍÂÌÅÓ ÔÈÅ ÓÅÃÏÎÄȟ ÉÎ ÔÈÁÔ ÉÔ ÉÓ Á Ȭ(ÅÉÍÁÔȭ ÏÆ 

choice, located in an imagined future.  But otherwise it differs, in that the choice is now a 

ÆÌÉÇÈÔ ÆÒÏÍ ÔÈÅ ÐÒÅÓÅÎÔ ÌÅÇÁÃÙ ÏÆ ÔÈÅ ÓÅÃÏÎÄ Ȭ(ÅÉÍÁÔȭȟ ÁÎÄ ÔÈÅ ÉÍÁÇÉÎÁÔÉÏÎ ÉÓ ÉÎÓÐÉÒÅÄ ÂÙ ÁÎ 
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idealised memory of the first.  Its reality rests on the survival of older members of the 

ÇÅÎÅÒÁÔÉÏÎ ×ÈÏ ÈÁÖÅ ÒÅÍÁÉÎÅÄ ÉÎ ÔÈÅ ÎÅØÕÓ ÏÆ ÔÈÅ ÆÉÒÓÔ Ȭ(ÅÉÍÁÔȭ ÁÎÄ ÃÈÁÎÇÅÄ ×ÉÔÈ ÉÔȟ ÂÕÔ ÁÓ Á 

Ȭ(ÅÉÍÁÔȭ ÏÆ ÃÈÏÉÃÅ ÉÔ ÒÅÍÁÉÎÓ Á ÆÁÎÔÁÓÙ ÔÈÁÔ ÄÉÓÓÏÌÖÅÓ ÁÒÏÕÎÄ ÔÈÏÓÅ ×ÈÏ ÈÁÖÅ ÃÈÏÓÅÎ ÔÏ 

ȰÒÅÔÕÒÎȱ ÔÏ ÉÔȢ 

The leading actor Henry Arnold says52ȟ Ȱ)Ô ÉÓ ÃÈÁÒÁÃÔÅÒÉÓÔÉÃ ÏÆ Die Zweite Heimat and 

Heimat 3, and probably Heimat 1, that Reitz is telling the story of a decline or dismantling 

[AbbauɐȱȢ  3Ï ÔÈÅ ÁÃÔÉÏÎ ÇÏÅÓ ÆÒÏÍ ÔÈÅ ÅÕÐÈÏÒÉÁ ÏÆ ÔÈÅ ÆÁÌÌ ÏÆ ÔÈÅ 7ÁÌÌ ÁÎÄ ÏÆ ÔÈÅ ÒÅÕÎÉÏÎ ÏÆ 

Hermann and Clarissa, to a high point for the characters, on the Zugspitze.  Then, even as 

Germany rejoices in winning the World Cup, a deterioration gradually sets in, so that 

relationships start to crumble, dreams go sour, brutal economic and social realities start to 

intrude, change becomes a source not of joy but of anxiety, and individual lives are challenged 

by financial failure, sickness and death.  At the Millennium there is a frantic need to recover 

hope and faith in yet more change, but the series ends in a mood of disillusion, realism 

grounded in the family, and maybe tentative hope.  Alan Andres53 describes this succinctly as 

Ȱthe human journey most of us make from idealism to realism, and often, to resignation, with 

ÆÁÍÉÌÙ ÂÅÉÎÇ Á ÒÅÇÅÎÅÒÁÔÉÎÇ ÃÏÎÓÔÁÎÔȱȢ 

In parallel with this world view, goes a sense of despondency at a personal level, so that 

(ÅÒÍÁÎÎ ȰÔÈÅ ÉÄÅÁÌÉÓÔȱ ÉÓ Á ÂÅÁÒÅÒ ÏÆ ÔÈÅ ÃÏÎÃÅÐÔ ȰÔÈÁÔ ÁÐÐÌÉÅÓ ÔÏ ÁÌÌ ÉÎÔÅÌÌÅÃÔÕÁÌÓ ÔÈÅÓÅ ÄÁÙÓȟ 

ÔÈÅÙ ÁÒÅ ÁÔ Á ÌÏÓÓ ÉÎ Á ÓÐÅÃÉÁÌ ×ÁÙȣ ÔÈÅÙ ÃÁÎÎÏÔ ÔÕÒÎ ÂÁÃË ÁÎÄ ÍÁËÅ ÔÈÅÉÒ way again, despite all 

ÔÈÅÉÒ ÅØÐÅÒÉÅÎÃÅȟ ËÎÏ×ÌÅÄÇÅ ÁÎÄ ÉÄÅÁÌÓȣ (ÅÒÍÁÎÎ ÉÎÃÒÅÁÓÉÎÇÌÙ ÌÁÃËÓ ÌÁÎÇÕÁÇÅȟ ȣ his 

ÃÈÁÒÁÃÔÅÒ ÂÅÃÏÍÅÓ ÓÔÅÁÄÉÌÙ ÌÅÓÓ ÏÕÔÓÐÏËÅÎȟ ÍÏÒÅ Á ÒÁÔÈÅÒ ÐÁÌÅ ÃÈÁÒÁÃÔÅÒȟ ȣ ÆÉÎÁÌÌÙ ÈÅ ÉÓ ÁÌÍÏÓÔ 

ÌÉËÅ ÁÎÙÏÎÅ ÅÌÓÅȱ54.  This is the mood within which the memories of the past decade are 

rescued from oblivion and interpreted. 

§ 

Much has been said about the nefarious influence on Heimat 3 of the TV editors and the 

financial backers, who are reputed to have curtailed the original 11-part design of the series 

ÁÎÄ ÍÁÙÂÅ ÉÎÓÔÉÇÁÔÅÄ ÔÈÅ ÉÎÔÒÏÄÕÃÔÉÏÎ ÏÆ ÔÈÅ Ȱ(ÏÌÌÙ×ÏÏÄ-ÓÔÙÌÅȱ ÃÁÔÁÓÔÒÏÐÈÅ ÉÎ &ÉÌÍ ΰȢ  

Everything one has since read or seen about the film emphasises the dire effect of the 

conditions under which Reitz was forced to work.  The trouble began far back, with the late 

evening scheduling of Heimat 2, and the changed media and audience culture which meant 

that, in simplistic commercial terms, Heimat 2 ×ÁÓ ÎÏÔ ÒÁÔÅÄ Á ÇÒÅÁÔ ȰÓÕÃÃÅÓÓȱȢ  )Ô ÃÁÎ ÏÎÌÙ ÂÅ 

imagined what we have lost because Reitz was not able to get funding to start work on a 

another series straightaway while still enthused with the spirit that induced him to make 

Heimat 2 ÏÕÔ ÏÆ ȰÌÏÖÅ ÏÆ ÌÉÆÅȱȢ  4ÈÅ ÙÅÁÒÓ ÏÆ ÓÔÒÕÇÇÌÅ ÁÎÄ ÔÈÅ ÕÎ×ÅÌÃÏÍÅ ÄÅÇÒÅÅ ÏÆ ÃÏÍÐÒÏÍÉÓÅ 

required before he could get the filming under way clearly took a toll. 

                                                   

52 In:  Arnon Grunberg: VPRO Television Documentary 19.12.2004 Over Heimat. 
53

 personal communication 
54 Edgar Reitz, in: Maarten van Bracht: VPRO-ÇÉÄÓ ÁÒÔÉÃÌÅ άήȢΫάȢάΪΪή ȵ'ÅÚÏÃÈÔȡ (ÅÉÍÁÔȰȢ   



Skrimshire / 'Heimat' of memory .........   91 

4ÈÅ ÌÏÓÓ ÏÆ ȰÍÁÇÉÃȱ ÁÎÄ ×ÈÁÔ ÓÅÅÍÅÄ ÁÔ ÆÉÒÓÔ ÖÉÅ×ÉÎÇ ÌÉËÅ Á ÌÏÓÓ ÏÆ ÔÈÅ ÁÕÔÈÏÒȭÓ ÌÏÖÅ ÆÏÒ 

characters such as Hermann and Clarissa, at least in the early episodes of Heimat 3, may 

reflect this weariness.  One of the most disconcerting aspects of the series, especially the first 

half, is that Hermann and Clarissa have both become quite different people from their 

incarnations in Heimat 2, as the actors of their parts explain in the VPRO documentary.  That 

may also reflect the sense that Edgar Reitz describes in many of his interviews that the 

experience, knowledge and ideals of intellectuals of his own generation are no longer valid or 

valued in the world today.  As we have seen, he deliberately presents Hermann and to some 

extent ClaÒÉÓÓÁ ÁÓ ÂÅÁÒÅÒÓ ÏÆ ÔÈÉÓ ÕÎÃÏÍÆÏÒÔÁÂÌÅ ÃÏÎÓÃÉÏÕÓÎÅÓÓȟ ÁÎÄ ÁÔÔÒÉÂÕÔÅÓ (ÅÒÍÁÎÎȭÓ 

ȰÐÁÓÓÉÖÅÎÅÓÓȱ ÔÏ ÉÔȢ  !ÌÌ ÔÈÉÓ ÍÁÙ ÃÏÎÔÒÉÂÕÔÅ ÔÏ ÔÈÅ ÆÌÁÔÎÅÓÓ ÁÎÄ ÄÉÓÁÐÐÏÉÎÔÍÅÎÔ ÏÎÅ ÆÅÅÌÓ ×ÈÅÎ 

first meeting them again at the start of Heimat 3, though it has to be said that Hermann was 

ÁÌÒÅÁÄÙ ÔÈÅ ȰÉÎÔÅÌÌÅÃÔÕÁÌȟ ÅÔÅÒÎÁÌÌÙ ÆÁÉÌÉÎÇ ÔÏ ÁÒÒÉÖÅȱ55 even in Heimat 2.  But he seemed 

somehow more complex and understandable then, and full of energy, and funny, and young.  

In the VPRO documentary quoted earlier, Henry Arnold says of his character in Heimat 3ȡ  Ȱ 

)ÔȭÓ ÎÏÔ ÊÕÓÔ ÔÈÁÔ ÈÅȭÓ Á ÂÉÔ ÏÌÄÅÒ ÔÈÁÎ ) ÁÍȟ ÂÕÔ ÈÉÓ ÖÉÅ× ÏÆ ÔÈÅ ×ÏÒÌÄȟ ×ÈÁÔ ÈÅ ÆÏÒÍÅÒÌÙ 

expected from himself, his life, and also his music and his art, is so changed that I had to 

ÉÎÖÅÎÔ ÈÉÍ ÁÓ Á ÎÅ× ÍÁÎȢȱ 

One wonders too throughout the first half of the series what has happened to Clarissa since 

the sixties:  though still an accomplished performance, it is not the same person at all, even 

more than Hermann she has become someone else.  The mystery and creativity have gone and 

at least until the end of Film 4 the vulnerability is half hidden.  She has acquired a kind of 

brittleness in shallow social situations, and a bright, enthusiastic practicality which does not 

accord with the person we knew in the earlier series.  At the same time, paradoxically, the 

ÎÅÅÄ ÆÏÒ ÃÁÒÅ ÆÏÒ ÈÅÒ ÓÏÎ ÈÁÓ ÐÌÁÃÅÄ ÈÅÒ ÏÎÃÅ ÍÏÒÅ ÁÔ ÔÈÅ ÍÅÒÃÙ ÏÆ ÈÅÒ ÍÏÔÈÅÒȭÓ ÅÍÏÔÉÏÎÁÌ 

blackmail.  But she has kept another freedom, attained at the end of Heimat 2, the freedom 

ÆÒÏÍ ÆÅÁÒ ÏÆ ÌÏÓÉÎÇ ÈÅÒ ȰÆÒÅÅÄÏÍȱ ÉÎ ÒÅÌÁÔÉÏÎÓÈip, so that her conflicts now are more those of 

everyday life. 

Heimat 3 lacks the enjoyment there was in Heimat 2 of watching Clarissa's work as a 

student of cello.  Her musicianship and the fun, anxiety and seriousness of her approach felt 

then very real.  But there is no counterpart to that in what is represented of her life as a singer, 

ÏÎÌÙ Á ÆÏÃÕÓ ÏÎ ÔÈÅ ÓÔÒÅÓÓ ÏÆ ÃÏÍÂÉÎÉÎÇ ÐÒÏÆÅÓÓÉÏÎÁÌ ÁÎÄ ÈÏÍÅ ÌÉÆÅȢ  (ÅÒÍÁÎÎȭÓ ÈÁÖÉÎÇ 

gravitated to a more conventional form of music making may be realistic, considering the 

constraints of the market on concert programming, but he too is less convincing as the great 

"maestro" than he was as the young experimental composer.  Nonetheless, though they may 

not be "world class", they still come across as serious musicians, performing and not miming 

their parts in the scenes of their public appearances, and this enriches Heimat 3 just as it 

enriched Heimat 2.  In Heimat 3 there is much less film music contributed by Mamangakis, 

and the constant delight of his score is sorely misÓÅÄȢ  (Ï×ÅÖÅÒ ÁÓ ÔÉÍÅ ÇÏÅÓ ÂÙȟ 2ÉÅÓÓÌÅÒȭÓ 

intriguing music for bass clarinet becomes very effective at giving ground and voice to the 

                                                   

55
 ȵ$ÁÓ (ÅÒÍßÎÎÃÈÅÎ ÁÌÓ )ÎÔÅÌÌÅËÔÕÅÌÌÅÒ ÕÎÄ Å×ÉÇ .ÉÃÈÔ-!ÎËÏÍÍÅÎÄÅÒȱ- Edgar Reitz in:Thomas E 

Schmidt: DIE :%)4 ΫΰȢΫάȢάΪΪή .ÒȢίά Ȱ)ÃÈ ÂÅ×ÕÎÄÅÒÅ 4ÒÅÕÅȟ ÄÉÅ ÁÕÆ ÎÉÃÈÔÓ ÓÐÅËÕÌÉÅÒÔȰ.   
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tensions that arise in the story, though by the end of the fourth film it is starting to annoy.  

But that whole film is also intriguingly haunted by two contrasting interpretations of 

3ÃÈÕÍÁÎÎȭÓ Dichterliebe, a straight romantic version, and an ironic, if (to my ears) rather 

ÆÁÔÕÏÕÓ ȰÃÒÏÓÓÏÖÅÒȱ ÏÎÅȢ 

§ 

The greater part of the cycle is shot in bright colour, and there are splendid images in the 

first film, including a great panorama from the Zugspitze.  Black and white film is used for 

ÈÉÓÔÏÒÉÃÁÌ ÒÅÃÏÎÓÔÒÕÃÔÉÏÎÓ ÏÆ "ÅÒÌÉÎ ÁÎÄ ,ÅÉÐÚÉÇ ÉÎ Ϋγβγȟ ÁÎÄ ÆÏÒ (ÅÒÍÁÎÎȭÓ ÒÅÔÕÒÎ ÔÏ 

Schabbach, which maybe he was still seeing through the eyes of memory.  The black and white 

images have silvery light, but again, in the first half of the cycle, lack the texture and depth of 

the work of Gernot Roll or Christian Reitz, and the lighting and the positioning of the 

characters on the screen seem more conventional.  There is not the same flowing of 

movement through the scenes, nor the spaces carved out of light and shadow.  This also 

applies in some degree to the colour images in the first four films.  In Films 3 and 4 

particularly there are many beautiful scenes, maybe with only two or three characters, with 

clear living light from windows, or elsewhere, often from a luminous background, pervading a 

whole space, but not creating it in the way of the two first  Heimat series .  Depth is created 

more by planes of placement of characters and scenery, and rather less by focus and light.  The 

landscape images are also often beautiful, but perhaps more static than in the first Heimat.  

The sense of space comes only from the movement of the camera, it is not suggested in the 

ÉÍÁÇÅȢ  4ÈÉÓ ÃÈÁÎÇÅÓ ÉÎ ÔÈÅ ÌÁÓÔ Ô×Ï ÅÐÉÓÏÄÅÓȟ ×ÉÔÈ #ÈÒÉÓÔÉÁÎ 2ÅÉÔÚȭ ÃÉÎÅÍÁÔÏÇÒÁÐÈÙȢ  /ÎÃÅ 

again, scenes have light and texture and depth, and the flexibility and sweep of his camera 

crane allows the landscape and vehicle shots to flow56. 

There are a number of very beautiful close-ups in the second film, striking images both in 

black and white and in colour, especially of Ernst, and also of the East Germans Tobi and 

Gunnar.  In that episode there are, as well, many black and white sequences.  Reitz has 

ÅØÐÌÁÉÎÅÄ ÔÈÁÔ ȰÔhey only appear when the scenes take off into the sphere of universal validity 

or contemporary history.  These are for example scenes dealing with the fall of the Wall, 

historical flashbacks or people in borderline situations, moÍÅÎÔÓ ÄÅÔÁÃÈÅÄ ÆÒÏÍ ÔÈÅ ÐÌÏÔȱ57.  

However there seem to be other subtleties at work too. 

When in Film 2 black and white film marks the movement of characters back into the East, 

not only does it announce that these scenes are historical, that by the time we view the film 

the old GDR no longer exists, but it also suggests two opposing meanings ɀ representing on 

the one hand the idea that from the West the East looked merely dingy, backward and 

oppressed, but on the other possibly something like nostalgia and humour among those now 

looking back who lived in the East through those times. 

                                                   

56
 Edgar Reitz in: Ingo Fliess: ȵ)ÎÔÅÒÖÉÅ× ÍÉÔ %ÄÇÁÒ 2ÅÉÔÚ ÚÕ (ÅÉÍÁÔέȰȟ άβȢΪΰȢάΪΪή 

57 In:  Ingo Fliess, op.cit. 
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At the same time, black and white film seems to be associated with a kind of anguish, the 

ÄÁÒË ÐÌÁÃÅÓ ×Å ÌÏÏË ÂÁÃË ÁÔ ÆÒÏÍ ÔÈÅ ÄÁÙÌÉÇÈÔ ÏÆ ȰÎÏÒÍÁÌȱ ÌÉÆÅȟ ÔÈÅ ÃÒÁÃËÓ ÉÎ ÔÈÅ ÓÕÒÆÁce of 

things.  It appears when Gunnar drives off in angry distress, contemplates throwing away his 

wedding ring, and sets out to survive in a dilapidated part of Berlin.  Colour only reappears for 

him with the newly washed T-shirt, the first gesture of warmth that he has received, which 

then irradiates the whole dingy tenement.  There is something the same in Film 5 where the 

ÓÃÅÎÅÓ ÏÆ #ÌÁÒÉÓÓÁȭÓ ÉÌÌÎÅÓÓ ÉÎ ÈÏÓÐÉÔÁÌ ÁÒÅ ÁÌÌ ÓÈÏ×Î ÉÎ ÂÌÁÃË ÁÎÄ ×ÈÉÔÅȟ ÕÎÔÉÌ ÔÈÅ ÄÁÙ ÓÈÅ ÉÓ 

discharged.  And in Film 3 the agonising archetypal confrontation of the elderly brothers is 

also filmed in black and white. 

§ 

The constraints on the making of the third Heimat series drastically affected the way the 

story was told.  Often the actors themselves, in their faces, their silences, the energy of their 

personalities, seem to substitute for whole passages that may have had to be excluded from 

the truncated text.  In the first film, in particular, the narrative is rushed, and there are few 

opportunities to explore subtle byways in the development of characters and their 

interactions.  In the early films there are hardly any sequences of such beauty that one wants 

to replay them repeatedly for sheer delight.  Also, on first viewing the whole cycle, the shapes 

of the individual films are not always very clear.  Film 4 sweeps one along with the current of 

the narrative, and some of its sequences have a space, coherence and power that remain with 

you long afterwards.  But other films move too rapidly through events, or contain disjointed 

sections of very different character and mood, so that it is hard to discern the basic design and 

identity of each film.  The work as it now exists is the 6-part version on the DVDs, so there is 

no point in attempting to re-construct notionally an 11-ÐÁÒÔ ȰÏÒÉÇÉÎÁÌȱ ÔÈÁÔ ×ÁÓ ÎÅÖÅÒ ÆÉÌÍÅÄȢ  

All the same, if one or other of the films seems in places disjointed and uneven, it can help to 

imagine it as a combination of separate episodes, each with its own mood and dynamic, that 

had perforce to be compressed into one film.  This is explored further in discussion of the 

individual films.   

Meanwhile, it is worth reflecting that because these great films are the work of an 

individual artist and his team, they cannot be homogeneous, like a commercial product.  The 

opus of a master in any medium is bound to be uneven, because it is constantly developing 

new ideas and methods, and encountering unprecedented resources or constraints.  

Unevenness in no way invalidates the work, its inspiration will spiral though troughs and 

peaks because it develops like a living thing.  The early films of the third series may have met 

with some initial disappointment, but this does not mean that Heimat 3 as a whole is 

ȰÕÎÓÕÃÃÅÓÓÆÕÌȱȢ  )Ô ÇÒÏ×Ó ÉÎ ÓÔÁÔÕÒÅ ÁÎÄ ÉÎ ÔÈÅ ÐÏ×ÅÒ ÔÏ ÆÁÓÃÉÎÁÔÅȟ ÅÁÃÈ time one watches it 

again. 
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3.1 Film 1: Turning point:  to  a new-built dream?  Or family and place refound? 

It is probably not possible for an English audience to appreciate what the memories of 1989 

recreated in this episode mean for Germans, both in the West and in the East.  So it may well 

be that we underestimate the true impact of what is being portrayed.  We tend to focus on the 

rather perfunctory re-encounter of Hermann and Clarissa, and our distress that they meet 

again in this way with barely a hint of their multi-layered enigmatic relationship in the past.  

Yet we know from his interview with Maarten van Bracht58 that Edgar Reitz shot about an 

hour of film that was never used, which covered a whole day in Berlin celebrating the fall of 

the Wall, and gave more depth and credence to the reunion of Hermann and Clarissa, so that 

ȰÔÈÅ Ô×Ï ×ÏÕÌÄ ÎÏÔ ÈÁÖÅ ÁÒÒÉÖÅÄ ÉÎ ÔÈÅ (ÕÎÓÒİÃË ÂÅÆÏÒÅ ÔÈÅ ÅÎÄ ÏÆ ÐÁÒÔ ΫȢȱ  The missing 

section would have depicted an extra day during which they rehearsed and performed 

together for a concert by musicians from both East and West, attended by Willy Brandt, which 

might have let them seem less oblivious of what was happening in the world around them, 

and also made their eventual decision to rebuild a house together more plausible.  Dwelling 

longer on the events of that day might also have enhanced understanding of the import of the 

fall of the Wall for the whole following decade, which Reitz emphasises so much in his 

interviews about Heimat 3, but which the shortening of the films has tended almost to 

trivialise.  It could have given a quite different balance to the series, the significance of the 

Ȱ7ÅÎÄÅȱ ÍÉÇÈÔ ÈÁÖÅ ÂÅÃÏÍÅ ÍÏÒÅ ÁÃÃÅÓÓÉÂÌÅ ÔÏ ÎÏÎ-German audiences, and we might even 

have felt less of a sense of loss and disbelief in the new incarnations of the leading characters. 

After that, it might have been less disconcerting to start a new film for the scenes of speedy 

house building, full of the energy of the recent upheavals, with perhaps more space to develop 

the skilfully interwoven individual stories.  As it is, it was not till after having watched the 

×ÈÏÌÅ ÃÙÃÌÅ ÔÈÁÔ ÏÎÅ ÃÁÍÅ ÔÏ ÕÎÄÅÒÓÔÁÎÄ ÁÎÄ ÁÐÐÒÅÃÉÁÔÅ "ÒÕÓÓÉÇȭÓ ÎÅ× %ÁÓÔ 'ÅÒÍÁÎ 

characters in depth, as much more than figures in a kind of docu-drama.  Having been 

followed through the subsequent episodes the tradesmen and craftsmen, Gunnar, Udo, Tobi 

and Tillmann, have now become friends to the audience, as it were, and are no longer 

ÉÎÔÒÕÓÉÖÅ ȰÓÔÒÁÎÇÅÒÓȱȢ  4ÈÅÙ ÁÒÅ ÓÔÉÌÌ ÏÂÓÅÒÖÅÄ ÍÏÒÅ ÓÉÍÐÌÙ ÁÎÄ ÍÏÒÅ ÆÒÏÍ ÏÕÔÓÉÄÅ ÔÈÁÎ ÔÈÅ 

sÕÂÔÌÅÒ Ȱ2ÅÉÔÚÉÁÎȱ ÃÈÁÒÁÃÔÅÒÓ ÏÆ Heimat 1 and Heimat 2, but even if it does at times seem that 

(to be a bit pretentious) Dickens has collaborated with George Eliot or Flaubert ɀ it finally 

ÆÅÅÌÓ ȰÓÏ ÍÕÃÈ ÔÈÅ ÂÅÔÔÅÒ ÆÏÒ ÔÈÁÔȦȱ 

                                                   

58 VPRO-ÇÉÄÓ ÁÒÔÉÃÌÅ άήȢΫάȢάΪΪή ȵ'ÅÚÏÃÈÔ: (ÅÉÍÁÔȰ.   
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Nonetheless even in Film 1 as it now is, there are moments of true magic ɀ there was a deep 

sense of relief in the short scene when Hermann visits Ernst.  Ernst has everything, the 

ambiguous, sensitive, stubborn, way-out personality that Reitz delights in, and there is a 

quietness in this scene, a welcome contrast to the technicolour clamour of most of this film.  

There are also grateful moments like the tenderness of the Hunsrück innkeeper Rudi and his 

wife Lenchen, which look back to moments in the first Heimat with Kath the grandmother, or 

with Maria and Otto.  Here perhaps is the secret, unmapped side of Schabbach that Reitz 

believes has survived into the modern world59.  Some of the new minor characters are subtly 

drawn and played too, like Tillmann and his girlfriend Moni.  Then there are the children.  

2ÅÉÔÚ ÍÕÓÔ ÂÅ ÏÎÅ ÏÆ ÔÈÅ ÂÅÓÔ ÄÉÒÅÃÔÏÒÓ ÏÆ ÓÍÁÌÌ ÃÈÉÌÄÒÅÎ ÉÎ ÆÉÌÍȢ  'ÕÎÎÁÒȭÓ ÄÁÕÇÈÔÅÒ ÃÒÅÅÐÓ 

ÏÎÔÏ ÈÉÓ ÌÁÐ ÁÓ ÈÅ ÐÌÁÙÓ ÔÈÅ ÐÉÁÎÏȟ ÁÎÄ ÉÔ ÉÓ 5ÄÏȭÓ ÓÏÎ ×ÈÏ ÓÌÉÐÓ ÂÅÔ×ÅÅÎ (ÅÒÍÁÎÎ ÁÎÄ #ÌÁÒÉÓÓÁ 

as they embrace, the child they have never made enough room for in their lives, whom now 

they will never have together.  They are so gentle to him. 

The culmination on the Zugspitze, with its sad and funny aftermath, is a delicious mix of 

Reitz and Brussig, which again is easier to appreciate after watching the whole series, and 

ÌÅÁÒÎÉÎÇ ÍÏÒÅ ÁÂÏÕÔ ÔÈÅ ÓÉÇÎÉÆÉÃÁÎÃÅ ÏÆ ÔÈÅ ÓÃÅÎÅ ÉÎ 'ÅÒÍÁÎÙȢ  )Î ÒÅÔÒÏÓÐÅÃÔȟ 'ÕÎÎÁÒȭÓ ÁÎÔÉÃÓ 

in this scene, imitating Honecker and running his little green bag up the flagpole, are all of a 

piece with everything that is both exasperating and endearing about him.  He stubbornly 

remains himself throughout all the changes of the decade, and equally stubbornly represents 

his half of the country, with heart warming, clear-sighted humour.  At the same time, in 

personal life, he does everything wrong, antagonises everyone he cares about most, and yet at 

heart he is loving and lovable, and impossible.  It is touching too in both this and the next film 

how his friends, Hermann and Clarissa as well as his compatriots Udo and Jana, 

unsentimentally try to support him and shield him from the situations he gets himself into.  It 

seems they feel for him much as we do too, in the audience.  Also, even the relationship of 

'ÕÎÎÁÒȭÓ ÅÓÔÒÁÎÇÅÄ ×ÉÆÅȟ 0ÅÔÒÁȟ ×ÉÔÈ (ÅÒÍÁÎÎȭÓ ÃÏÎÃÅÒÔ ÍÁÎÁÇÅÒȟ 2ÅÉÎÈÏÌÄȟ ÈÁÓ subtle 

moments in the all too few and brief scenes where they appear together, in the first two films.  

Their faces show more than the truncated script allows them to develop. 

4ÈÅ Ȭ(ÅÉÍÁÔȭ ÔÈÁÔ (ÅÒÍÁÎÎ ÁÎÄ #ÌÁÒÉÓÓÁ ÓÅÅËȟ ÁÎÄ ÔÈÅ Ȭ(ÅÉÍÁÔȭ ÔÈÁÔ ÔÈÅÙ ÆÉÎÄȟ Áre already 

contrasted in this first episode.  The pair seek an escape from their exhausting professional 

lives which perhaps now offer them less that is stimulating and new, their creativity has 

maybe reached a plateau.  They are both tired of constantly tÒÁÖÅÌÌÉÎÇȟ ÔÈÅÙ ×ÁÎÔ ÔÏ ȰÕÎÐÁÃË 

ÆÏÒ ÅÖÅÒȢȱ  Ȱ7ÈÁÔ ÉÓ ÔÈÉÓ ÇÒÅÁÔ ÆÒÅÅÄÏÍ ×ÅȭÖÅ ÂÅÅÎ ÓÅÅËÉÎÇȩȱȟ ÁÓËÓ #ÌÁÒÉÓÓÁȟ Ȱ)ÔȭÓ ÁÌÌ Á ÍÉÓÔÁËÅ ȣ 

4ÈÉÎÇÓ ÈÁÖÅ ÔÏ ÃÈÁÎÇÅȢȱ  &ÏÒ #ÌÁÒÉÓÓÁȟ ÉÔ ×ÉÌÌ ÂÅ Á ÎÅ× ÉÍÁÇÉÎÁÒÙ Ȭ(ÅÉÍÁÔȭȟ Á ÒÏÍÁÎÔÉÃ ÒÕÉÎ ×ÉÔÈ 

a spectacular view, a place to be quiet and alone with someone she remembers as the love of 

her life nearly twenty years ago, but even then never managed to be quiet and alone with for 

more than a few brief hours.  For Hermann the idea starts in that way too, but somewhat 

hilariously ÔÕÒÎÓ ÏÕÔ ɉÂÙ ȰÂÌÉÎÄ ÃÈÁÎÃÅȱ ÁÇÁÉÎɊ ÔÏ ÂÅ Á ÒÅÔÕÒÎ ÔÏ ÔÈÅ ÐÈÙÓÉÃÁÌ Ȭ(ÅÉÍÁÔȭ ÏÆ ÈÉÓ 

own youth.  The romanticism of their dream is emphasised in so much of what they say and 

do, and in the lyrics of the songs Clarissa sings by the ruined house, or later in the car, already 

                                                   

59Ingo Fliess, op.cit.  



Skrimshire / 'Heimat' of memory .........   96 

driving away again alone, next day.  Very unusually for Heimat, her singing of Schumann in 

the car has a piano accompaniment, a lack of realism which jars, or maybe is an intentional 

comment on the lack of realism in her situation.  There is also unspoken humour in the image 

ÏÆ Á ÈÕÇÅ ÒÏÍÁÎÔÉÃ ÍÏÏÎȟ ÏÒÎÁÍÅÎÔÅÄ ÂÙ ÄÅÌÉÃÁÔÅ ÂÁÒÅ ÂÒÁÎÃÈÅÓȟ ÌÉÇÈÔÉÎÇ ÔÈÅ ÃÏÕÐÌÅȭÓ 

×ÁÎÄÅÒÉÎÇ ÒÏÕÎÄ ÔÈÅÉÒ ȰÈÁÕÎÔÅÄȱ ÒÕÉÎȢ 

In reality the dream soon comes into conflict with the demands of both their concert 

schedules, ÁÎÄ ÉÎ #ÌÁÒÉÓÓÁȭÓ ÃÁÓÅ ×ÉÔÈ ÔÈÅ ÎÅÅÄÓ ÏÆ ÈÅÒ ÓÏÎȢ  -ÅÁÎ×ÈÉÌÅ (ÅÒÍÁÎÎ ÉÓ ÓÅÁÍÌÅÓÓÌÙ 

re-ÁÂÓÏÒÂÅÄ ÉÎÔÏ ÔÈÅ Ȭ(ÅÉÍÁÔȭ ÈÅ ÈÁÄ ÔÈÏÕÇÈÔ ÔÏ ÌÅÁÖÅ ÆÏÒ ÅÖÅÒȢ  Ȱ9ÏÕ ÃÏÕÌÄ ÈÁÖÅ ÔÒÁÖÅÌÌÅÄ ÁÌÌ 

ÒÏÕÎÄ ÔÈÅ ×ÏÒÌÄȟ ÂÕÔ ÆÏÒ ÔÈÅ ÐÅÏÐÌÅ ÏÆ 3ÃÈÁÂÂÁÃÈ ÙÏÕȭÄ ÊÕÓÔ ÈÁÖÅ ÂÅÅÎ ȬÁ×ÁÙ ÆÏÒ Á ÌÉÔÔÌÅ ×ÈÉÌÅȭȱȢ  

5ÄÏ ÔÅÌÌÓ ÈÉÍ ÔÈÁÔ ÔÈÅ ÔÈÉÎÇ ÁÂÏÕÔ ÙÏÕÒ Ȭ(ÅÉÍÁÔȭ ÉÓ ÔÈÁÔ ȰÙÏÕ ÄÏÎȭÔ ÎÅÅÄ ÔÏ ÅØÐÌÁÉÎ ×ÈÏ ÙÏÕ 

ÁÒÅȱȟ ÁÎÄ ÔÏ ÓÔÁÒÔ ×ÉÔÈ ÔÈÁÔ ÓÏÕÎÄÓ ÁÔÔÒÁÃÔÉÖÅȢ  "ÕÔ ×ÈÅÎ (ÅÒÍÁÎÎ ÒÅ-encounters Anton, now a 

wealthy paterfamilias whose whole family, gathered in his opulent bourgeois bungalow, are 

self-consciously preserving their Hunsrück dialect and identity, he is swept into a world where 

he does not feel so comfortable.  He finds himself being given an instructional tour round the 

premises of Simon Optik, ÌÉËÅ ÔÈÅ ÙÏÕÎÇ (ÅÒÍßÎÎÃÈÅÎȟ ÁÎÄ !ÎÔÏÎ ÔÅÌÌÓ ÈÉÍȡ  Ȱ9ÏÕ ×ÅÎÔ Á×ÁÙȟ 

ÂÕÔ ÙÏÕ ×ÉÌÌ ÁÌ×ÁÙÓ ÂÅ ÏÎÅ ÏÆ ÕÓȱȢ  Ȱ) ÌÏÎÇÅÄ ÆÏÒ #ÌÁÒÉÓÓÁȟȱ (ÅÒÍÁÎÎ ÒÅÍÅÍÂÅÒÓȢ  4ÈÅÎ ÈÅ 

discovers that the site of the dream house is inside the security zone of an American nuclear 

base, iÎ ×ÈÁÔ ÉÓ ÓÔÉÌÌ ÔÈÅ ȰÃÏÌÄ ×ÁÒȱȟ ÁÎÄ ÈÅ ÉÓ ÒÅÃÒÕÉÔÅÄ ÉÎÔÏ ÔÈÅ ÌÏÃÁÌ ÐÅÁÃÅ ÍÏÖÅÍÅÎÔȢ  4ÈÅ 

ÒÉÎÇ ÏÆ ÐÅÏÐÌÅ ÈÏÌÄÉÎÇ ÈÁÎÄÓ ÔÏ ȰÅÍÂÒÁÃÅȱ ÔÈÅ ÁÉÒÂÁÓÅ ÌÏÏËÓ ÃÏÍÐÕÔÅÒ ÇÅÎÅÒÁÔÅÄ ÁÎÄ ÁÒÔÉÆÉÃÉÁÌȟ 

×ÈÉÃÈ ÉÓ Á ÂÁÄ ÏÍÅÎ ÆÏÒ ÔÈÉÓ ÆÕÔÕÒÅ Ȭ(ÅÉÍÁÔȭȢ 

  



Skrimshire / 'Heimat' of memory .........   97 

 

3.2 Film 2:  East and West, euphoria and dejection as fortunes rise and fall. 

Like the previous episode, Film 2 on first viewing still seemed to contain elements of docu-

drama, and the scenes in the East were hard for an English viewer to appreciate,  but when 

watched again, a much clearer and richer impression emerges.  The narrative has more space, 

and there are many small delicate moments of glances and dialogue, between Ernst and the 

hippy East German craftsman Tobi, for instance, or Udo and his wife Jana.  There is 

accompanying music, much of it on guitar, and some lovely images, often with just one or two 

characters, maybe Gunnar by the television, or Ernst and Tobi awaking to the looming 

presence of Lenin.  More broadly, there seem to be two major themes:  one is of movement 

back and forth over the former border between the West and the East; the other is of ups and 

downs in the fortunes of individual characters. 

For the Easterners, especially Udo and Jana, and Tillmann, and in material terms 

apparently also for Gunnar, this is a time of rising fortunes, new business, new cars, travel.  

Udo and Jana buy a new car and set up a business back in Leipzig.  Tillmann is going to settle 

in the West with his Hunsrücker girlfriend, Moni, and set up his own business in Oberwesel.  

It is sad that we do not see very much more of Tillmann after his delightful eruption into the 

first film.  Gunnar cannot bear to return to Leipzig without his family, but goes to Berlin and 

ÓÅÅÍÉÎÇÌÙ ÂÅÃÏÍÅÓ Á Ȭ7ÁÌÌ-ÐÅÃËÉÎÇȭ ÍÉÌÌÉÏÎÁÉÒÅȢ 

For the Westerners, there are shadows on the horizon.  Hermann and Clarissa, hoping to 

ÒÅÇÁÉÎ ÔÈÅÉÒ ÉÎÉÔÉÁÌ ȰÆÁÉÔÈȱ ÉÎ ÔÈÅ ÄÒÅÁÍ ÈÏÕÓÅȟ ÁÒÅ ÓÔÉÌÌ ÔÏÒÎ ÂÅÔ×ÅÅÎ ÔÈÅÉÒ ÐÒÏÆÅÓÓÉÏÎÁÌ ÌÉÖÅÓ 

and their romantic ideal.  Already at their house-warming party it is clear that the dream is 

starting to fade.  The house itself looks unavoidably over-restored, with the grounds and 

mysterious woodland suburbanised, and, for the party, invaded by opulent motors.  Maybe 

ÔÈÉÓ ÏÎÌÙ ÒÅÆÌÅÃÔÓ 2ÅÉÔÚȭ ÅØÐÒÅÓÓÅÄ ÉÎÔÅÎÔÉÏÎ ÔÏ ÁÖÏÉÄ ÓÕÇÇÅÓÔÉÎÇ Á ÒÅÔÕÒÎ ÔÏ some idyllic 

ÒÏÍÁÎÔÉÃ Ȭ(ÅÉÍÁÔȭȟ ÂÙ ÐÌÁÃÉÎÇ ÔÈÅ ÈÏÕÓÅ ÁÂÏÖÅ ÔÈÅ 2ÈÉÎÅȟ ȰÔÈÅ ÒÉÖÅÒ ÔÈÁÔ ȣ ÃÏÎÎÅÃÔÓ ÔÈÅ 

peoples ɀ with all the shadow sides of the modern world:  noise, traffic, destruction of 

ÎÁÔÕÒÅȣȢȱ60.  #ÌÁÒÉÓÓÁȭÓ ÂÒÉÇÈÔ ÍÁÎÎÅÒ ÁÎÄ ÏÂÓÅÓÓÉÏÎ ×ÉÔÈ ÔÈÅ ÈÏÕÓÅ is uncomfortable as well.  

It is hard to imagine the Clarissa of Heimat 2 making such a success of being a charming 

hostess to Anton and his family and seeking to be accepted by them. 

                                                   

60 In:Ingo Fliess, op.cit. 
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This party too, like so many others in earlier Heimat films, has its dark side.  There are 

ÆÁÍÉÌÙ ÔÅÎÓÉÏÎÓȢ  !ÎÔÏÎȭÓ ÆÁÍÉÌÙ ÍÁËÅ Á ÓÅÌÆ-important entrance.  Anton himself has had his 

first stroke, and, looking not unlike his father Paul in old age, he grandly presents the last 

horseshoe ever forged by Matthias.  The Günderode house is to be stamped as another Simon 

ÈÏÕÓÅȢ  (ÉÓ ÓÏÎ (ÁÒÔÍÕÔ ÉÓ ÓÕÌËÙȟ ÒÅÂÅÌÌÉÏÎ ÁÌÒÅÁÄÙ ÓÔÉÒÒÉÎÇȢ  #ÌÁÒÉÓÓÁȭÓ ÓÏÎ !ÒÎÏÌÄ ÉÓ ÕÎÄÅÒ ÈÅÒ 

supervision after a conviction for hacking into bank accounts.  In the past she must have left 

him for years in the care of her mother, knowing only too well what that would be like for 

him, and she does not know how to make up to him for it now.  There is something painful 

and anxious about their relationship, over and above his normal adolescent only-child 

behaviour.  There are even echoes of her own mother in the intense way she behaves to him. 

Then there is the plight of Gunnar, uncontrollably distressed because Petra and the 

children have arrived unexpectedly with Reinhold.  The scenes of his family conflict are 

beautifully scripted and performed, and it is heart-rending when he is moved to tears by his 

small daughter.  Petra and Reinhold should not both have come, their behaviour is 

unforgivably insensitive, but it is also difficult for Petra.  She would know that Gunnar has no 

boundaries and that if she showed him any warmth he would totally overreact and 

misinterpret it.  By the time the whole situation blows apart amid angry words and frightened 

children, and Gunnar roars off for the last time in his yellow VW, Hermann and Clarissa have 

slipped away together into the neighbouring vineyard and only return when the house is still 

and at peace.  Next morning Hermann learns that he has been commissioned to write a 

Ȱ5ÎÉÆÉÃÁÔÉÏÎ 3ÙÍÐÈÏÎÙȱȢ 

Meanwhile Ernst has found a kindred spirit in Tobi, and the pair take off in his plane to the 

East, to prospect for valuable hidden works of art in Russia.  Ernst with typical over confidence 

misreads the signals, underestimates political realities that the Ossies know only too well, 

ignÏÒÅÓ 4ÏÂÉȭÓ ×ÁÒÎÉÎÇÓ ÁÎÄ ÉÓ ÔÁËÅÎ ÐÒÉÓÏÎÅÒ ÂÅÙÏÎÄ ÔÈÅ 2ÕÓÓÉÁÎ ÂÏÒÄÅÒȢ  4ÏÂÉ ÈÁÓ ÔÈÅ ÓÅÎÓÅ 

not to accompany him further than the redundant GDR military base at Marxwalde. 

Ernst is one of the greatest creations of Heimat 3 and his scenes are among the very best.  

He is the devious, reclusive hoarder of dubiously acquired wealth, at the same time 

mischievous, cocking a snook at authorities and sober citizens.  There is a lovely image of his 

open-hearted delight at being allowed to sit in the cockpit of a fighter jet at Marxwalde.  It 

links right back to Heimat 1, to the famous scene of his buzzing Schabbach with a bunch of red 

carnations for the proxy wedding, and even earlier, to himself as the lad who was so fond of 

Otto and so hurt when Otto had to leave, that he could no longer stay in the family home. 

 Tobi is in many senses a borderline figure, rejecting the material values of both the Simons 

ÉÎ ÔÈÅ 7ÅÓÔ ÁÎÄ 'ÕÎÎÁÒ ÉÎ ÔÈÅ %ÁÓÔȢ  4ÈÏÕÇÈ ȰÈÉÐÐÙȱ ÁÎÄ ÌÁÉÄ ÂÁÃËȟ ÈÅ ÉÓ ÎÏÎÅÔÈÅÌÅÓÓ Á ÈÉÇÈÌÙ 

skilled craftsman, astute and grounded ɀ more so than the much older Ernst.  His life under 

the regime of the GDR has matured and toughened him in a way that Ernst may never have 

known in the West.  There is a short, very powerful scene where he confronts an officer who 

assaulted him as a conscript years before in the GDR.  In spite of the bitterness from that time, 

he is gentle, and the scenes with his partner and their daughter, Anna, ×ÉÔÈ $Ï×ÎȭÓ ÓÙÎÄÒÏÍÅȟ 

are touching.  Ernst typically lets him down, but he half knew that would happen.  It becomes 
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sad that we see so little more of him in the later episodes.  In a full 11-part Heimat 3 he might 

well have merited an episode of his own.  His brief reappearance with Anna at the Millennium 

party in Film 6 is a delight. 

In Film 2 black and white film may help to enhance the distancing effect of the comedy in 

some places.  There is plenty of comedy in this episode, the prime example being the progress 

of Lenin (the statue), to which conscious homage has been paid more recently in Goodbye 

Lenin!.  Lenin affords the one real belly laugh in the whole third cycle, that I can remember, 

but there is still a sinister undertone ɀ the end of the episode leaves one wondering if he really 

is safely earthed in that paddock in Schabbach.  There are other comic passages:  the situation 

ÏÆ ÔÈÅ ÒÅÄÕÎÄÁÎÔ '$2 ÁÒÍÙ ÁÎÄ ÉÔÓ ÅÑÕÉÐÍÅÎÔȟ ÁÎÄ ɉÍÏÓÔÌÙ ÉÎ ÃÏÌÏÕÒɊ 'ÕÎÎÁÒȭÓ ÁÄÖÅÎÔÕÒÅÓ ÁÓ 

ÈÉÓ ÌÕÃË ÁÐÐÅÁÒÓ ÔÏ ÔÕÒÎȢ  7ÈÅÔÈÅÒ ÏÒ ÎÏÔ ÐÕÒÅ ÆÁÎÔÁÓÙ ÏÎ 'ÕÎÎÁÒȭÓ ÐÁÒÔȟ ÁÓ !ÌÁÎ !ÎÄÒÅÓ61 

intriguingly suggests, the sequences of the double wave, the pneumatic secretary, the Elton 

John piano and so on, are intentionally comic, but less subtle than the tragicomedy of 

'ÕÎÎÁÒȭÓ ÐÒÅÄÉÃÁÍÅÎÔ ÉÎ &ÉÌÍ ΰȢ 

!ÌÁÎ !ÎÄÒÅÓȭ ÉÄÅÁ, that Gunnar's adventures in Film 2 could be largely fantasy, resonated 

with several of us in the English online discussion group, but was disturbing to others.  It is 

true that in the interview with Ingo Fliess62, Edgar Reitz says:   

Ȱ'ÕÎÎÁÒȭÓ ÌÉÆÅ ÈÉÓÔÏÒÙ ÈÁÓ ÔÕÒÎÓ ÔÈÁÔ ÁÒÅ ÎÏÔ ÁÔ ÁÌÌ ÔÙÐÉÃÁÌ ÆÏÒ ÍÅȢ  4ÈÅ ÓÔÏÒÙ ÏÆ ÈÉÓ 

becoming a Wall-pecking millionaire springs from the most original Brussig 

ÉÍÁÇÉÎÁÔÉÏÎȢ  !ÌÌ ÁÌÏÎÇ ÉÔȭÓ ÂÅÅÎ Á ÊÏÙ ÆÏÒ ÍÅ ÔÏ ÔÒÁÎÓÐÏÓÅ ÔÈÉÓ ÓÔÏÒÙ ÏÆ 4ÈÏÍÁÓȭ ÉÎÔÏ 

ÆÉÌÍȟ ÁÌÔÈÏÕÇÈ ÉÔ ÄÉÄ ÎÏÔ ÓÔÅÍ ÆÒÏÍ ÔÈÅ ×ÏÒÌÄ ÏÆ ÍÙ ÉÄÅÁÓȢȱ 

So there is no suggestion there that he was treating it as a fantasy.  Nonetheless, the same 

sequences could be understood in different ways without falsifying either interpretation, and 

ÔÈÁÔ ÄÏÕÂÌÅ ×ÁÖÅ ÂÙ ÔÈÅ ÆÏÕÒ Ȱ7ÁÒÎÅÒ "ÒÏÓȢȱ ÅØÅÃÕÔÉÖÅÓ ÄÏÅÓ ÓÕÇÇÅÓÔ ÓÏÍÅÔÈÉÎÇ ÂÅÙÏÎÄ 

simple realism.  In the 1993 Arena documentary63ȟ %ÄÇÁÒ 2ÅÉÔÚ ÓÁÙÓȡ  Ȱ*ÕÓÔ ÁÓ ÍÕÓÉÃ ÉÓ 

composed with many voices, film can tell a story along many lines and paths, with many 

ÎÁÒÒÁÔÉÖÅ ÔÈÒÅÁÄÓȢ  )ȭÍ ÖÅÒÙ ÉÎÔÅÒÅÓÔÅÄ ÉÎ ÔÅÌÌÉÎÇ ÓÔÏÒÉÅÓ ÏÎ ÍÁÎÙ ÓÉÍÕÌÔÁÎÅÏÕÓ ÌÅÖÅÌÓȱȢ 

In Film 4, 'ÕÎÎÁÒ ÉÓ ÁÔÔÒÁÃÔÅÄ ÔÏ ÔÈÅ ÃÏÎÃÅÒÔ ÉÎ "ÅÒÌÉÎ ÂÏÔÈ ÂÙ #ÌÁÒÉÓÓÁȭÓ ÐÒÅÓÅÎÃÅ ÁÎÄ ÂÙ 

ÔÈÅ ÔÉÔÌÅ ÏÆ ÔÈÅ ÐÅÒÆÏÒÍÁÎÃÅȡ  Ȱ4ÈÉÓ ,ÉÆÅ ÉÓ /ÎÌÙ Á $ÒÅÁÍȱȢ  )Ó ÈÉÓ ÎÅ×-ÆÏÕÎÄ ×ÅÁÌÔÈ ÒÅÁÌÌÙ ȰÏÎÌÙ 

Á ÄÒÅÁÍȱȩ  /Ò ÄÏÅÓ ÉÔ ÊÕÓÔ ÆÅÅÌ ÌÉËÅ ÔÈÁÔ ÂÅÃÁÕÓÅ ÉÔ ÈÁÓ ÄÏÎÅ ÎÏÔÈÉÎÇ ÆÏÒ ÈÉÓ emotional life? 

In Drehort Heimat64, in one of his production diary entries for Heimat 3, Reitz writes:   

"Storytelling always has a melancholy undertone, as it portrays the transience of all 

happiness and all sufferings.  ...The true depth of narrative opens itself up only to those 

ɏÖÉÅ×ÅÒÓɐ ×ÈÏ ÁÒÅ ÐÁÔÉÅÎÔȢ ȢȢȢ/ÎÌÙ ×ÈÅÎ ÓÔÏÒÉÅÓ ÉÎ ÔÈÉÓ ÒÅÓÐÅÃÔ ȬÌÉÅȭ ÁÎÄ ÏÖÅÒÓÔÅÐ ÔÈÅ 

                                                   

61 In: Online Discussion of Heimat 3 (pdf) pp.57-58 
62 In: Ingo Fliess, op.cit. 
63

 Carole Angier:  BBC2 Arena:  Edgar Reitz Return to Heimat (1993) 
64 Drehort Heimat, (2004) p.291 
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bounds of reality does light-heartedness arise, which makes [both] his readiness to be 

patient and the hidden melancholy of all life endurable to the viewer." 

So after all, could it be that Gunnar's adventures, whether fantasy or fact, are indeed intended 

as the same kind of gift to the viewer as for instance the song routines in Denis Potter's 

Pennies from Heaven?  

It is disturbing that Gunnar relieves his rage and loneliness by scrawling bright childish 

images of his family on the Wall, and sadistically chiselling into them.  But when the episode 

ÅÎÄÓȟ ×ÉÔÈ 'ÅÒÍÁÎÙȭÓ ×ÉÎ ÉÎ ÔÈÅ 7ÏÒÌÄ #ÕÐ ÂÅÉÎÇ ÃÅÌÅÂÒÁÔÅÄ ÂÙ ÂÏÔÈ 7ÅÓÔ ÁÎÄ %ÁÓÔȟ ÈÉÓ ÃÈÉÓÅÌ 

is absurdly diverted by uproarious fans, tossing him shoulder high because he shares a name 

with the man who scored the victorious goal. 
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3.3 Film 3:  Power and rivalry in a changing world;  brothers divided, cousins bound  

Film 3 is preceded and followed by bÉÇ ÇÁÐÓ ÉÎ ÔÉÍÅ ÁÎÄ ÉÎ ×ÈÁÔ ×Å ÌÅÁÒÎ ÏÆ ÔÈÅ ÃÈÁÒÁÃÔÅÒÓȭ 

stories.  On first viewing it seemed chaotic, with too much material and too many story-lines 

to absorb.  If only there had been resources to spread this material over two films, instead of 

just one. 

The film as we have it focusses on the effect of Reunification on the West.  Social changes 

(vacation of the US airbase, settlement of the refugees, threat to small businesses from 

predatory asset stripping and globalisation) combine with complex family and cultural 

ÔÅÎÓÉÏÎÓ ÁÍÏÎÇ ÂÏÔÈ ÔÈÅ ÉÎÃÏÍÉÎÇ Ȭ2ÕÓÓÉÁÎ-'ÅÒÍÁÎÓȭȟ ÁÎÄ ÔÈÅ 3ÉÍÏÎÓȢ  4ÈÅ ÃÏÎÖÅÒÇÅÎÃÅ ÏÆ 

these factors in the story of Anton, his daughter-in-law Mara, his son Hartmut and the young 

Russian Galina, should make for a taut and moving episode.  The dramatic incident of the 

ÄÅÁÔÈ ÏÆ ,ÕÌÕȭÓ ÂÏÙÆÒÉÅÎÄ ,ÕÔÚȟ ÉÒÒÅÖÏÃÁÂÌÙ ÌÉÎËÉÎÇ ,ÕÌÕ ×ÉÔÈ ÔÈÅ ÓÔÏÒÙ ÏÆ !ÎÔÏÎ ÁÎÄ (ÁÒÔÍÕÔȟ 

is a powerful ending to the film ɀ but at the same time it points to something unsatisfying in 

the structure of the 6-part cycle.  We have seen Hermann and Clarissa starting to face the 

failure of their romantic dream, but neither in this film nor in the remaining ones, do we see 

enough of Lulu, who is another pivotal character in the family drama.  Somehow in this rather 

diffuse third film the two parallel and equally powerful stories of Hartmut and of Lulu have 

ÂÅÅÎ ÃÕÔ ÁÎÄ ÐÁÓÔÅÄ ÔÏÇÅÔÈÅÒȟ ÁÔ ÔÈÅ ÅØÐÅÎÓÅ ÏÆ ,ÕÌÕȭÓȢ 

There is no more than a bare outline of what has happened in the story of Ernst and Tobi 

since the last film.  I believe some×ÈÅÒÅ ÉÔ ÉÓ ÔÏÌÄ ÔÈÅÒÅ ×ÁÓ ÆÏÏÔÁÇÅ ÏÆ %ÒÎÓÔȭÓ ÍÅÅÔÉÎÇ ×ÉÔÈ ÔÈÅ 

Russian-Germans in Russia, which might have enriched our understanding of his relationship 

with them, and smoothed the awkward transition between the episodes.  These bewildered 

people are doubÌÙ ȰÒÅÆÕÇÅÅÓȱȟ ×ÈÏ ÏÎ ÔÈÅ ÂÕÓ ÓÉÎÇ Á 2ÕÓÓÉÁÎ ÓÏÎÇ ÁÂÏÕÔ ÔÈÅ ÈÏÍÅÌÁÎÄ ÔÈÅÙ 

have left, which in their minds was never truly their own, and a German one from the much 

ÍÏÒÅ ÄÉÓÔÁÎÔ ÁÎÄ ÑÕÉÔÅ ÓÔÒÁÎÇÅ ȰÈÏÍÅÌÁÎÄȱ ÔÈÅÙ ÁÒÅ ÁÒÒÉÖÉÎÇ ÉÎȢ  /ÎÅ ËÎÏ×Ó ÔÈÅÉÒ ÈÅÁÒÔÓ ÁÒÅ 

never going to be in modern Schabbach ɀ ironically, they might have felt far more at home in 

the Schabbach of Heimat 1.  4ÈÅÎ ÔÈÅÒÅ ÉÓ ÔÈÅ ÓÔÒÏÎÇ ÃÕÌÔÕÒÅ ÃÌÁÓÈ ÏÖÅÒ 'ÁÌÉÎÁȭÓ ÁÔÔÅÍÐÔ ÔÏ 

accommodate to this new world.  In a moment far beyond docu-drama, her young husband 

Yuri sits weeping in grief on the doorstep after he and his family have uncomprehendingly 

driven her away. 

Galina herself is a fascinating character, sensitively played by a beautiful actress.  As ever, 

one wishes there were more space for her part in the whole series.  She is innocent and 
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ÖÕÌÎÅÒÁÂÌÅȟ ÂÕÔ ÁÌÓÏ ÓÔÒÏÎÇ ÁÎÄ ×ÉÌÌÉÎÇ ÔÏ ÁÄÁÐÔ ÁÎÄ ÍÁËÅ Á ÌÉÆÅ ÆÏÒ ÈÅÒÓÅÌÆȢ  (ÅÒ ÈÕÓÂÁÎÄȭÓ 

peasant family test her love and loyalty to destruction, and in becoming involved with 

Hartmut she is not a victim, but a woman who, even in a time of anguish and indecision, 

ËÎÏ×Ó ×ÈÏ ÓÈÅ ÉÓ ÁÎÄ ×ÈÁÔ ÓÈÅ ÉÓ ÄÏÉÎÇȢ  Ȱ) ×ÏÌÆ ÔÏÏȱȟ ÓÈÅ ÔÅÌÌÓ (ÁÒÔÍÕÔȢ  4ÈÅÉÒ Ȱ×ÏÌÆȱ 

ÃÏÎÖÅÒÓÁÔÉÏÎ ÒÅÃÁÌÌÓ ÔÈÅ Ȱ7ĘÌÆÅÌÉÅÄȱ ÏÆ Heimat 2, though it only serves to emphasise the 

contrast between that slow scene and its lovely music, and the brief almost perfunctory 

ÔÒÅÁÔÍÅÎÔ ÏÆ ÔÈÅ ÅØÃÈÁÎÇÅ ÉÎ (ÁÒÔÍÕÔȭÓ ÓÐÅÅÄÉÎÇ 0ÏÒÓÃÈÅȢ  "ÕÔ ÔÈÅ ÓÅÄÕÃÔÉÏÎ ÓÃÅÎÅ ÔÈÁÔ 

follows is given more space.  Beautifully lit and performed, it shows Hartmut as the weak, 

irresponsible, needy partner, and Galina as the one who is both simple and strong.  There is 

ÁÎÏÔÈÅÒ ÍÏÍÅÎÔ ÉÎ &ÉÌÍ ήȟ ÓÈÏ×ÉÎÇ 'ÁÌÉÎÁȭÓ ×ÉÓÄÏÍ ÉÎ ÒÅÆÕÓÉÎÇ ÔÏ ÔÁËÅ ÐÁÒÔ ÉÎ (ÁÒÔÍÕÔȭÓ ×ÉÌÄ 

ÐÌÁÎ ÔÏ ÄÅÆÙ ÈÉÓ ÆÁÍÉÌÙ ɉÁÎÄ ÈÅÒÓɊ ÉÎ 3ÃÈÁÂÂÁÃÈȟ ÔÅÌÌÉÎÇ ÈÉÍ Ȱ-Ù ÎÅ× ÌÉÆÅ ÉÓ Âeginning here in 

ÔÈÉÓ ÔÏ×Î ɏ7ÉÅÓÂÁÄÅÎɐȱȢ  7Å ÓÅÅ ÈÅÒ ÆÁÃÅ ×ÈÅÎ ÈÅ ÌÅÁÖÅÓ ÁÎÄ ÓÈÅ ÔÕÒÎÓ ÓÁÄÌÙ ÁÎÄ ÁÌÏÎÅ ÔÏ ÈÅÒ 

child, knowing herself emotionally older than the man she loves.  In the final film, and in a 

ÄÅÌÉÇÈÔÆÕÌ ȱ&ÒÁÇÍÅÎÔȱȟ ÓÈÅ ÈÁÓ ÆÏÕÎÄ ÈÅÒÓÅÌÆ ÁÎÏÔÈÅÒ man, a master chef with whom she is 

excitedly planning to open a high-ÃÌÁÓÓ ÒÅÓÔÁÕÒÁÎÔ ÉÎ 3ÔȢ 0ÅÔÅÒÓÂÕÒÇȢ  Ȱ9ÏÕȭÒÅ ÏÎÌÙ ÙÏÕÎÇ ÏÎÃÅȟ 

ÉÓÎȭÔ ÔÈÁÔ ÔÒÕÅȩȱ ÓÈÅ ÔÅÌÌÓ ,ÕÌÕȢ  3ÈÅ ÉÓ Á ÃÏÕÒÁÇÅÏÕÓ ÁÎÄ ÌÏÖÁÂÌÅ ÓÕÒÖÉÖÏÒȢ  

§ 

Film 3 expands on the power of the Simon family, the rivalries between Ernst and Anton 

and between Anton and his son Hartmut, and the rising threat to the Simon firm from wider 

changes in society and the world of business.  Anton and Ernst are pillars of whatever reality 

ÒÅÍÁÉÎÓ ÏÆ (ÅÒÍÁÎÎȭÓ ÓÔÉÌÌ ÌÉÖÉÎÇ 3ÃÈÁÂÂÁÃÈ Ȭ(ÅÉÍÁÔȭȢ 

4ÈÅÒÅ ÁÒÅ ÔÏÕÃÈÉÎÇ ÓÃÅÎÅÓ ÏÆ %ÒÎÓÔȭÓ ÇÅÎÔÌÅÎÅÓÓ ÔÏ ÈÉÓ ÔÅÍÐÏÒÁÒÉÌÙ ÁÄÏÐÔÅÄ Ȭ2ÕÓÓÉÁÎȭ ÆÁÍÉÌÙȢ  

We get an overriding sense of his loneliness.  We see him return embarrassed to the two-year-

old mess in his deserted house, and then hÉÓ ÄÅÌÉÇÈÔ ÉÎ ÈÏÕÓÉÎÇ ÔÈÅ ÆÁÍÉÌÙ ÁÎÄ 'ÁÌÉÎÁȭÓ ÂÁÂÙȢ  

While they are preparing to leave he sits talking to the baby, until Galina steals tenderly back, 

and as they go he runs after them to give them the beautiful antique cradle.  He would not be 

able to bear the room once it was empty again. 

Of Tobi we learn only that, having been let down by Ernst in the West, he has re-

established a materially unrewarding but creative and satisfying life in the East.  Now Ernst 

follows him to the commune in Dresden, finding his partner Biggi and the endearing Anna.  

The commune recalls the one in Berlin where Hermann found Kathrin in 1968, but it is 

different.  These people are older and have struggled for a life of hard-won freedom under 

assault from first the communist regime and now a corrupting western capitalism.  Tobi has 

worried for Ernst and waited eighteen months before taking another job, but he remains angry 

that Ernst ignored his warning two years before.  Moreover Ernst now derides his crazy but 

somehow grand LaÎÄ !ÒÔ ÉÎÓÔÁÌÌÁÔÉÏÎȟ ÁÓ ÖÁÌÕÅÌÅÓÓ ÂÙ ÍÁÒËÅÔ ÃÒÉÔÅÒÉÁ ÁÎÄ ÎÏÔ ȰÃÏÌÌÅÃÔÁÂÌÅȱȢ  

The partnership offer is still open, but Tobi rejects it, he will not desert his own new colleague 

who needs and depends on him.  Ernst stands rebuked, and great sadness shows in his face 

and in the accompanying music. 
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Later we see Ernst alone behind his wire fence, tackling the huge lopsided statue of Lenin, 

or, clearly ageing, laboriously changing wheels on his jeep.  No one has visited him since his 

return from two years in a Russian prison, until Hartmut comes to seek financial backing for 

his breakaway company.  Ernst agrees, seemingly to spite Anton, who in similar circumstances 

had once refused to help him.  Then, in the black and white film of dark, painful moments, 

comes the epic last meeting of the two brothers, through the fence.  They speak intimately, in 

their familiar dialect.  They are so alike, stubborn, proud, clumsy, and at heart lonely.  Anton, 

for all his autocratic arrogance, has made the great gesture of coming in person to visit Ernst, 

genuinely seeking reconciliation, though it is not clear why.  Ernst rebuffs him and turns away.  

There is the long minute of self-doubt and anguish in which Ernst almost relents, but Anton 

too turns away, and tragically the chance is lost. 

4ÈÅ ÓÔÏÒÙ ÏÆ !ÎÔÏÎȭÓ ÆÁÍÉÌÙȟ ×ÉÔÈ ÔÈÅÉÒ ÖÕÌÇÁÒȟ ÇÌÏÓÓÙ ÈÏÕÓÅÓ ÁÎÄ ÌÉÆÅÓÔÙÌÅÓȟ ÆÁÓÔ ÃÁÒÓȟ ÔÈÅ 

dreadful christening party, and the family dynamics ɀ autocratic father, playboy son, and so 

forth, seemed at first something of a soap opera, contrasting sadly with the much funnier and 

exquisitely portrayed social climbing of Lucie and Eduard in Heimat 1.  But once again, first 

impressions soon dissolve on rewatching the episode.  In the dialogues, Anton is true to his 

earlier incarnation in Heimat 1, it is just that old age has made him more rigid and defended, 

and even less sensitive to the needs of others.  Like old Cerphal in Heimat 2, after years of 

emasculating his children by imposing his own power and judgement over theirs, he now 

despises and enÖÉÅÓ ÔÈÅÉÒ ÒÅÌÁÔÉÖÅÌÙ ÉÒÒÅÓÐÏÎÓÉÂÌÅ ÌÉÖÅÓȢ  (Å ÔÅÌÌÓ (ÁÒÔÍÕÔȡ  Ȱ9ÏÕȭÒÅ Á ÃÈÉÌÄ ÏÆ ÔÈÅ 

ÆÁÔ ÙÅÁÒÓ ȢȢȢ ÔÈÁÔȭÓ ×ÈÙ ) ÄÏÎȭÔ ÔÒÕÓÔ ÙÏÕȱȢ  (Å ÉÓ ÒÉÇÈÔ ÔÈÁÔ ÈÉÓ ÅØÐÅÒÉÅÎÃÅ ÈÁÓ ÔÁÕÇÈÔ ÈÉÍ ÓÏ 

much more than Hartmut has the discrimination to understand, but then his own behaviour 

has invited rejection of his wisdom.  Like Herr Edel, he is left to pronounce wise sayings 

ÕÎÒÅÓÐÅÃÔÅÄȡ  Ȱ(Å ×ÈÏ ×ÅÄÓ ÔÈÅ :ÅÉÔÇÅÉÓÔ ×ÉÌÌ ÂÅ ×ÉÄÏ×ÅÄ ÅÁÒÌÙȱȢ  )Ô ÉÓ ÎÏ ÁÃÃÉÄÅÎÔ ÔÈÁÔ 

striding ahead of his chauffeured car to the encounter with Ernst, he recreates the image of 

uncomprehending, insensitive American Paul.  Materially, he has been far more successful in 

ÌÉÆÅ ÔÈÁÎ ÔÈÅ ȰÃÈÉÌÄÒÅÎȱ ÏÆ ÔÈÅ ΫγΰΪÓȟ ÏÒ ÔÈÁÎ ÈÉÓ Ï×Î ÃÈÉÌÄÒÅÎ ÃÁÎ ÈÏÐÅ ÔÏ ÂÅȟ ÂÕÔ ÅÍÏÔÉÏÎÁÌÌÙ 

his family life is no less disastrous than theirs.  His way of love is to bestow the fruit of his own 

mastery on those he loves, but it is a bitter fruit. 

-ÁÒÁȟ ÎÏÔ ÈÉÓ Ï×Î ÄÁÕÇÈÔÅÒȟ ÂÕÔ (ÁÒÔÍÕÔȭÓ ×ÉÆÅȟ ÈÁÓ ÒÅÔÁÉÎÅÄ ÈÅÒ ÉÎÄÅÐÅÎÄÅÎÃÅ ÁÎÄ 

dignity, and relates to him on an adult level.  Their relationship is moving but has disturbing 

ÅÌÅÍÅÎÔÓȟ ÁÎÄ ÉÓ ÙÅÔ ÁÎÏÔÈÅÒ ÂÌÏ× ÔÏ (ÁÒÔÍÕÔȭÓ ÓÅÌÆ-image.  Her child is christened, no doubt 

ÁÔ !ÎÔÏÎȭÓ ÉÎÓÔÉÇÁÔÉÏÎȟ ȰÉÎ ÔÈÅ ÎÁÍÅ ÏÆ ÈÉÓ ÇÒÁÎÄÆÁÔÈÅÒȟ ÇÒÅÁÔ ÇÒÁÎÄÆÁÔÈÅÒ ÁÎÄ ÇÒÅÁÔ-great 

ÇÒÁÎÄÆÁÔÈÅÒȱȟ ÁÓ 2ÕÄÉ ÃÏÍÍÅÎÔÓ irreverently.  And then the whole family is shocked and 

ÄÉÓÈÏÎÏÕÒÅÄ ÂÙ !ÎÔÏÎȭÓ ÁÎÎÏÕÎÃÅÍÅÎÔ ÔÈÁÔ ÁÌÌ ÈÉÓ ×ÅÁÌÔÈ ×ÉÌÌ ÐÁÓÓ ÄÉÒÅÃÔÌÙ ÔÏ ÈÉÓ ÎÅ× 

ÇÒÁÎÄÓÏÎȢ  "ÕÔ ÉÔ ÉÓ ÔÏÏ ÌÁÔÅ ÔÏ ÓÁÖÅ 3ÉÍÏÎ /ÐÔÉËȢ  (ÁÒÔÍÕÔȭÓ ÒÉÖÁÌ ÃÏÍÐÁÎÙ ÉÓ ÁÌÒÅÁÄÙ ÃÁÕÇÈÔ ÉÎ 

the toils of the ÄÅÖÉÏÕÓ (ÅÒÒ "ĘÃËÌÅȟ ÁÎÄ ÁÆÔÅÒ !ÎÔÏÎȭÓ ÄÅÁÔÈ ÔÈÅ ÏÒÉÇÉÎÁÌ ÆÉÒÍ ×ÉÌÌ ÇÏ ÔÈÅ ÓÁÍÅ 

way. 

Herr Böckle, asset-stripping Schinderhannes of the late twentieth century, is a mysterious 

figure.  His part is beautifully scripted and played, but his encounter with Hermann on a train 
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to Leipzig is surreal.  I know that Edgar Reitz is reported to have said65 that the conversation is 

ÂÁÓÅÄ ÖÅÒÂÁÔÉÍ ÏÎ Á ÒÅÁÌ ÅÎÃÏÕÎÔÅÒ ÈÅ ÈÉÍÓÅÌÆ ÏÎÃÅ ÈÁÄȢ  "ÕÔ ÉÎ ÔÈÅ ÃÏÎÔÅØÔ ÏÆ (ÅÒÍÁÎÎȭÓ 

train journey it emerges like one of the dream or fantasy passages on similar journeys in 

Heimat 2.  It is shot in black and white, and starts with Hermann gazing at his own reflection, 

and then perceiving the reflection of the man opposite him ɀ who speaks like a projection of 

his own guilt at travelling to exploit the property market in the East.  The conversation ends 

ÏÎ ÁÎÏÔÈÅÒ ÎÏÔÅ ÔÈÁÔ ÉÓ ÎÅÁÒ ÔÏ ÔÈÅ ÂÏÎÅȟ ×ÈÅÎ "ĘÃËÌÅ ÓÁÙÓȡ  Ȱ9ÏÕȭÒÅ Á ÍÕÓÉÃÉÁÎȩ ȢȢȢ)ȭÍ ÆÕÌÌ ÏÆ 

ÕÎÆÕÌÆÉÌÌÅÄ ÄÒÅÁÍÓȟ ÔÏÏȱȢ  7ÈÅÎȟ ÂÙ ȰÂÌÉÎÄ ÃÈÁÎÃÅȱ ÁÇÁÉÎȟ "ĘÃËÌÅ ÔÕÒÎÓ ÕÐ ÁÔ ÔÈÅ 3ÉÍÏÎ 

christeÎÉÎÇȟ ÁÎÄ ÄÉÓÇÕÓÔ ÁÔ !ÎÔÏÎȭÓ ÁÎÎÏÕÎÃÅÍÅÎÔ ÈÁÐÐÅÎÓ ÔÏ ÓÅÎÄ (ÅÒÍÁÎÎ Á×ÁÙ ÂÅÆÏÒÅ ÈÅ 

ÃÁÎ ×ÁÒÎ (ÁÒÔÍÕÔȟ ÏÎÅ ÈÁÓ ÔÏ ÔÁËÅ ÔÈÅ ÔÒÁÉÎ ÅÎÃÏÕÎÔÅÒ ÁÓ ÈÁÖÉÎÇ ÂÅÅÎ ȰÒÅÁÌȱȢ  "ÕÔ ÉÔ ÉÓ ÁÌÓÏ Á 

conscious symbol of the predatory profiteering that characterised the epoch after 

Reunification, in both West and East.  The ambiguity is rather fascinating.  The figure himself 

might perhaps be a homage to some other film, possibly Glengarry Glen Ross.  

§ 

(ÅÒÍÁÎÎ ÁÎÄ #ÌÁÒÉÓÓÁ ÈÁÖÅ ×ÉÔÈ ÄÉÆÆÉÃÕÌÔÙ ÏÒÇÁÎÉÚÅÄ ÔÈÅÍÓÅÌÖÅÓ Á ÙÅÁÒȭÓ ÓÁÂÂÁÔÉcal for 

(ÅÒÍÁÎÎ ÔÏ ÃÏÍÐÏÓÅ ÈÉÓ Ȱ5ÎÉÆÉÃÁÔÉÏÎ 3ÙÍÐÈÏÎÙȱȟ ÁÎÄ #ÌÁÒÉÓÓÁ ÔÏ ÐÒÅÐÁÒÅ ÎÅ× ×ÏÒË ÁÎÄ ÌÏÏË 

after the goat.  They tell themselves that they are enjoying it, but they are not at ease.  

(ÅÒÍÁÎÎ ÌÁÍÅÎÔÓ ÔÈÁÔȡ  Ȱ7Å ÁÒÅ ÉÎ ÔÈÅ ÍÏÓÔ ÂÅÁÕÔÉÆÕÌ ÓÐÏÔ ÏÎ ÅÁÒÔÈȟ ÂÕÔ ×Å ÃÁÎȭÔ ÆÉÎÄ ÏÕÒ 

ÐÅÁÃÅȢȱ  (Å ÃÁÎ ÎÏ ÌÏÎÇÅÒ ÃÏÍÐÏÓÅȟ ÈÅ ÈÁÓ ÒÕÎ ÏÕÔ ÏÆ ÉÎÓÐÉÒÁÔÉÏÎȢ  "ÕÔ ×ÈÅÎ ,ÕÌÕ ÁÒÒÉÖÅÓ ÓÈÅ ÉÓ 

refreshing and convincing, and immediately involving, and Hermann and Clarissa in their 

efforts to communicate with her become more complex and alive themselves.  By now one is 

ÇÅÔÔÉÎÇ ÏÖÅÒ ÔÈÅ ȰÌÏÓÓȱ ÏÆ ÔÈÅ ÏÒÉÇÉÎÁÌ #ÌÁÒÉÓÓÁȟ ÁÎÄ ÓÔÁÒÔÉÎÇ ÔÏ ÁÐÐÒÅÃÉÁÔÅ ÔÈÅ ÃÈÁÒÍ ÏÆ ÈÅÒ ÎÅ× 

incarnation. 

Lulu could have equally found a place in Heimat 2, with her stroppy attitudes to the older 

generation, and all the undertones of the complex triangle with her friends, Lutz and Roland.  

Their relationship echoes the triangles that formed around Clarissa in her youth, with 

Hermann and Juan, or Volker and Jean-Marie.  But Lulu and her friends have a more positive 

ÅÎÅÒÇÙȟ ÒÅÍÉÎÉÓÃÅÎÔ ÐÅÒÈÁÐÓ ÏÆ %ÖÅÌÙÎÅȭÓȟ ÁÎÄ ÔÈÅ ×ÉÌÄ ÂÕÎÇÅÅ-jump has an unforgettable 

strange resonance.  In spite of the shortness of their scenes, the three young actors, just by 

their energy, and the subtlety of what they show on their faces, in unspoken interactions with 

each other and with Hermann and Clarissa, manage to suggest a whole story that might have 

been developed, had there not been such tight constraint on the production of the films.  It is 

all the sadder that the story does not exist, because there is something particularly heart 

warming in seeing Lulu still so happy and full of life and love and enthusiasm, when we know 

that for the rest of the series she will remain effectively in mourning.  For me, the absence of 

such a story creates a grave imbalance in the structure of Heimat 3. 

,ÕÔÚȭ ÄÅÁÔÈ ÁÔ ÔÈÅ ÈÁÎÄÓ ÏÆ (ÁÒÔÍÕÔ ÉÓ ÁÎ ÁÃÃÉÄÅÎÔ ÔÈÁÔ ÉÓ ÎÏÔ ÓÏ ÕÎÌÉËÅÌÙ ÁÓ ÉÔ ÍÉÇÈÔ ÓÅÅÍȟ 

given the small size of the community in which both families live.  In its causes, it is yet 

                                                   

65 at the London Goethe Institute in 2005 
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another example of RÅÉÔÚȭ ÆÁÓÃÉÎÁÔÉÏÎ ×ÉÔÈ ÔÈÅ ÉÎÔÅÒÃÏÎÎÅÃÔÅÄÎÅÓÓ ÏÆ ÔÈÉÎÇÓȟ ÁÎÄ ÔÈÅ ȰÓÍÁÌÌ 

ÂÁÎÁÌ ÌÉÎËÓȱ66 in the chains of causality, that repays much further thought.  The car accident 

ÉÔÓÅÌÆ ÉÓ Á ÌÉÎË ÉÎ ÁÎÏÔÈÅÒ ÃÈÁÉÎ ×ÈÉÃÈ ÉÎÔÅÒÔ×ÉÎÅÓ ,ÕÌÕȭÓ ÓÔÏÒÙ ÉÎÅØÔÒÉÃÁÂÌÙ ×ÉÔÈ ÔÈÏÓÅ Ïf others 

in her Schabbach family, and determines the course of the rest of her life. 

  

                                                   

66 Drehort Heimat (2004), p.63 
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αȢβ &ÉÌÍ βȡ  #ÏÌÌÁÐÓÅ ÏÆ ÔÈÅ ÉÄÅÁÌ Ȭ(ÅÉÍÁÔȭȟ ÂÕÔ ȰÁ ÂÒÏÔÈÅÒ ÉÓ ÓÔÉÌÌ Á ÂÒÏÔÈÅÒȱȢ 

Film 4 raises the work to another plane.  Dramatically and emotionally it is the centrepiece 

of the whole third cycle.  It is the most coherent, integrated film of the series.  Its powerful 

sequences have more space and depth than is accorded to the earlier episodes, and they all 

interweave around the central themes:  the decline and dismantling of a society, a way of life, 

Á ÃÏÍÐÌÅØ ÆÁÍÉÌÙȟ ÁÎÄ ÁÌÓÏ ÏÆ ÁÎ ÁÇÅÉÎÇ ÉÎÔÅÌÌÅÃÔÕÁÌȭÓ ÓÅÎÓÅ ÏÆ ÈÉÓ ÐÌÁÃÅ ÉÎ ÔÈÅ ×ÏÒÌÄȢ  !Ó ÔÈÅ 

ÔÉÔÌÅ ɉȰ%ÖÅÒÙÏÎÅȭÓ ÄÏÉÎÇ ×ÅÌÌȱɊ ÓÕÇÇÅÓÔÓȟ ÔÈÅ ÏÖÅÒÒÉÄÉÎÇ ÃÈÁÌÌÅÎÇÅ ÆÏÒ ÁÌÌ ÔÈÅ ÃÈÁÒÁÃÔÅÒÓ ÉÓ Á 

confrontation with denial. 

There is a rhythm that runs right through the film.  All the silences are there, nothing is 

rushed, and until almost the end, nothing is inserted merely to bridge a gap in the plot.  There 

are very few awkward transitions, where something has had to be left out.  The film moves in a 

ÇÒÅÁÔ ÁÒÃ ÆÒÏÍ ÓÔÁÒÔ ÔÏ ÅÎÄȢ  4ÈÅ ÓÔÏÒÉÅÓ ÈÁÖÅ ÁÌÌ ÏÆ 2ÅÉÔÚȭ ÉÎÔÕÉÔÉÖÅ ÓÕÂÔÌÅÔÙȟ ÁÎÄ ÔÈÅ ÔÈÅÍÅÓ ÁÒÅ 

fully developed by the stories alone.  The characters grow and act from their inner roots, and 

there is no feeling here, as at first in the preceding, more compressed films, that they are 

merely figures in a docu-drama. 

There is an increasingly clear distinction between the interrelations that form a still living 

Ȭ(ÅÉÍÁÔȭȟ ÁÎÄ ÔÈÏÓÅ ÔÈÁÔ ÄÏ ÎÏÔȢ  4ÈÅ ÒÅÌÁÔÉÏÎÓÈÉÐÓ ÁÍÏÎÇ ÔÈÅ ÔÈÒÅÅ ÂÒÏÔÈers are part of what 

ÔÈÅÙ ÁÎÄ ÔÈÏÓÅ ÉÎ ÔÈÅ ÃÏÍÍÕÎÉÔÙ ÁÒÏÕÎÄ ÔÈÅÍ ÅØÐÅÒÉÅÎÃÅ ÁÓ Ȭ(ÅÉÍÁÔȭ ɀ it is born of shared 

memory, going back to their childhoods, but it is real to them now, and they are still living it.  

Physical places for it still exist where they live ɀ ÔÈÅ 3ÉÍÏÎ ÈÏÕÓÅȟ 'ÁÓÔÈÁÕÓ -ÏÌÚȟ %ÒÎÓÔȭÓ ÍÉÌÌ 

ÈÏÕÓÅȟ 3ÉÍÏÎ /ÐÔÉËȟ ÅÖÅÎ !ÎÔÏÎȭÓ ÍÏÄÅÒÎ ÆÁÍÉÌÙ ÈÏÕÓÅȟ ÔÈÅ ÆÏÏÔÂÁÌÌ ÇÒÏÕÎÄȟ ÁÎÄ ÔÈÅ 

churchyard of the Nunkirche. 

"ÕÔ (ÅÒÍÁÎÎ ÁÎÄ #ÌÁÒÉÓÓÁȭÓ Ȭ(ÅÉÍÁÔȭ ÏÆ ÃÈÏÉÃÅ ÓÔÉÌÌ ÄÏÅÓ ÎÏÔ ÅØÉÓÔ ÏÕÔÓÉÄÅ ÔÈÅÉÒ 

imaginationÓȟ ÁÎÄ ÅÖÅÎ ÔÈÅÒÅ ÉÔ ÉÓ ÃÒÕÍÂÌÉÎÇȢ  !Ó ÙÅÔ ÔÈÅÉÒ ÒÅÌÁÔÉÏÎÓÈÉÐ ÉÓ ÎÏÔ ÔÈÅÉÒ Ȭ(ÅÉÍÁÔȭȟ 

and nor is the Günderode House its place.  By the end of the series, in Film 6, however, their 

ÒÅÌÁÔÉÏÎÓÈÉÐ ×ÉÌÌ ÈÁÖÅ ÂÅÃÏÍÅ Á ËÉÎÄ ÏÆ ÌÉÖÉÎÇ Ȭ(ÅÉÍÁÔȭȟ ÁÎÄ ÅÖÅÎ ÔÈÅ ÈÏÕÓÅ may be for the 

moment an adequate place for it.  Film 4 tells, as it were, how the anvil for its forging is 

prepared. 

The first step is the collapse of the artificial situation, perilously constructed on the edge of 

two real lives that do not have space or energy for it.  During their parting row, Hermann tries 

ÔÏ ÒÅÍÉÎÄ #ÌÁÒÉÓÓÁ ÏÆ ȰÁÌÌ ÔÈÅ ÔÈÉÎÇÓ ÈÅÒÅ ×Å ÈÁÖÅ ÓÅÅÎ ÔÈÒÏÕÇÈ ÔÏÇÅÔÈÅÒȱȢ  !ÌÔÈÏÕÇÈ ÔÈÅ 
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previous films have shown only glimpses of their life at the house, there is a lost story in the 

gap of around two years between the third and fourth episodes, which may well have been 

particularly stressful.  We learn later that Lulu, always stroppy, and now distraught with grief 

and anger, stayed with them during her pregnancy, and that they cared for her at least until 

her baby was born. 

By the start of Film 4, Clarissa has returned full-time to her career as a musician, being too 

young and creative to retire, but Hermann is still absorbed with his own lack of inspiration 

and inability to write.  There could not be a greater contrast than the one that symbolises their 

ÒÅÌÁÔÉÏÎÓÈÉÐ ÔÈÒÏÕÇÈÏÕÔ ÔÈÉÓ ÆÉÌÍȡ  ÔÈÅ ÃÏÎÔÒÁÓÔ ÂÅÔ×ÅÅÎ ÈÉÓ ÓÔÒÁÉÇÈÔ ÒÅÎÄÅÒÉÎÇ ÏÆ Ȱ)Í 

×ÕÎÄÅÒÓÃÈĘÎÅÎ -ÏÎÁÔ -ÁÉȱȟ ÁÎÄ #ÌÁÒÉÓÓÁȭÓ ȰÃÒÏÓÓÏÖÅÒȱ ÓÅÎÄ ÕÐ ÏÆ Ȱ)ÃÈ ÇÒÏÌÌÅ ÎÉÃÈÔȱȟ ÂÏÔÈ ÆÒÏÍ 

Dichterliebe.  He has not noticed, or has avoided noticing, what is happening to Clarissa, he is 

continuing fondly to play a passive role as house-husband, and the realisation is a shock.  It is 

ÃÏÍÐÏÕÎÄÅÄ ÂÙ #ÌÁÒÉÓÓÁȭÓ Ï×Î ÁÎØÉÅÔÙ ÁÎÄ ÄÅÆÅÎÓÉÖÅÎÅÓÓ ÁÂÏÕÔ ×ÈÁÔ ÓÈÅ ÉÓ ÄÏÉÎÇ, and the 

silly, tense brittleness of her behaviour.  Everything goes wrong from then onwards, the idyll 

has turned literally into a vicious trap.  Lying in agony, caught in a marten trap like the one 

ÔÈÁÔ ÓÙÍÂÏÌÉÓÅÄ 0ÁÕÌȭÓ ÅÎÔÒÁÐÍÅÎÔ ÉÎ Heimat 1, Hermann ÒÅÁÄÓ #ÌÁÒÉÓÓÁȭÓ ÈÏÎÅÓÔ ÁÎÄ ÐÁÉÎÆÕÌ 

ÌÅÔÔÅÒȡ  Ȱ3ÏÍÅÔÉÍÅÓ ) ÔÈÉÎË ×Å ÍÁÄÅ Á ÍÉÓÔÁËÅ ȣȱ  !Ó ÉÆ ÔÏ ÐÒÏÖÅ ÈÅÒ ÒÉÇÈÔȟ ÔÈÅ ÓÈÏÃË ÁÎÄ 

ÄÉÓÔÒÅÓÓ ÏÆ ÈÅÒ ÓÅÅÍÉÎÇ ÄÅÓÅÒÔÉÏÎ ÁÎÄ ÏÆ ÈÉÓ ÉÎÊÕÒÙȟ ÕÎÂÌÏÃË (ÅÒÍÁÎÎȭÓ ÃÒÅÁÔÉÖÅ ÅÎÅÒÇÙ ÓÏ ÔÈÁÔ 

ÈÅ ÆÉÎÉÓÈÅÓ ÔÈÅ Ȱ5ÎÉÆÉÃÁÔÉÏÎ 3ÙÍÐÈÏÎÙȱ ÁÎÄ ×ÒÉÔÅÓ ÈÉÓ Ȱ'İÎÄÅÒÏÄÅ 3ÏÎÇÓȱ ɀ for Clarissa.  The 

earthquake in his life is paralleled by a real tremor that shakes the house and bizarrely sets all 

the lights flashing on and off.  This may seem a superfluous piece of symbolism, but it has a 

resonance later in the film. 

!ÎÔÏÎȭÓ ÆÁÍÉÌÙ ÈÁÓ ÂÅÅÎ ÔÏÒÎ ÁÐÁÒÔ ÉÎ Á ÂÉÔÔÅÒ ÁÎÄ ÃÏÍÐÌÉÃÁÔÅÄ ÐÁÔÔÅÒÎ ÏÆ ÌÉÔÉÇÁÔÉÏÎ 

involving all its members.  Anton, whose own action has caused this disintegration, feels it a 

threat to his dominance, and leans on all his children to patch it up, however superficially, for 

the sake of the family honour that he himself has disgraced.  Nonetheless he is still the rock on 

which the family is founded, as are also the firm, and the economy of the village.  His energy 

and his obsession ×ÉÔÈ ÔÈÅ ÑÕÁÌÉÔÙ ÏÆ ÈÉÓ ÆÁÃÔÏÒÙȭÓ ÐÒÏÄÕÃÔÓ ÁÒÅ ÓÔÉÌÌ ÉÎÖÉÎÃÉÂÌÅȟ ÁÓ ÔÈÅ ÆÉÒÍ 

celebrates its fiftieth year.  For a moment, the family conspire to paper the cracks and take 

part civilly in the triumphal photograph.  Even mutinous, undermined Hartmut joins the 

ÇÒÏÕÐȢ  4ÈÅ ÆÉÎÅÓÔ ÌÅÎÓ ÐÒÏÄÕÃÅÄ ÂÙ 3ÉÍÏÎ /ÐÔÉË ÒÅÃÏÒÄÓ ȰÅÖÅÒÙ ÐÏÒÅȱ ÏÆ ÔÈÅ ÓÍÉÌÉÎÇ ÆÁÃÅÓȟ ÂÕÔ 

not the pain and the grudges they hide.  Everyone is doing well. 

On the football pitch Schabbach FC wins a trophy, and the players chair their huge patron 

shoulder high in celebration.  Once again Anton triumphs, in a world he feels he has created.  

Afterwards he stands alone on the autumnal field, savouring his glory and maybe 

contemplating his own mortality in the midst of it.  Hermann limps out to join him.  The 

ÂÉÔÔÅÒ ÍÅÍÏÒÉÅÓ ÏÆ !ÎÔÏÎȭÓ ÄÅÓÔÒÕÃÔÉÏÎ ÏÆ ÈÉÓ ÆÉÒÓÔ ÌÏÖÅ ÁÆÆÁÉÒ ÈÁÖÅ ÆÁÄÅÄȢ  (ÅÒÍÁÎÎȭÓ Ï×Î 

world has collapsed, and he seems to be seeking some ground in what survives of the old 

Schabbach: Rudi and Lenchen, and his own family.  He is depressed and at a loss, he sees 

Anton standing as a bastion of the world that is about to disappear.  Out of brotherly concern, 

and perhaps also the wish to re-establish order in his family, Anton prompts Hermann to talk 

about Clarissa.  Hermann wordlessly acknowledges the sympathy but does not pursue it, and 
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ÄÅÐÁÒÔÓ ×ÉÔÈ ÔÈÅ ÃÈÁÕÆÆÅÕÒ ÉÎ !ÎÔÏÎȭÓ ÃÁÒȢ  /Î ÔÈÅ ×ÁÙ ÈÏÍÅȟ ÉÔ ÓÅÅÍÓȟ  ÈÅ ÌÅÁÖÅÓ ÈÉÓ ×ÁÌËÉÎÇ 

ÓÔÉÃË ÉÎ ÔÈÅ ÃÁÒȢ  !ÎÔÏÎ ÓÔÁÙÓ ÇÁÚÉÎÇ ÁÃÒÏÓÓ ÔÈÅ ÆÉÅÌÄȟ ȰÁ ÍÁÎ ÁÌÏÎÅȟ ÃÏÍÆÏÒÔÁÂÌÅ ÉÎ ÈÉÓ ×ÏÒÌÄȟ 

but his world is vanishing, ... looking out over the village and the hills of the Hunsrück.  He is 

ÔÁËÉÎÇ ÈÉÓ ÌÅÁÖÅȟȱ ÁÓ )ÖÁÎ -ÁÎÓÌÅÙ ÍÏÖÉÎÇÌÙ ×ÒÉÔÅÓ67. 

§ 

2ÏÕÇÈÌÙ ÉÎ ÔÈÅ ÍÉÄÄÌÅ ÏÆ ÔÈÉÓ ȰÃÅÎÔÒÁÌȱ ÆÏÕÒÔÈ ÅÐÉÓÏÄÅ (ÅÒÍÁÎÎ ÅÎÃÏÕÎÔÅÒÓ ÔÈÅ ÏÌÄ 

Russian-German by the Rhine, obsessed by the number four, the foursquare number of 

standstill and power (Anton again?).  Hermann wanders down to the river at Oberwesel, in 

ÏÎÅ ÏÆ 2Å)ÔÚȭ ȰÍÏÍÅÎÔÓ ÄÅÔÁÃÈÅÄ ÆÒÏÍ ÔÈÅ ÐÌÏÔȱȢ  )Ô ÈÁÓ Á ÄÒÅÁÍÌÉËÅ ÌÏÇÉÃȟ ÁÎÄ ÍÁÙ ÂÅ 

(ÅÒÍÁÎÎȭÓ ÄÒÅÁÍȢ  4ÈÅ ÆÉÌÍ ÂÅÃÏÍÅÓ ÂÌÁÃË ÁÎÄ white, and winter seems to have already 

arrived.  Trees are nearly bare and the river banks are inundated.  The images are beautiful, 

against the gleaming silver light of the flood.  The old man, through his slightly crazed 

apocalyptic millennialism, touches on central themes of Heimat 3Ȣ  (Å ÌÏÖÅÓ ȰÔÈÅ ×ÉÄÅ ÒÉÖÅÒ 

ÔÈÁÔ ÆÌÏ×Ó ÏÎ ÁÎÄ ÏÎ ÁÎÄ ÔÁËÅÓ ÁÌÌ ÏÕÒ ÆÉÌÔÈ ×ÉÔÈ ÉÔȱȢ  7ÉÌÌ ÅÖÅÒÙÔÈÉÎÇ ÃÈÁÎÇÅ ×ÉÔÈ ÔÈÅ 

-ÉÌÌÅÎÉÕÍȟ ÁÎÄ ÔÈÅ 2ÈÉÎÅ ÆÌÏ× ÉÎ ÔÈÅ ÏÔÈÅÒ ÄÉÒÅÃÔÉÏÎȩ  Ȱ)ÔȭÓ ÁÌÌ ÔÈÅ ÓÁÍÅ ÔÏ ÔÈÅ ÒÉÖÅÒȱȟ ÒÅÐÌÉÅÓ 

Hermann.  4ÈÅ ÏÌÄ ÍÁÎ ÓÐÅÁËÓ ÏÆ ÔÈÅ ÅÁÒÔÈÑÕÁËÅȡ  Ȱ4ÈÅ ÅÁÒÔÈ ÉÓ ÍÉÇÈÔÉÌÙ ÂÅÁÕÔÉÆÕÌȟ ÂÕÔ ÉÔ ÉÓ 

ÎÏÔ ÓÅÃÕÒÅȱȟ ÁÎÄ (ÅÒÍÁÎÎ ÓÉÎÇÓ ÔÈÅ ÌÉÎÅÓ ÏÆ 3ÃÈÕÂÅÒÔ ÂÁÃË ÔÏ ÈÉÍȢ  Ȱ4ÈÁÔȭÓ ÈÏ× ÔÈÅÙ ÁÎÎÏÕÎÃÅ 

ÔÈÅÍÓÅÌÖÅÓȱȟ ÓÁÙÓ ÔÈÅ ÏÌÄ ÍÁÎ ÍÙÓÔÅÒÉÏÕÓÌÙȟ ÁÎÄ ×ÁÌËÓ Á×ÁÙȢ  After a few yards he grasps the 

handrail and starts to limp like Hermann, seeming to mirror the despair from which 

Hermann, having now abandoned his walking stick, will one day emerge.  It is a suspended 

point, between the earthquake in the small hours a few nights before (was it first meant to 

have been at 4 am this same day, when the old man woke to find he was 94?), and the death of 

!ÎÔÏÎ ÁÔ ή ÁÍ ÔÈÅ ÎÅØÔ ÍÏÒÎÉÎÇȢ  /Æ ×ÈÏ ÏÒ ×ÈÁÔ ÈÁÖÅ ȰÁÎÎÏÕÎÃÅÄ ÔÈÅÍÓÅÌÖÅÓȱ ×Å ÔÏÏ ÃÁÎ 

only dream. 

§ 

There are powerful scenes in the house where Anton lies dead.  They are full of silences, no 

music, just natural sounds of footsteps, quiet voices, a clock ticking, the occasional door 

chime.  There are moments of humour ɀ the captain of the football club gets a word just 

wrong, like just missing a goal; and the sisters and their partners agonise absurdly over the 

merits of cremation versus burial, until the question they are all dying to ask is finally put by 

$ÉÅÔÅÒȡ  Ȱ)Ó ÔÈÅÒÅ Á 7ÉÌÌȩȱ  4ÈÅÒÅ ÁÒÅ ÁÌÓÏ ÍÏÍÅÎÔÓ ÏÆ ÇÒÅÁÔ ÄÉÇÎÉÔÙȢ  -ÁÒÁ ÍÁËÅÓ Á ÂÉÇ 

impression ɀ her deep genuine grief, her stillness, relative to the rest of the family, her loving 

ÒÅÃÏÇÎÉÔÉÏÎ ÏÆ !ÎÔÏÎȭÓ ËÉÎÄÒÅÄ ÆÉÅÒÙ ÓÐÉÒÉÔ ÉÎÃÌÉÎÉÎÇ ÈÅÒ ÔÏ ÃÈÏÏÓÅ ÃÒÅÍÁÔÉÏÎȟ ×ÈÉÌÅ ÔÈÅ ÒÅÓÔ 

×ÅÒÅ ÓÈÕÄÄÅÒÉÎÇ ÁÂÏÕÔ ȰÆÌÁÍÅÓȱ ÁÎÄ Ȱ×ÏÒÍÓȱȟ ÏÒ ×ÁÎÔÉÎÇ ÔÈÅ ÍÏÓÔ modern and fashionable 

option.  Yet it is Mara who takes it on herself to decide against a religious funeral, leading to 

loss of the grand ceremony that Anton himself would surely have wanted.  She tends to 

gravitate to Hermann, as someone more adult and sensitive than the rest of the family.  Once 

or twice I have thought to detect the shadow of a lost subplot of mutual attraction between 

Hermann and Mara. 
                                                   

67 Online Discussion of Heimat 3 (pdf), p.146 
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However much Hartmut hated his father, he was also very close to him, and defined his 

own life in opposition to him.  So also did Ernst.  When Hartmut comes to tell him Anton is 

dead, both of them in a strange inverted way replay the tragic meeting between the brothers 

in the previous episode.  Ernst is shocked, but cannot stop himself saying that Anton was 

Ȱ3ÏÍÅÏÎÅ ×ÉÔÈ ÃÌÏÄÓ ÏÆ ÃÌÁÙ ÏÎ ÈÉÓ ÆÅÅÔ ÁÎÄ ÉÎ ÈÉÓ ÈÅÁÄȱ ɀ yet at that moment it is Ernst 

ÈÉÍÓÅÌÆ ×ÈÏ ÉÓ ×ÅÁÒÉÎÇ ÈÅÁÖÙ ÂÏÏÔÓȢ  Ȱ9ÏÕȭÒÅ ÔÈÅ ÂÏÓÓ ÎÏ×ȱ ÈÅ ÒÅÍÉÎÄÓ (ÁÒÔÍÕÔȟ ÁÎÄ ÈÅ ÍÕÓÔ 

get on with it, life is short. 

Then wild geese pass overhead, like a pack of hounds in the sky.  Their flight has a sudden 

effect on Ernst ɀ the old countryman may think of the nearness of his own death, and his 

stubborn rejection of Anton, perhaps he even hears a threat of revenge, and reaches at the 

wire with which he fences ÈÉÍÓÅÌÆ ÉÎȢ  Ȱ"ÕÔ ÆÏÒ ÎÏ× ×ÅȭÒÅ ÄÏÉÎÇ ×ÅÌÌȟ ÁÒÅÎȭÔ ×Åȟ (ÁÒÔÍÕÔȱȟ ÈÅ 

announces as he recovers himself.  Hartmut, who with the loss of his father has lost access to 

his own sustaining anger, wipes the clay off his shoe and climbs into the Porsche. 

Hartmut iÓ ÏÖÅÒÃÏÍÅȟ ÈÅ ÃÁÎÎÏÔ ÐÌÁÙ ÔÈÅ ȰÂÏÓÓȱȢ  (Å ÄÒÉÖÅÓ ÓÔÒÁÉÇÈÔ ÔÏ 7ÉÅÓÂÁÄÅÎ ÔÏ ×ÅÅÐ 

ÉÎ 'ÁÌÉÎÁȭÓ ÁÒÍÓȟ ÁÎÄ ÏÎÌÙ ÒÅÔÕÒÎÓ ÔÏ ÔÈÅ ÆÁÍÉÌÙ ÈÏÕÓÅ Ô×Ï ÄÁÙÓ ÌÁÔÅÒ ×ÈÅÎ -ÁÒÁ ÈÁÓ ÁÒÒÁÎÇÅÄ 

ÅÖÅÒÙÔÈÉÎÇ ÁÎÄ !ÎÔÏÎȭÓ ÃÏÆÆÉÎ ÉÓ ÔÁËÅÎ Á×ÁÙ ÂÙ ÔÈÅ ÕÎÄÅÒÔÁËÅÒȢ  )Î ÔÈÅ ÅÍÐÔÙ ÒÏÏÍȟ he picks 

ÕÐ ÈÉÓ ÍÏÔÈÅÒȭÓ ÐÈÏÔÏÇÒÁÐÈ ÁÎÄ ÃÕÒÌÓ ÕÐ ×ÉÔÈ ÉÔ ÏÎ ÔÈÅ ÓÏÆÁȟ ÓÏÂÂÉÎÇ ÌÉËÅ Á ÓÍÁÌÌ ÃÈÉÌÄȢ  

3ÈÏÒÔÌÙ ÁÆÔÅÒ×ÁÒÄÓȟ ÈÉÓ ÓÅÃÒÅÔÁÒÙ &ÒÁÕ 7ÅÉÒÉÃÈ ÃÁÌÌÓ ÈÉÍ Ȱ(ÁÒÔÍÕÔÓÃÈÅ ɉÌÉÔÔÌÅ (ÁÒÔÍÕÔɊȱ ×ÈÅÎ 

she ushers him into a meeting with his workforce as the new head of the firm.  After a 

ÄÉÓÔÕÒÂÉÎÇÌÙ ÕÎÉÎÆÏÒÍÁÔÉÖÅ ÓÐÅÅÃÈ ÔÏ ÈÉÓ ÅÍÐÌÏÙÅÅÓȟ ÓÔÉÌÌ ÈÅÓÉÔÁÎÔ ÔÏ ÓÉÔ ÉÎ ÈÉÓ ÆÁÔÈÅÒȭÓ ÃÈÁÉÒȟ ÈÅ 

is waylaid by Herr Böckle, who will ensure that he can buy out his siblings and merge the two 

firms, ready to be devoured by the asseÔ ÓÔÒÉÐÐÉÎÇ ÃÏÍÐÁÎÙ Ȱ&ÏÏÄ ÁÎÄ .ÏÎ-&ÏÏÄȱȢ  3ÉÍÏÎ 

Optik will not long outlive its founder. 

(ÅÒÍÁÎÎ ÔÏÏ ÉÓ ÖÅÒÙ ÓÈÁËÅÎ ÂÙ !ÎÔÏÎȭÓ ÄÅÁÔÈȟ ÃÏÍÉÎÇ ÁÓ ÉÔ ÄÏÅÓ ÏÎ ÔÏÐ ÏÆ ÈÉÓ Ï×Î ÌÏÓÓ ÁÎÄ 

confusion.  He leaves as soon as is decent, past the silent grieving figure of the chauffeur 

outside the door, and starts driving in no particular direction.  He happens upon Ernst at a 

filling station, and the two remaining brothers, always closer in spirit to each other than to 

!ÎÔÏÎȟ ÒÅÔÕÒÎ ÔÏ %ÒÎÓÔȭÓ ÈÏÕÓÅ ÔÏ ÃÏÍÍÉÓÅÒÁÔÅ ÉÎ ÍÏÖing passages of the main film, 

ÓÕÐÐÌÅÍÅÎÔÅÄ ÂÙ Á ÃÏÕÐÌÅ ÏÆ ÔÈÅ Ȱ&ÒÁÇÍÅÎÔÓȱȢ 

!ÎÔÏÎȭÓ ÄÅÁÔÈ ÌÅÁÖÅÓ ÔÈÅÍ ÂÏÔÈ Á×ÁÒÅ ÔÈÁÔ ÔÈÅÉÒÓ ×ÉÌÌ ÂÅ ÎÅØÔȢ  4ÈÅÙ ÔÅÌÌ ÅÁÃÈ ÏÔÈÅÒ 

Ȱ%ÖÅÒÙÔÈÉÎÇ ×Å ÂÅÌÉÅÖÅÄ ÉÎ ɀ ÈÁÓ ÍÁÄÅ ÕÓ ÓÁÄ ȣȱ  4ÈÅ ×ÉÎÅȟ ÖÉÎÔÁÇÅ ΫγΰΫȟ ÓÅÔÓ (ÅÒÍÁÎÎ 

reminisciÎÇ ÁÂÏÕÔ ÈÉÓ ÄÁÙÓ )Î -ÕÎÉÃÈȡ  Ȱ-Ù 'ÏÄȟ ×Å ÈÁÄ ÎÏ ÉÄÅÁȟ ÂÁÃË ÔÈÅÎȟ ÙÏÕÎÇ ÇÅÎÉÕÓÅÓ 

ÔÈÁÔ ×Å ×ÅÒÅ ȣ 4ÈÅ ÆÁÎÔÁÓÙ ÏÆ ÐÏ×ÅÒȢ  &ÒÅÅÄÏÍ ÆÏÒ ÌÏÖÅȢ  ! ÌÉÆÅ ÆÏÒ ÍÕÓÉÃȢȱ  "ÕÔ ÎÏ× ÈÅ ÉÓ ÎÏÔ 

ÁÔ ÈÏÍÅ ÁÎÙ×ÈÅÒÅȢ  %ÒÎÓÔȭÓ ÈÏÕÓÅ ȰÒÅÅËÓ ÏÆ ÌÏÎÅÌÉÎÅÓÓȱȟ ÁÃÃÏÒÄÉÎÇ ÔÏ (ÅÒÍÁÎÎȟ ÂÕt Ernst 

protests that it is just the smell of his antiques.  He envies Hermann his wife and child and his 

ÃÁÒÅÅÒȟ ÂÕÔ ÔÏ (ÅÒÍÁÎÎ ÈÉÓ ÆÁÍÉÌÙ ÉÓ ȰÁ ÈÅÁÐ ÏÆ ÒÕÉÎÓȱȟ ÁÎÄ ÉÔ ÁÌÌ ÁÄÄÓ ÕÐ ÔÏ ÎÏÔÈÉÎÇȢ  "ÕÔ %ÒÎÓÔ 

ÒÅÂÕËÅÓ ÈÉÍȡ  Ȱ.Ï× ÊÕÓÔ ÌÉÓÔÅÎȡ  $ÅÁÔÈ ×ÅȭÖÅ ËÎÏ×Î ÁÂÏÕÔ ÅÖÅÒ ÓÉÎÃÅ ×ÅȭÖÅ ÂÅÅÎ ÉÎ ÔÈÅ ×ÏÒÌÄȢ  

But the slow disappearing without trace, after one has had no more success for years, that is 

ÎÅ×Ȣȱ 
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Here in these scenes with Ernst, Hermann comes closer than ever before in Heimat 3 to a 

ÌÉÖÉÎÇ ÅØÐÅÒÉÅÎÃÅ ÏÆ Ȭ(ÅÉÍÁÔȭȢ  (Å ÁÎÄ %ÒÎÓÔ ÔÒÕÌÙ ÄÏ ÎÏÔ ÎÅÅÄ ÔÏ ÅØÐÌÁÉÎ ÔÏ ÅÁÃÈ ÏÔÈÅÒ ×ÈÏ 

ÔÈÅÙ ÁÒÅȢ  4ÈÅÙ ÄÏÎȭÔ ÁÇÒÅÅȟ ÔÈÅÙ ÁÒÅ ÎÅÖÅÒ ÇÏÉÎÇ ÔÏ ÂÅ ÂÕÓÉÎÅÓÓ ÐÁÒÔÎÅÒÓȟ ÂÕÔ ÔÈÅÙ ÓÈÁÒÅ Á ÄÅÅÐ 

understanding, which began in childhood and out of which they can still communicate.  They 

can and do support each other, in this moment of family loss, far more solidly than they could 

ÁÔ ÔÈÅ ÔÉÍÅ ÏÆ -ÁÒÉÁȭÓ ÆÕÎÅÒÁÌȢ  4ÈÉÓ ÉÓ ÁÔ ÔÈÅ ÈÅÁÒÔ ÏÆ ×ÈÁÔ ÔÈÅ Heimat Trilogy is about. 

§ 

(ÅÒÍÁÎÎȭÓ ÁÔÔÅÍÐÔ ÉÎ #ÏÌÏÇÎÅ ÔÏ ÔÅÌÌ ,ÕÌÕ ÁÂÏÕÔ !ÎÔÏÎȭÓ ÄÅÁÔÈ ÉÓ Á ÃÌÁssic parent-child 

disaster.  There is a strong sense of her hurt and bitterness and the constraints on her natural 

warmth and positive energy, and of how her history might have produced this.  The pain of 

both Hermann and herself in their scene together at the flat is horribly recognisable.  In spite 

of his part in caring for her through her pregnancy and the birth of her son Lukas, Lulu 

remains bitter towards her father, conflating her long standing resentment of him with the 

attempt by Anton and Hartmut tÏ ȰÃÏÍÐÅÎÓÁÔÅȱ ×ÉÔÈ ÍÏÎÅÙ ÆÏÒ ÔÈÅ ÄÅÁÔÈ ÏÆ ,ÕÔÚȢ  (ÅÒÍÁÎÎ 

tries sadly to defend himself, but she is past reason.  She watches him go, silent now, but too 

late.  There is nothing he can offer here, he himself is helpless and without consolation. 

The strip cÌÕÂ ÁÎÄ ÂÒÏÔÈÅÌ ÈÅ ÖÉÓÉÔÓ ÉÓ ÁÎ ÕÐÄÁÔÅÄ ÖÅÒÓÉÏÎ ÏÆ ,ÕÃÉÅȭÓ ÅÓÔÁÂÌÉÓÈÍÅÎÔȟ ÂÕÔ 

much harder and more cynical and no doubt more realistically portrayed.  There are no golden 

ÈÅÁÒÔÅÄ ÔÁÒÔÓ ÈÅÒÅȢ  -ÁÙÂÅ ÈÅ ÕÓÅÓ ÔÈÅ ÎÁÍÅ Ȱ!ÎÔÏÎȱ ÆÏÒ ÔÈÅ ÂÒÉÅÆ ÂÁÎÁÌ ÅÎÃÏÕÎÔÅÒ ÂÅÃause it 

ÉÓ ÔÈÅ ÆÉÒÓÔ ÔÏ ÃÏÍÅ ÉÎÔÏ ÈÉÓ ÈÅÁÄȟ ÂÕÔ ÔÈÅÒÅ ÉÓ Á ÂÉÚÁÒÒÅ ÍÏÍÅÎÔ ×ÈÅÎ ÔÈÅ ÇÉÒÌ ÓÁÙÓȡ  Ȱ9ÏÕ ÓÅÅ 

!ÎÔÏÎȟ ÔÈÁÔȭÓ ÈÏ× ÙÏÕ ×ÁËÅ ÔÈÅ ÄÅÁÄȢȱ  !ÎÄ ×ÈÅÎ ÈÅ ÓÁÙÓ Ȱ*ÅÓÕÓȟ !ÎÔÏÎȟ ÙÏÕ ÐÏÏÒ ÓÏÄȱȟ ÈÅ 

may not know himself which Anton he means. 

From his hotel window he sees Cologne cathedral, mysteriously blue, as it was on his 

wandering flight at the end of Heimat 2.  Ȱ)Í 2ÈÅÉÎȟ ÉÍ ÈÅÉÌÉÇÅÎ 3ÔÒÏÍÅȣȱ ɀ is #ÌÁÒÉÓÓÁȭÓ 

performance of Dichterliebe already in his mind before he hears on his answer phone that she 

ÈÁÓ ȰÁ ÖÅÒÙ ÇÒÅÁÔ ÎÅÅÄ ÔÏ ÓÅÅ ÈÉÍ ÁÇÁÉÎȱ ÉÎ "ÅÒÌÉÎȩ  /ÎÃÅ ÁÇÁÉÎȟ ÁÓ ÉÎ Heimat 2, he is 

journeying wildly across the country to catch up with her and arriving late for her concert, 

ÃÌÕÔÃÈÉÎÇ ÔÈÅ Ȱ'İÎÄÅÒÏÄÅ 3ÏÎÇÓȱȢ  /ÎÃÅ ÁÇÁÉÎ ÔÈÅÉÒ ÍÅÅÔÉÎÇ ÉÓ ×ÒÅÃËÅÄ ÂÙ ÔÈÅ ÃÈÁÎÃÅ 

intrusion of someone else (Gunnar), by the jealous flouncing out of her singing partner, and 

ÂÙ (ÅÒÍÁÎÎȭÓ Ï×Î ÓÕÓÐÉÃÉÏÎÓȢ  )Ó $ÁÖÉÄ ÒÅÁÌÌÙ ÈÅÒ ÌÏÖÅÒȩ  )Ô ÉÓ ÈÁÒÄ ÔÏ ÂÅÌÉÅÖÅȟ ÈÅ ÉÓ ÐÏÒÔÒÁÙÅÄ 

throughout as such a wally.  Finally she is left on her own, sobbing.  Next day Hermann drives 

ÈÏÍÅ ÁÌÏÎÅȟ ÈÉÓ ÈÅÁÄ ÆÕÌÌ ÏÆ ÔÈÅ ÉÒÏÎÉÃȟ ÁÌÉÅÎ ȰÃÒÏÓÓÏÖÅÒȱ ÐÅÒÆÏÒÍÁÎÃÅ ÏÆ Ȱ)ÃÈ ÈÁÂȭ ÉÍ 4ÒÁÕÍ 

ÇÅ×ÅÉÎÅÔȣȱȟ ÔÏ ÆÉÎÄ ÈÅ ÈÁÓ ÆÏÒÇÏÔÔÅÎ Á ÃÏÎÃÅÒÔ ÅÎÇÁÇÅÍÅÎÔȟ ÆÏÒ ÔÈÅ ÆÉÒÓÔ ÔÉÍÅ ÉÎ ÈÉÓ ÃÁÒÅÅÒȢ 

4ÈÅ ÆÁÍÏÕÓ ÓÃÅÎÅ ÏÆ !ÎÔÏÎȭÓ ÆÕÎÅÒÁÌ ÓÔÁÒÔs with a surreal yellow bush with legs ɀ a wreath 

ÆÒÏÍ Ȱ&ÏÏÄ ÁÎÄ ÎÏÎ-&ÏÏÄȱȢ  -ÏÚÁÒÔ ÆÒÏÍ (ÅÒÍÁÎÎȭÓ ÃÏÎÃÅÒÔ ÁÃÃÏÍÐÁÎÉÅÓ ÔÈÅ ÆÉÒÓÔ ÍÏÍÅÎÔÓȟ 

ÁÓ ÔÈÅ ÆÁÍÉÌÙ ÉÎÓÐÅÃÔ ÔÈÅ ȰÐÅÒÆÅÃÔȱ ÆÁÍÉÌÙ ÐÈÏÔÏÇÒÁÐÈȢ  !ÆÔÅÒ ÔÈÁÔ ÔÈÅÒÅ ÉÓ ÏÎÌÙ ÎÁÔÕÒÁÌ ÓÏÕÎÄ 

for these scenes ɀ a single dog barking, a rook, cars on the road, crunching footsteps and quiet 

voices.  For a long while bathos rules, as people stand in desolate groups, making self-

conscious small talk and waiting for the delayed urn, which is even now being raced along the 

highways in an undignified fashion.  Everyone is oppressed by the massive absence of all that 
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would have made this a fitting ceremony for Anton.  One need only think of the lavish 

christening ceremony at Ravengiersburg to imagine what he might have expected.  Instead, 

the family exchange tips on stocks and shares, or proudly inspect a clever gadget for lowering 

ÔÈÅ ÕÒÎȢ  .Ï ÏÎÅ ÔÈÅÒÅ ÉÓ ÏÌÄ ÅÎÏÕÇÈ ÔÏ ÒÅÍÅÍÂÅÒ %ÄÕÁÒÄȭÓ ÃÏÎÔÒÁÐÔÉÏÎ ÆÏÒ ÕÎÖÅÉÌÉÎÇ ÔÈÅ 

Schabbach war memorial. 

Ernst stands away from the family, with Rudi and Lenchen, and the captain and trainer of 

the football club.  Hermann is surrounded by the wreckage of his life.  Schnüßchen, arriving 

×ÉÔÈ ÈÅÒ ÄÅÖÏÔÅÄ Ȱ,'ȱ ɉȰÌÉÆÅ-ÐÁÒÔÎÅÒȱɊȟ ÈÁÓ ÎÏÔ ÃÈÁÎÇÅÄȢ  3ÈÅ ÉÓ ÓÔÉÌÌ ×ÁÒÍ ÁÎÄ ÏÕÔÇÏÉÎÇ ÁÎÄ 

good hearted, still self-consciously do-gooding, still making Hermann feel a negligent father, 

still characteristically avoiding the truth that it was after all Hermann and Clarissa who found 

time to support Lulu through her pregnancy.  Lulu comes too, silently holding her place 

ÁÍÏÎÇ ÔÈÅ ÆÁÍÉÌÙ ÒÅÓÐÏÎÓÉÂÌÅ ÆÏÒ ÈÅÒ ÐÁÒÔÎÅÒȭÓ ÄÅÁÔÈȢ  4ÈÅÒÅ ÉÓ ÔÈÅ ÓÔÒÁÎÇÅ ÍÏÍÅÎÔ ×ÈÅÎ ÓÈÅ 

×ÁÌËÓȟ ÃÁÒÒÙÉÎÇ ,ÕËÁÓȟ ÂÅÈÉÎÄ (ÁÒÔÍÕÔ ×ÈÏ ÂÅÁÒÓ !ÎÔÏÎȭÓ ÕÒÎȟ ÉÎ ÔÈÅ ÉÎÅÓÃÁÐÁÂÌÅ ÎÅØÕÓ ÏÆ ÔÈÅ 

ÇÅÎÅÒÁÔÉÏÎÓȢ  (ÅÒÍÁÎÎȭÓ ÔÅÎÔÁÔÉÖÅ ÇÅÓÔÕÒÅÓ ÔÏ ÈÉÓ ÇÒÁÎÄÃÈÉÌÄ ÁÒÅ rebuffed.  Clarissa, as so often 

before, is present only as her absence, when someone says there would be music if Clarissa 

were there to sing. 

During the ludicrous rise and fall of the urn on its little pedestal, does Hermann wildly say 

ÔÏ ÈÉÍÓÅÌÆȡ  Ȱ9ÏÕ ÓÅÅ !ÎÔÏÎȟ ÔÈÁÔȭÓ ÈÏ× ÙÏÕ ×ÁËÅ ÔÈÅ ÄÅÁÄȱȩ  "ÕÔ ÏÕÔ×ÁÒÄÌÙ ÈÉÌÁÒÉÔÙ ÉÓ 

ÓÕÐÐÒÅÓÓÅÄȟ ÁÎÄ ÔÈÅÎ %ÒÎÓÔ ÓÈÁÍÅÓ ÔÈÅÍ ÁÌÌ ×ÉÔÈ ÈÉÓ ÇÒÅÁÔ ÁÎÇÒÙ ÓÔÕÍÂÌÉÎÇ ÓÐÅÅÃÈȢ  Ȱ!ÎÔÏÎȟ 

ÙÏÕ ÄÉÄÎȭÔ ÄÅÓÅÒÖÅ ÔÈÉÓ ȢȢȢȱ 7ÉÔÈ ÈÉÓ ÖÏÉÃÅ ÁÌÏÎÅȟ ÁÎÄ ÈÉÓ ÐÁÓÓÉÏÎ ÁÎÄ ÒÅÍÏÒÓÅȟ ÈÅ ÐÒÏÖÉÄÅÓ ȰÔÈe 

ÍÕÓÉÃ ÔÈÁÔ ×ÏÕÌÄ ÍÁËÅ ÉÔ Á ÂÉÔ ÓÏÌÅÍÎ ÁÎÄ ÒÅÍÉÎÄ ÕÓ ÔÈÁÔ ×Å ÁÌÌ ÈÁÖÅ ÔÏ ÄÉÅȱȢ  )Ô ÉÓ ÁÎ ÅÌÅÇÙ ÆÏÒ 

ÔÈÅ ÄÅÇÅÎÅÒÁÔÉÎÇ 3ÉÍÏÎ ÄÙÎÁÓÔÙȟ ÁÎÄ ÆÏÒ ÔÈÅ ×ÈÏÌÅ ×ÁÙ ÏÆ ÌÉÆÅ ÔÈÁÔ ×ÁÓ ÔÈÅÉÒ Ȭ(ÅÉÍÁÔȭȟ ÉÎ ÈÉÓ 

generation.  His honesty at the end almost redeems his rejectiÏÎ ÏÆ !ÎÔÏÎ ÉÎ ÌÉÆÅȡ  Ȱ!ÎÔÏÎȟ ÙÏÕ 

know we never saw eye to eye, from childhood we never saw eye to eye, but now they have 

ÂÕÒÎÔ ÙÏÕ ÁÎÄ ÌÅÔ ÙÏÕ ÂÌÏ× Á×ÁÙ ÉÎ ÔÈÅ ×ÉÎÄȟ ×Å ÓÕÄÄÅÎÌÙ ÄÏȢȱ 

From the unaccompanied sonority of his language, the film cuts perhaps too quickly to 

(ÅÒÍÁÎÎȭÓ ÃÁÒȟ ×ÈÉÌÅ ÔÈÅ ÂÁÓÓ ÃÌÁÒÉÎÅÔ ÓÔÁÒÔÓ ÕÐ ÁÇÁÉÎȟ ÓÕÄÄÅÎÌÙ ÔÉÒÅÓÏÍÅ ÁÎÄ ÒÅÐÅÔÉÔÉÖÅȢ  !Ô 

home, Hermann finds Clarissa.  She has dreadful news, he holds her silently, and as the credits 

roll they look out at the river from a home which has lost all its romance.  But such a 

cliffhanger is alien to Heimat ɀ has this scene strayed in from the start of a lost or later 

episode? 
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3.5 Film 5:  Death of the last older brother ends an era; greed destroys the family and claims an 

innocent victim; illness and a fragile homecoming  

After the space and subtlety of Film 4, Film 5 seems another casualty of the TV ratings and 

programme schedules.  It has many fascinating aspects and a remarkable new character in the 

teenage Bosnian refugee, Matko.  The tragic story lines are involving and deeply moving, but 

as in the first films of the series, the story feels rushed.  There are many short scenes and busy 

cuts, at least one quite unforgivable.  The individual scenes are often very satisfying but there 

is too little time to savour them.  There are not enough silences and spaces, the story becomes 

ÃÌÕÔÔÅÒÅÄ ÁÎÄ ÏÖÅÒ ÃÏÍÐÒÅÓÓÅÄȢ  -ÏÓÔ ÕÎÕÓÕÁÌÌÙ ÉÎ 2ÅÉÔÚȭ ×ÏÒËȟ Á ÄÉÓÐÒÏÐÏÒÔÉÏÎÁÔÅ ÁÍÏÕÎÔ ÏÆ 

time is given to a character crucial to the plot but not developed in any depth, having no roots 

in a story of his own, namely Herr Meise, a private detective.  It leaves less time to dwell on 

the loved and more significant characters. 

 It becomes helpful to watch the episode again as though it were simply two consecutive 

films, closely related, but with different energy and mood.  If there had been no constraint on 

ÔÈÅ ÎÕÍÂÅÒ ÁÎÄ ÌÅÎÇÔÈ ÏÆ ÅÐÉÓÏÄÅÓȟ ÔÈÅ ÓÔÏÒÙ ÏÆ %ÒÎÓÔȭÓ ÍÕÓÅÕÍ ÐÌÁÎÓȟ ÈÉÓ ÆÏÎÄÎÅÓÓ ÆÏÒ -ÁÔËÏ 

and search for a son, his death and funeral and its personal impact on Hermann, Lulu and 

-ÁÔËÏȟ ×ÏÕÌÄ ÈÁÖÅ ÂÅÅÎ ÅÎÏÕÇÈ ÆÏÒ ÏÎÅ ÆÉÌÍȢ  4ÈÅÎ ÔÈÅ ÇÒÅÅÄ ÏÆ ÔÈÅ ÈÅÉÒÓȟ (ÁÒÔÍÕÔȭÓ 

bankruptcy and the tragedy of Matko would have made a moving and separate film, with a 

ÄÉÆÆÅÒÅÎÔ ÑÕÁÌÉÔÙ ÏÆ ÓÁÄÎÅÓÓȟ ÅÓÐÅÃÉÁÌÌÙ ÉÎ -ÁÔËÏȭÓ ÓÔÏÒÙȢ  4×Ï ÓÕÃh distinct parts  would not 

have needed to be films of equal length, nor to be as long as the previous ones, were it not for 

the demands of the TV schedules. 

Nonetheless the film, just as it is, is a joy to watch, not least because with Christian Reitz as 

cameraman it has recovered the subtle lighting that carves spaces out of the shadows, 

moulding faces and figures, creating depth and texture, tactile details of fabrics and hair.  This 

is noticeable in indoor scenes, in particular the evening sunlight in TÁÎÔÅ (ÉÌÄÅȭÓ ÃÏÔÔÁÇÅ ÁÎÄ 

-ÁÔËÏȭÓ ÁÔÔÉÃȢ  )Î ÇÒÏÕÐ ÓÃÅÎÅÓȟ ÌÉËÅ ÔÈÅ ÄÅÂÁÔÅ ÁÍÏÎÇ ÔÈÅ ȰÈÅÉÒÓȱȟ ÔÈÅ ×ÁÙ ÃÈÁÒÁÃÔÅÒÓ ÍÏÖÅ ÉÎ 

a space is more fluid again.  There are also remarkable close-ups, even subtler than those in 

the earlier films of this cycle ɀ images especially of Ernst, Matko, Clarissa (very painfully sick), 

ÁÎÄ ÔÈÅ ÙÏÕÎÇ ÈÏÓÐÉÔÁÌ ÎÕÒÓÅȢ  ,ÕÌÕȭÓ ÆÁÃÅ ÔÏÏ ÈÁÓ ÂÅÃÏÍÅ ÍÏÒÅ ÍÏÂÉÌÅ ÁÎÄ ÓÏÆÔÅÒȟ ÍÁÙÂÅ 

ÒÅÆÌÅÃÔÉÎÇ ÈÅÒ ÃÈÁÎÇÅÄ ÓÔÁÔÅ ÏÆ ÍÉÎÄȢ  %ÒÎÓÔȭÓ ÆÁÃÅ ×ÈÉÌÅ ÈÅ ×ÁÔÃÈÅÓ -ÁÔËÏ ÒÅÌÅÁÓÉÎÇ ÈÉÓ ÐÉÇÅÏÎ 

is radiant and gentle, a side of him often lost under his stubborn, suspicious exterior.  
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,ÁÎÄÓÃÁÐÅ ÓÃÅÎÅÓȟ ÁÎÄ ɉ×ÉÔÈ #ÈÒÉÓÔÉÁÎ 2ÅÉÔÚȭ ÃÁÍÅÒÁ ÃÒÁÎÅ68) the passage of vehicles, are 

starting to acquire a new freedom ɀ especially the final image behind the credits, which shows 

the view from the Günderode House with a breadth and spaciousness not seen before.  The 

film music too, except in tense moments, is mostly gentle guitar music that merges with 

natural sounds like the wind. 

!ÌÌ ÔÈÅ ÓÃÅÎÅÓ ÏÆ #ÌÁÒÉÓÓÁȭÓ ÓÉÃËÎÅÓÓ ÉÎ ÈÏÓÐital and convalescent home are shot in luminous 

black and white, until the last day when colour returns now she is well enough to be taken 

home.  It seems to denote that this dark period is an abyss that will be left behind, relegated 

deep in memory, once she is home and beginning to live normally again.  It forms an 

agonising substratum to the whole of the otherwise fragmented film, and links it back to the 

previous film, albeit with a time lag due again no doubt to the constraints on length and 

number of ÐÁÒÔÓȢ  4ÈÅÒÅ ÓÅÅÍ ÔÏ ÈÁÖÅ ÂÅÅÎ ÁÂÏÕÔ Ô×ÅÎÔÙ ÍÏÎÔÈÓ ÂÅÔ×ÅÅÎ #ÌÁÒÉÓÓÁȭÓ ÄÉÁÇÎÏÓÉÓ 

at the end of the fourth film, and her operation near the start of the fifth.  

§ 

Hermann and Clarissa are curiously distanced from us in this film.  They are seen more 

than before from the outside, in notable contrast to the treatment of Clarissa's abortion and 

illness in Heimat άȟ ÆÏÒ ÉÎÓÔÁÎÃÅȢ  9ÅÔ ÔÈÅ ÉÍÁÇÅÓ ÁÒÅ ÓÔÉÌÌ ÖÅÒÙ ÐÁÉÎÆÕÌ ÔÏ ×ÁÔÃÈȢ  #ÌÁÒÉÓÓÁȭÓ ÆÁÃÅ 

becomes ugly in her sickness, but her dignity is beautiful.  It must have taken considerable 

courage to portray this.  We do not know enough about her relationship with her son to 

identify with her feelings while she watches his wedding video, but it is easier to feel for her 

when she tries to start singing again.  Hermann ÈÁÓ ÂÅÃÏÍÅ ȰÁÌÍÏÓÔ ÌÉËÅ ÁÎÙÂÏÄÙ ÅÌÓÅȱȟ ÁÓ 

Reitz says in the interview with Maarten van Bracht ɀ an attentive grandfather, the anguished 

partner of a very sick woman, and, too briefly seen, the bereaved brother.  Lacking 

Mamangakis, we never get to hear thÅ Ȱ5ÎÉÆÉÃÁÔÉÏÎ 3ÙÍÐÈÏÎÙȱ ɀ it is easy to forget that 

(ÅÒÍÁÎÎ ÉÓ ÁÌÓÏ Á Ȱ×ÏÒÌÄ-ÃÌÁÓÓȱ ÍÕÓÉÃÉÁÎ ÁÎÄ ÃÏÍÐÏÓÅÒȢ  )Ô ÉÓ ÉÎÔÅÒÅÓÔÉÎÇ ÔÈÏÕÇÈ ÔÈÁÔ ÉÎ ÔÈÉÓ 

episode the actor seems to have become more at ease with the chronological age of his 

persona.  He moves and looks more like a man in his late fifties, and perhaps also the make up 

and hair are more convincing.  This may reinforce the impression given in the film that 

Hermann, in spite of relinquishing much of his career in order to care for Clarissa, is maturing 

also as a person during the traumatic course of her illness. 

I have a serious problem with the envious, almost sadistic interpretation which is 

ÓÏÍÅÔÉÍÅÓ ÁÄÖÁÎÃÅÄȟ ÔÈÁÔ (ÅÒÍÁÎÎ ÁÎÄ #ÌÁÒÉÓÓÁȭÓ ÍÉÓÆÏÒÔÕÎÅÓ ÁÒÅ Á ËÉÎÄ ÏÆ ÎÅÍÅÓÉÓȟ ÂÅÃÁÕÓÅ 

ÔÈÅÙ ÈÁÖÅ ÂÅÅÎ ȰÈÁÖÉÎÇ ÔÈÉÎÇÓ ÔÏÏ ÇÏÏÄȱȢ  )Ô ÉÓ ÎÁāÖÅȟ ÁÔ ÂÅÓÔȟ ÔÏ ÁÃÃÕÓÅ ÓÕÃÃÅÓÓÆÕÌ ÍÉÄÄÌÅ-class 

musicians, absorbed in pursuit of their difficult, very demanding art which gives pleasure to 

ÔÈÏÕÓÁÎÄÓȟ ÏÆ ÂÅÉÎÇ ȰÓÅÌÆÉÓÈȱ ÁÎÄ ȰÈÁÖÉÎÇ ÔÈÉÎÇÓ ÔÏÏ ÇÏÏÄȱ ÂÅÃÁÕÓÅ ÔÈÅÙ ÁÒÅ ×ÅÌÌ ÏÆÆ financially 

and not at the same time immersed in family and community responsibilities.  All the same, 

ÔÈÅÒÅ ÉÓ ÁÎ ÕÎÃÏÍÆÏÒÔÁÂÌÅ ÓÙÍÂÏÌÉÓÍ ÉÎ #ÌÁÒÉÓÓÁȭÓ ÂÅÉÎÇ ÏÖÅÒÃÏÍÅ ÂÙ ÃÁÎÃÅÒ ÁÆÔÅÒ ÌÅÁÖÉÎÇ ÔÏ 

                                                   

68 See:  Fliess op.cit. 
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renew her career.  But of this, Edgar Reitz has said69 that iÔ ÃÈÁÎÇÅÓ ÔÈÅ ÃÏÕÐÌÅȭÓ ÐÅÒÃÅÐÔÉÏÎÓ ÏÆ 

their relationship and re-ÉÎÔÒÏÄÕÃÅÓ ÍÙÓÔÅÒÙ ÉÎÔÏ ÉÔȟ ÓÏ ÔÈÁÔ ȰÌÏÖÅ ÃÁÎ ÁÒÉÓÅ ÁÇÁÉÎȱȢ  4ÈÁÔ ÓÅÅÍÓ 

Á ÌÏÎÇ ×ÁÙ ÆÒÏÍ ÔÈÅ ÄÉÓÔÕÒÂÉÎÇ ÎÏÔÉÏÎ ÔÈÁÔ ÓÈÅ ÍÉÇÈÔ ÈÁÖÅ ÂÅÅÎ ÓÏÍÅÈÏ× ȰÂÒÏÕÇÈÔ ÌÏ×ȱ ÂÙ 

her illness in retribution for hÅÒ ÉÌÌÕÓÉÏÎÓȢ  ,ÏÏËÉÎÇ ÔÈÒÏÕÇÈ ÓÏÍÅ ÏÆ 2ÅÉÔÚȭ ÉÎÔÅÒÖÉÅ×Óȟ ) ÄÏ ÎÏÔ 

see there much moralising, just a recognition that the ideal self-image of his own generation 

could not last, simply because it was unrealistic.  Merely observing the causal connection in a 

chain of attitudes and events does not amount to labelling it as retribution.  This point will be 

ÒÅÖÉÓÉÔÅÄ ÉÎ ÔÈÅ ÃÏÎÔÅØÔ ÏÆ ÐÁÔÔÅÒÎÓ ÏÆ ÃÁÕÓÁÌÉÔÙ ÉÎ 2ÅÉÔÚȭ ÓÔÏÒÉÅÓȟ ÉÎ a later chapter. 

,ÕÌÕȭÓ ÒÅÃÏÎÃÉÌÉÁÔÉÏÎ ×ÉÔÈ ÔÈe couple is touching.  It appears that in the gap between the 

films she has recovered from her crippling grief far enough to live at the Günderode House on 

ÇÏÏÄ ÔÅÒÍÓ ×ÉÔÈ ÈÅÒ ÆÁÔÈÅÒȟ ×ÈÉÌÅ ×ÏÒËÉÎÇ ÏÎ %ÒÎÓÔȭÓ ÍÕÓÅÕÍ ÐÒÏÊÅÃÔȢ  (ÅÒ ÍÏÖÉÎÇ 

conversation with Clarissa near the end shows her able once more to feel warmth for this side 

of her family.  Her evident fondness for Ernst and identification with his project may have 

helped there.  Unfortunately there is no space in the film for a full account of her story from 

within her own experience.  She appears brisk and practical in her professional life, like 

Schnüßchen, and like Ernst quite arrogant, impatient of the necessary diplomacy.  We see her 

ÃÌÏÓÅÎÅÓÓ ÔÏ ,ÕËÁÓȟ ÁÎÄ ÔÈÅ ÓÔÁÒÔ ÏÆ ÔÈÅ ÁÒÃÈÉÔÅÃÔ $ÅÌÖÅÁÕȭÓ ÁÔÔÒaction, but not nearly enough of 

herself and her own perspective, though there is a gleam of fire in her telling Hartmut:  

Ȱ7ÈÅÎÅÖÅÒ ) ÃÏÍÅ ÁÃÒÏÓÓ ÙÏÕȟ ÓÏÍÅÔÈÉÎÇ ÉÎ ÍÙ ÌÉÆÅ ÇÏÅÓ kaputtȱȢ  4ÈÅÒÅ ÉÓ ÌÉÔÔÌÅ ÏÆ ÈÅÒ 

personal, as opposed to professional, relationship with Ernst, for whom she, as well as Matko, 

ÍÉÇÈÔ ÈÁÖÅ ÂÅÃÏÍÅ ÓÕÒÒÏÇÁÔÅ ȰÐÏÓÔÅÒÉÔÙȱȟ ÁÎÄ ×Å ÓÅÅ ÎÏÔÈÉÎÇ ÏÆ ÈÅÒ ÒÅÁÃÔÉÏÎÓ ÔÏ ÙÅÔ ÁÎÏÔÈÅÒ 

painful loss when he dies.  If only there had been more time for this material.  

§ 

The first part of the film chronicles the development of Ernst's attempt to "redeem his life" 

by, in a way, taking the place of Simon Optik in the life and economy of Schabbach through 

turning his huge private art collection into an underground museum.  Could there be a 

belated feeling of reparation towards Anton as well here?  His work is undermined by his 

typically stubborn undiplomatic failure to connect with the outside world for which he 

purports to be doing it.  In fact the museum project, like the compulsive collecting that 

dominated his life before, is an expression of his own inner creative drive, in which need for 

recognition and for a kind of immortality outweighs the altruism. 

His instinct to seek for a son is awakened by his growing affection for Matko.  In this young 

lad he sees himself at a similar age, and finds someone who can uncritically share his 

enthusiasm, for flying at least, if not for art collecting.  The gift of the glider appears symbolic 

ÏÆ ÔÒÙÉÎÇ ÔÏ ÂÅ ÔÏ -ÁÔËÏ ÁÎÏÔÈÅÒ ȰÆÁÔÈÅÒȱ ÌÉËÅ /ÔÔÏȢ  %ÒÎÓÔ ÁÎÄ -ÁÔËÏ ÁÒÅ Ëindred spirits.  

Matko, having no father, and a mother he has not seen for five years, is even more alone than 

%ÒÎÓÔ ×ÁÓ ÁÆÔÅÒ /ÔÔÏȭÓ ÄÅÁÔÈȟ ÔÈÏÕÇÈ ÐÅÒÈÁÐÓ ÎÏ ÍÏÒÅ ÓÏ ÔÈÁÎ %ÒÎÓÔ ÈÁÓ ÎÏ× ÂÅÃÏÍÅȢ  )Î ÔÈÅÉÒ 

conspiratorial relationship there is also something ÏÆ %ÄÕÁÒÄȭÓ ÆÒÉÅÎÄÓÈÉÐ ×ÉÔÈ +ÏÒÂÍÁÃÈÅÒÓ 

                                                   

69 VPRO Television Documentary 19.12.2004 Over Heimat 
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Hänschen.  Matko has need of both a mother and a father.  Ernst in his rough and ready way 

provides for him emotionally, if not materially, as a father, but he cannot be the mother that 

the lad so much needs too.  Ultimately his concern for the boy has its limits. 

There is also an element of compulsive self-ÉÎÔÅÒÅÓÔ ÉÎ %ÒÎÓÔȭÓ ÏÂÓÅÓÓÉÏÎ ×ÉÔÈ ÓÅÃÕÒÉÎÇ ÈÉÓ 

own posterity.  It remains strange he should go to the lengths he does to find just any blood 

descendant, engaging the services of a private detective, while he is at the same time 

introducing Matko to the hidden treasure as though already prepared to treat him as a 

ÓÕÒÒÏÇÁÔÅ ÈÅÉÒȢ  )Æ -ÅÉÓÅȭÓ ÒÅÓÅÁÒÃÈÅÓ ÈÁÄ ÔÕÒÎÅÄ ÕÐ ÓÏÍÅ ÏÔÈÅÒ ÃÈÉÌÄȟ ÏÎÅ ×ÏÎÄÅÒÓ ÈÏ× ÔÈÁÔ 

would have aÆÆÅÃÔÅÄ %ÒÎÓÔȭÓ ÒÅÌÁÔÉÏÎÓÈÉÐ ×ÉÔÈ -ÁÔËÏȩ  %ÒÎÓÔȭÓ ÉÎÔÅÒÖÉÅ× ×ÉÔÈ -ÅÉÓÅ ÉÓ ÈÉÌÁÒÉÏÕÓȟ 

but curiously unconvincing.  Like Meise himself, it is largely a plot device.  When the museum 

plans are rejected, Ernst knows that in his state of mind he should not take Matko with him, 

and maybe anyway wants to be alone, but he seems no longer to have thought of Matko or 

anyone else when launching into his last fatal manoeuvres. 

%ÒÎÓÔȭÓ ÐÌÁÎÅ ÃÒÁÓÈ ÏÎ ÔÈÅ ,ÏÒÅÌÅÉ ÒÏÃË ÉÓ ÙÅÔ ÁÎÏÔÈÅÒ ÉÎÓÔÁÎÃÅ ÏÆ Á ÐÅÒÓÏÎȭÓ ÄÅÁÔÈ ÂÅÉÎÇ 

traÃÅÁÂÌÅ ÔÏ ×ÈÁÔ 2ÅÉÔÚ ÈÁÓ ÃÁÌÌÅÄ ȰÁ ÃÈÁÉÎ ÏÆ ÂÁÎÁÌ ÌÉÎËÓȟ ÅÎÔÉÒÅÌÙ ÃÏÎÓÉÓÔÅÎÔ ×ÉÔÈ ÈÉÓ Ï×Î 

ÃÈÁÒÁÃÔÅÒȱȢ  )Ô ÉÓ ÓÁÔÉÓÆÙÉÎÇ ÔÈÁÔ ÁÎÙ ÑÕÅÓÔÉÏÎ ÏÆ Á ÓÅÌÆ-destructive impulse should be left 

ÅÎÔÉÒÅÌÙ ÏÐÅÎȟ ÁÓ ÉÆ ÉÎ ÒÅÁÌ ÌÉÆÅȢ  %ÒÎÓÔȭÓ ÁÎÇÒÙ ÆÌÉÇÈÔ ÔÈÒÏÕÇÈ ÔÈÅ ÇÏÒÇe of the Rhine looks like a 

gesture of defiance and bravado and risk-taking, which falls far short of predetermined 

ÓÕÉÃÉÄÅȟ ÂÕÔ ÉÓ ÁÌÌ ÏÆ Á ÐÉÅÃÅ ×ÉÔÈ ÈÉÓ ÒÅÆÕÓÁÌ ÔÏ ÈÅÅÄ 4ÏÂÉȭÓ ×ÁÒÎÉÎÇȟ ÏÒ ÈÉÓ ÓÐÏÎÔÁÎÅÏÕÓ ÁÎÇÒÙ 

ÒÅÊÅÃÔÉÏÎ ÏÆ !ÎÔÏÎȭÓ ÏÖÅÒÔÕÒÅÓȟ ÉÎ ÅÁÒÌÉÅÒ episodes.  He is a proud man with low tolerance of 

frustration, who has just received a deeply disappointing and humiliating rebuff, but his 

energy and anger are much too alive for suicidal hopelessness.  It is not clear whether the 

malfunction of the plane's engine is a result, foreseeable or otherwise, of the crazy way he flies 

it, or simply a tragic coincidence. 

After his death there is a very moving second or two, in which Hermann weeps bitterly in 

#ÌÁÒÉÓÓÁȭÓ ÌÁÐȟ ÂÕÔ ÔÈÅÎ ÃÏÍÅÓ ÔÈÅ ÓÈÏÃËÉÎÇȟ ÕÎÆÏÒÇÉÖÁÂle cut, plunging straight into heartless 

ÄÉÓÃÕÓÓÉÏÎÓ ÁÍÏÎÇ ÔÈÅ ȰÈÅÉÒÓȱȢ  7Å ÓÅÅ ÎÏ ÏÔÈÅÒ ÍÏÕÒÎÉÎÇ ÁÔ ÁÌÌȟ ÕÎÔÉÌ -ÁÔËÏȭÓ ÃÅÒÅÍÏÎÙ ×ÉÔÈ 

the red carnations.  There is nothing more about this huge loss to Hermann of his last brother, 

through whom latterly he hÁÄ ÆÏÕÎÄ ÁÇÁÉÎ ÔÈÅ ÓÕÐÐÏÒÔ ÏÆ Á ÆÁÍÉÌÙ Ȭ(ÅÉÍÁÔȭ Ȣ  7Å ÌÅÁÒÎ ÍÏÒÅ ÏÆ 

ÈÉÓ ÌÏÓÓ ÏÆ 2ÕÄÉȟ ÉÎ ÔÈÅ ÎÅØÔ ÆÉÌÍȟ ÔÈÁÎ ÁÂÏÕÔ ÈÉÓ ÌÏÓÓ ÏÆ %ÒÎÓÔȢ  4ÈÅÒÅ ÉÓ ÎÏÔÈÉÎÇ ÁÂÏÕÔ ,ÕÌÕȭÓ 

reaction, just as there has been little about her feelings for Ernst in life.  In her work at least 

she had identified with him, grief for his death might well have become conflated with her 

grief for Lutz, and re-ignited her mourning.  And for the moment there is nothing about 

Matko.  Ernst was his only confidant, but perhaps he would have spoken to Tante Hilde?  Or 

ÍÁÙÂÅ ÊÕÓÔ ÔÏ ÔÈÅ ÐÉÇÅÏÎȩ  !ÂÏÖÅ ÁÌÌȟ %ÒÎÓÔȭÓ ÆÕÎÅÒÁÌ ÉÓ ÎÏÔ ÄÅÐÉÃÔÅÄȢ  4ÈÅÒÅ ÁÒÅ ÏÆ ÃÏÕÒÓÅ Ô×Ï 

other funerals in Heimat 3, maybe a third would have been too much for the ratings-conscious 

sponsors.  But this one would have had to be different again ɀ ÍÏÒÅ ÔÒÁÄÉÔÉÏÎÁÌ ÔÈÁÎ !ÎÔÏÎȭÓȟ 

ÂÕÔ ÍÏÒÅ ÓÐÁÒÓÅÌÙ ÁÔÔÅÎÄÅÄ ÔÈÁÎ 2ÕÄÉȭÓȢ  7ÏÕÌÄ 4ÏÂÉ ÈÁÖÅ ÃÏÍÅ ÆÏÒ ÉÔȩ  !ÌÌ ×Å ËÎÏ× ÏÆ ÉÔ ÉÓ 

the gravestone with the flying bird (would Matko have had a voice in that choice?), of which 

there is a glimpse in Film 6.  To simple minds it might be unacceptable to end more than one 

ÆÉÌÍ ×ÉÔÈ Á ÆÕÎÅÒÁÌȟ ÂÕÔ ÉÎ ÔÈÅ ÃÕÒÒÅÎÔ ÏÆ ÔÈÅ ×ÈÏÌÅ ÎÁÒÒÁÔÉÖÅ ÔÈÅ ÅÎÄ ÏÆ %ÒÎÓÔȭÓ ÓÔÏÒÙ ÉÓ ÁÓ 
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ÓÉÇÎÉÆÉÃÁÎÔ Á ÓÔÏÐÐÉÎÇ ÐÏÉÎÔ ÁÓ ÔÈÅ ÅÎÄ ÏÆ !ÎÔÏÎȭÓȟ ÁÎÄ ×ÏÕÌÄ ÈÁÖÅ ÂÅÅÎ Á ÎÁÔÕÒÁÌ ÃÌÏÓÅ ÔÏ an 

episode. 

§ 

7Å ÌÅÁÒÎ ÌÁÔÅÒ ÓÏÍÅÔÈÉÎÇ ÏÆ ÔÈÅ ÇÕÉÌÔ ÆÅÌÔ ÉÎ ÔÈÅ ÖÉÌÌÁÇÅ ÁÂÏÕÔ %ÒÎÓÔȭÓ ÄÅÁÔÈȢ  4ÈÅ ÖÉÌÌÁÇÅ ÏÆ 

Schabbach plays a greater role in this film than hitherto in the third cycle.  It is interesting, 

because there were only minor references to reaction in the village to the wide social 

upheavals of Reunification in the earlier episodes.  Now Bürgermeister Toni Bast has made 

ÃÌÅÁÒ ÔÈÁÔ ÉÔ ×ÁÓ ÎÏÔ ÔÈÅ Ȭ%ÃÏȭ ÐÒÏÔÅÓÔÏÒÓ ×ÈÏ Ó×ÕÎÇ ÔÈÅ ÂÁÌÁÎÃÅ ÏÆ ÔÈÅ ÌÏÃÁÌ ÃÏÍÍÉÔÔÅÅ ÁÇÁÉÎÓÔ 

%ÒÎÓÔȭÓ ÐÌÁÎÓȟ ÂÕÔ ÇÅÎÅÒÁÌ ÒÅÓÅÎÔÍÅÎÔ ÉÎ ÔÈÅ ÖÉÌÌÁÇÅ ÁÇÁÉÎÓÔ %ÒÎÓÔȭÓ ÕÎÓÏÃÉÁÂÉÌÉÔÙȟ ÈÉÓ ÁÒÒÏÇÁÎÃÅȟ 

flying overhead and looking down on people, his parading of support by the regional Prime 

Minister and other authorities and experts from outside the immediate community.  The 

Simon family too, maybe for decades objects of some envy, have become very unpopular as 

their firm, so crucial to the village economy, slides into bankruptcy.  There are a number of 

scenes set in the Gasthaus Molz, and the villagers there provide a kind of Greek chorus for the 

misfortunes of the Simons70.  Always good sense and balanced insight are purveyed by the 

innkeeper Rudi, to whom both Ernst and Hermann have turned for support.  Rudi, like old 

Wilhelm, remembers the days of Matthias and Maria, and preserves something of the wisdom 

ÏÆ +ÁÔÈÁÒÉÎÁȭÓ ÇÅÎÅÒÁÔÉÏÎȢ  (Å ÈÁÓ ÓÅÅÎ ÈÏ× ÖÉÌÌÁÇÅ ÏÐÉÎÉÏÎ ÈÁÓ ÖÁÃÉÌÌÁÔÅÄ ×ÉÔÈ ÔÈÅ ÔÉÍÅÓ ÏÖÅÒ 

half a century or more, and confronts people now with their current, remorseful change of 

attitude to the museum.  The fortunes of all the Simons, and of Matko, are still intimately 

interwoven with the fortunes of the village. 

!ÎÔÏÎȭÓ ÆÁÍÉÌÙ ÈÁÄ ÌÉÔÔÌÅ ÃÏÎÔÁÃÔ ×ÉÔÈ %ÒÎÓÔ ÉÎ ÈÉÓ ÌÉÆÅÔÉÍÅȟ ÄÕÅ ÔÏ ÔÈÅ ÒÉÆÔ ÂÅÔ×ÅÅÎ ÔÈÅ 

brothers, so it is not surprising that now their main preoccupation is how to use their share of 

his estate to recover their own standing in the village.  Their acrimonious discussions impact 

like the start of a new film.  This second part of the film is almost totally downbeat and as a 

standalone would probably have horrified the sponsors.  But if Reitz had had the opportunity 

ÔÏ ÇÉÖÅ ÁÎ ÆÉÌÍ ÏÆ ÔÈÅÉÒ Ï×Î ÔÏ ÔÈÅ ÐÁÒÁÌÌÅÌ ÄÒÁÍÁÓ ÏÆ (ÁÒÔÍÕÔȭÓ ÄÏ×ÎÆÁÌÌ ÁÎÄ -ÁÔËÏΈÓ 

destruction, it might have had the power of the equally tragic episodes in the first two Heimat 

cycles. 

The plight of Hartmut ÁÎÄ -ÁÒÁ ÒÅÃÅÉÖÅÓ ÎÏ ÓÙÍÐÁÔÈÙ ÆÒÏÍ ÔÈÅ ÓÉÂÌÉÎÇÓȟ (ÁÒÔÍÕÔȭÓ 

mismanagement is after all responsible for the failure of their company.  They have lost their 

patriarch, and remain bitterly divided.  Meanwhile Lulu is fiercely determined to preserve 

%ÒÎÓÔȭÓ ÃÏÌlection intact, for the sake of her own career, and presumably also for the sake of his 

memory.  Two events erupt into the gathering.  First Böckle and his team arrive to start taking 

over and closing down the bankrupt company.  Two expensive black cars sweep into the 

village, in an echo of the time when Anton had to fight off a hostile takeover forty years 

earlier.  Like Lotti before her, Frau Weirich valiantly tries to hold the fort, but there is no 

Anton to lead the defence.  Hartmut can manage no more than a foolish physical assault on 

                                                   

70 Amanda Jeffries in: Online Discussion of Heimat 3 (pdf), p.239 
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"ĘÃËÌÅ ÁÓ ÈÅ ÔÒÉÅÓ ÔÏ ÁÓÓÅÒÔ Ï×ÎÅÒÓÈÉÐ ÏÆ -ÁÒÁȭÓ ÈÏÒÓÅÓȟ ×ÈÉÃÈ ÁÒÅ ÎÏÔ ÁÓÓÅÔÓ ÏÆ ÔÈÅ ÆÉÒÍȢ  

Hartmut seems to imply that there has been something between Böckle and Mara, but it 

would be very out of character for her to be fooled by that weird man, his methods trade on 

weaknesses that Hartmut possesses but she does not.  Hartmut sees her as hand in glove with 

Anton in disinheriting and humiliating him, his father still haunts him after years in the grave. 

The other event is the reappearance of Meise, telling Hermann in a tediously roundabout 

×ÁÙ ÔÈÁÔ -ÁÔËÏ ÍÁÙ ÂÅ Á ÒÉÖÁÌ ÈÅÉÒȢ  !ÎÔÏÎȭÓ ÆÁÍÉÌÙ ÃÌÏÓÅ ÒÁÎËÓ ÉÎ ÈÏÒÒÏÒȟ ÏÎÌÙ (ÅÒÍÁÎÎ 

foresees and fears the effect of their greed on poor Matko.  There is a different quality to 

-ÁÔËÏȭs tragedy:  unlike Ernst and Hartmut, he has done nothing to bring his distress upon 

himself.  He is resilient and trusting and so young, rebuffing attention for an abscess, 

harbouring a crush on the carnival Wine Queen, making a fool of himself to attract her 

ÁÔÔÅÎÔÉÏÎȟ ÁÎ ÅÎÄÅÁÒÉÎÇȟ ÎÏÔ ÖÅÒÙ ÓÔÒÅÅÔ×ÉÓÅ ÔÅÅÎÁÇÅÒȢ  7ÉÔÈ ÔÈÅ ÈÅÌÐ ÏÆ Á ÌÏÃÁÌ ×ÏÍÁÎ Ȱ4ÁÎÔÅ 

(ÉÌÄÅȱȟ ×ÈÏ ÈÁÄ ÏÎÃÅ ËÎÏ×Î ÈÉÓ ÍÏÔÈÅÒȟ ÈÅ ÈÁÓ ÍÁÄÅ Á ÌÉÆÅ ÆÏÒ ÈÉÍÓÅÌÆ ÉÎ Á ÓÔÒÁÎÇÅ ÃÏÕÎÔÒÙȟ 

his use of a foreign language made harder by a speech impediment.  The scenes with his tame 

pigeon seem to be a conscious homage to Kes, and similarly avoid sentimentality.  To the 

village, and to the Simon siblings, Matko is the stranger, the intruder, and he becomes the 

prey of the greedy rest of the world.  He is also tragically a victim of the death of Ernst, the one 

person who would have provided a refuge for him, and who failed as Otto had failed.  Sorrow 

for Ernst, incomprehension of his loss, must have numbed his mind.  The sad dignified way he 

throws carnations over the Lorelei rock totally transforms Meise's grubby gesture in supplying 

them.  Briefly Matko finds another kindred spirit in Hartmut, as abandoned now as himself, 

×ÈÏȟ ÉÎ Á ÃÒÁÚÙ ÓÔÁÔÅ ÎÏÔ ÓÏ ÆÁÒ ÆÒÏÍ %ÒÎÓÔȭÓȟ ÎÅÁÒÌÙ ËÉÌÌÓ ÔÈÅÍ ÂÏÔÈ ÏÎ Á ×ÉÌÄ ÌÁÓÔ ÒÉÄe in his 

ÖÉÎÔÁÇÅ (ÏÒÃÈȢ  &ÏÒ Á ÍÏÍÅÎÔ ÔÈÅÙ ÃÏÎÓÏÌÅ ÅÁÃÈ ÏÔÈÅÒ ×ÉÔÈ ÔÈÅ ÃÒÙ Ȱ4ÏÍÏÒÒÏ× ÄÏÅÓÎȭÔ 

ÍÁÔÔÅÒȦȱȢ  &ÉÎÁÌÌÙȟ (ÅÒÍÁÎÎΈÓ ×ÅÌÌ-meant befriending is undermined by his passiveness and 

inability to replace the staunchness of his brothers.  He fails to shield the boy from 

threatening conversations, and simply assumes that when he runs away he will turn up again 

ÂÁÃË ÁÔ (ÅÒÍÁÎÎȭÓ ÈÏÕÓÅȢ 

The last part of the film follows the unbearable hunting down of this poor child by Meise, 

by the administrator handling the inheritance dispute, and by the police, not to mention the 

school children and teenage bullies.  Appallingly, the village collaborates with the persecution.  

He hears it said that if he were the true heir the whole village would hate him.  Terrified, 

distraÕÇÈÔ ÂÙ ÔÈÅ ÄÅÁÔÈ ÏÆ ÔÈÅ ÐÉÇÅÏÎ ÁÔ ÔÈÅ ÈÁÎÄÓ ÏÆ ÌÏÃÁÌ ȬÙÏÂÓȭȟ ÈÅ ÆÌÅÅÓ ÆÒÏÍ ÏÎÅ ÕÎÓÁÆÅ 

refuge to the next.  Matko's grief for Ernst (largely unspoken, as once he started running, who 

else was there for him to confide in?) seems most likely the fundamental reason for his death, 

all the other factors contribute, but the loss of Ernst would have undermined his ability to face 

them.  Nonetheless, as Amanda Jeffries71 whose perceptive piece about Matko echoes through 

ÔÈÅÓÅ ÐÁÇÅÓȟ ÈÁÓ ×ÒÉÔÔÅÎȡ  ȱ(ÉÓ ÔÅÎÄÅÒÎÅÓÓ ÔÏ×ards the bird is tenderness towards the deeply 

wounded part of himself.  When the bird is killed, it is the moment where Matko's hope for his 

Ï×Î ÌÉÆÅ ÁÌÓÏ ÄÉÅÓȢȱ  4ÈÅ ÁÒÒÉÖÁÌ ÏÆ ÈÉÓ ȰÕÎÒÅÃÏÇÎÉÓÁÂÌÅȱ ÍÏÔÈÅÒ ÉÓ ÔÈÅ ÌÁÓÔ ÓÔÒÁ×Ȣ  &ÏÒ ÙÅÁÒÓ ÈÅ 

must have nursed a memory of her, which is invalidated, now she has aged and been scarred 

                                                   

71 Online Discussion of Heimat 3 (pdf), p.222 
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facially by some violent event in the Bosnian war.  It remains an open question as to whether 

she really is his mother.  From being his refuge, Schabbach has become a living hell that he 

cannot escape, except by following Ernst.  His death is hideously unnecessary, and Schabbach 

and the Simon family should have been deeply ashamed of themselves, but once again the film 

ends before that can be shown. 

Instead, the episode finds some kind of resolution in the stories of Hartmut and of 

Hermann and Clarissa.  With Mara and her horses, the last Simon leaves the old Simon house, 

some time before the persecution of Matko intensifies.  It is a little corny that it is beside 

,ÕÌÕȭÓ ÓÈÒÉÎÅ ÔÏ ,ÕÔz that Mara finds Hartmut, more or less down and out.  This does not 

detract from her rescue of him, dignified, even tender, almost wordless, and his humble 

response.  Finally, Hermann takes Clarissa home to the Günderode House, and together they 

relish their home coming, gazing at the wide free view, as the credits roll.  There is a feeling 

ÔÈÁÔ ÔÈÅÙ ÈÁÖÅ ÒÅÔÕÒÎÅÄ ÆÒÏÍ ÔÈÅ ȰÓÔÒÁÎÇÅÓÔ ÔÅÒÒÏÒÓȱ ÏÆ #ÌÁÒÉÓÓÁȭÓ ÉÌÌÎÅÓÓȟ ÌÉËÅ ÔÈÅ ÄÏÖÅ ÉÎ 2ÉÌËÅȭÓ 

poem, except that we, who unlike them already know what has happened to Matko, must 

remain sceptical even of that. 
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3.6 Film 6:  In Munich,  eclipse and tragi-ÃÏÍÅÄÙȠ ÔÈÅ ÒÅÆÏÕÎÄ Ȭ(ÅÉÍÁÔȭ ÉÓ ÊÕÓÔ Á ÓÔÏÒÙȠ ÔÈÅ 

Millennium party is not what it seems.  Realism?  

The dire influence of the constraints on TV productions persists ɀ Film 6 once again seems 

a series of deeply felt and magnificently realised sequences pasted together without enough 

space to develop each one fully.  It seems to contain the kernel of material for at least three 

parts, each with its own emotional enerÇÙȡ  ÔÈÅ ÓÅÃÔÉÏÎÓ ÃÅÎÔÒÅÄ ÏÎ -ÕÎÉÃÈȟ 2ÕÄÉȭÓ ÆÕÎÅÒÁÌȟ 

and the Millennium party.  There is also the collapsed mine and flood story which remains as 

unconvincing and intrusive as it seemed at first, however many times one watches it, which is 

sad, given the skill and effort involved in creating it.  Some commentators believe that the 

director developed it against his better judgement, to satisfy a naïve demand for melodrama 

from the TV editors. 

The first part, in Munich, starts with a spectacular landscape image:  a huge white cloud 

ÁÂÏÖÅ ÔÈÅ ÃÉÔÙȢ  4ÈÅ ÅÐÉÓÏÄÅ ÍÏÖÅÓ ÆÒÏÍ ÔÈÅ ÓÔÒÁÎÇÅ ÅÌÁÔÉÏÎ ÏÆ ÔÈÅ ÅÃÌÉÐÓÅȟ ÔÈÅ ÊÏÙ ÏÆ #ÌÁÒÉÓÓÁȭÓ 

ÎÅ×ÆÏÕÎÄ ÈÅÁÌÔÈ ÁÎÄ ÖÏÉÃÅȟ ÔÏ ,ÅÎÃÈÅÎ ÄÕÍÂ ×ÉÔÈ ÇÒÉÅÆ ÁÔ 2ÕÄÉȭÓ ÄÅÁÔÈÂÅÄȢ  4ÈÅÓÅ ÉÍÁÇÅÓ 

foreshadow later sections of the film.  But thÅ ÒÅÓÔ ÏÆ ÔÈÉÓ ÆÉÒÓÔ ÐÁÒÔ ÆÏÃÕÓÓÅÓ ÏÎ 'ÕÎÎÁÒȭÓ ×ÉÌÄ 

tragi-comedy, which has a mood all of its own, generated by the powerful scripting and acting 

of the role.  Laughter, exasperation, and tenderness, all in one half hour or so. 

The eclipse is a tour de force.  Reitz has explained that the eclipse in Bavaria in 1999 gave 

him an explanation for bringing a number of characters together in Munich on the same day, 

ÁÓ ÈÅ ÈÁÓ ȰÎÅÖÅÒ ÏÔÈÅÒ×ÉÓÅ ÔÁËÅÎ ÃÈÁÎÃÅ ÍÅÅÔÉÎÇÓ ÏÎ ÔÈÅ ÓÔÒÅÅÔ ÔÏ ÂÅ Á ÇÏÏÄ ÄÒÁÍÁÔÉÃ ÄÅÖÉÃÅȱȢ  

So, ÍÕÃÈ ÌÁÔÅÒȟ ÈÅ ȰÌÁÂÏÒÉÏÕÓÌÙ ÓÔÁÇÅÄ ÔÈÅ ÓÏÌÁÒ ÅÃÌÉÐÓÅ ÏÆ άΪΪέ ÆÏÒ ÔÈÅ ÆÉÌÍ ×ÉÔÈ ÃÏÕÎÔÌÅÓÓ 

ÅØÔÒÁÓ ÏÎ ÔÈÅ ÓÔÒÅÅÔÓ ÏÆ -ÕÎÉÃÈȱ72.  The unworldly, eerie light, the dark sun, the uncanny 

tension of the crowd are authentic, according to those who have had the experience, and it is 

enhanced by beautiful, equally strange film music.  Then the sun starts to reappear as a 

flashing diamond, before everyday life resumes. 

'ÕÎÎÁÒȭÓ ÒÅÔÕÒÎ ÔÏ ÔÈÅ ÓÃÅÎÅ ÉÓ ÓÕÒÐÒÉÓÉÎÇÌÙ ×ÅÌÃÏÍÅȟ ÁÎÄ ÉÔ ÉÓ ÅÁÓÙ ÔÏ ÅÍÐÁÔÈÉÓÅ ×ÉÔÈ ÈÉÓ 

predicaments, in the family and in prison.  The faithfulness of his elder daughter, Nadine, is 

very moving, and so is the way the younger, Jennifer, gradually warms to him.  In one nice 

ÍÏÍÅÎÔȟ #ÌÁÒÉÓÓÁ ÁÎÄ (ÅÒÍÁÎÎȭÓ ÃÏÎÃÅÒÔ ÐÅÒÆÏÒÍÁÎÃÅ ÏÆ Ȱ(ÅÒÍÁÎÎȭÓȱ ɉ2ÉÈÍȭÓɊ Ȱ'İÎÄÅrode 

                                                   

72 Edgar Reitz in: Fliess, op.cit. 
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3ÏÎÇÓȱȟ Á ÐÅÒÆÏÒÍÁÎÃÅ ÇÉÆÔÅÄ ÔÏ ÅÁÃÈ ÏÔÈÅÒ ÁÓ ÁÎ ÅØÐÒÅÓÓÉÏÎ ÏÆ ÔÈÅÉÒ ÍÕÔÕÁÌ ÌÏÖÅȟ ÃÕÔÓ ÓÔÒÁÉÇÈÔ 

ÔÏ 'ÕÎÎÁÒ ÐÌÁÙÉÎÇ Ȱ4ÈÅ %ÎÔÅÒÔÁÉÎÅÒȱ ÁÓ Á ÇÉÆÔ ÔÏ .ÁÄÉÎÅȟ ÉÎ ÍÅÍÏÒÙ ÏÆ ÔÈÅÉÒ ÓÈÁÒÅÄ ÌÏÖÅ ÏÆ ÈÉÓ 

playing it when she was a small child. 

Alone with Nadine, he is able to give an honest account of events leading to his pending 

ÐÒÉÓÏÎ ÓÅÎÔÅÎÃÅȟ ÁÎÄ ÃÏÎÆÅÓÓÅÓ ÔÏ ȰÂÅÉÎÇ Á ÃÏÍÐÌÅÔÅ ÆÁÉÌÕÒÅȱȢ  .ÁÄÉÎÅȟ ×ÈÏ ÈÁÓ ËÅÐÔ ÈÅÒ ÅÁÒÌÙ 

ÌÏÖÅ ÁÎÄ ÔÒÕÓÔ ÏÆ ÈÉÍȟ ÓÅÅÍÓ ÔÏ ÂÅ ÔÈÅ ÏÎÌÙ ÐÅÒÓÏÎ ÈÅ ÃÁÎ ÃÏÎÆÉÄÅ ÉÎȡ  Ȱ.Ï ÏÎÅ ËÎÏ×Ó ×ÈÁÔ ) 

feÅÌȟ ÅØÃÅÐÔ .ÁÄÉÎÅȟ .ÁÄÉÎÅ ÓÅÎÓÅÓ ÉÔȢȱ  9ÅÔ ×ÈÅÎ ÓÈÅ ÔÒÉÅÓ ÔÏ ÆÉÎÄ ÏÕÔ ×ÈÅÔÈÅÒ ÈÅ ÈÁÓ Á ÇÉÒÌ 

ÆÒÉÅÎÄ ÏÒ ÐÁÒÔÎÅÒ ÈÅ Ô×ÉÃÅ ÅÖÁÄÅÓ ÔÈÅ ÑÕÅÓÔÉÏÎȢ  -ÁÙÂÅ ÈÅ ÉÓ ÓÔÉÌÌ ÔÏÇÅÔÈÅÒ ×ÉÔÈ ÔÈÅ ȰÔÉÍÉÄ 

ÌÏÄÇÅÒȱ ÏÆ &ÉÌÍ ά ÉÎ "ÅÒÌÉÎȟ ÂÕÔ ÉÔ ÌÁÔÅÒ ÂÅÃÏÍÅÓ ÃÌÅÁÒ ÔÈÁÔ ÈÅ ÈÁÓ ÎÏÔ confided in her either.  

(Å ÉÓ ÁÎ ÅØÔÒÁÏÒÄÉÎÁÒÉÌÙ ÌÏÎÅÌÙ ÐÅÒÓÏÎȟ ×ÈÏ ÎÏ× ÈÁÓ Á ȰÍÁÇÉÃÁÌ ÔÉÍÅȱ ×ÉÔÈ ÈÉÓ ÎÅ×-found 

ÃÈÉÌÄÒÅÎȢ  4ÈÅ ȰÍÁÇÉÃȱ ÉÓ ÅÎÈÁÎÃÅÄ ÂÙ ÔÈÅ ÒÉÃÈ ÌÉÇÈÔÉÎÇ ÏÆ ÔÈÅ ÓÅÔȟ ÁÎÄ ÔÈÅ ÄÅÌÉÃÁÃÙ ÏÆ ÔÈÅ 

dialogue.  But when Petra returns, he overdoes everything and creates an emotional 

confrontation. 

The children are disturbed by the tension between their parents, it must have reminded 

them of times when they sat with hands over their ears during family rows ten years before.  

Initially, when Petra and Reinhold leave for the concert, taking Gunnar with them, the two 

girls sink to the floor and sit side by side against the door, much as they had crouched on the 

stairs in Leipzig when Gunnar first left for the West.  Now, after the concert, as Gunnar 

aggravates Petra, the children both become confused and embarrassed that he has 

overstepped the boundary and is upsetting their mother.  It is a painful experience for them, 

ÁÎÄ ÍÁËÅÓ .ÁÄÉÎÅȭÓ ÌÏÙÁÌÔÙ ÔÏ 'ÕÎÎÁÒ ÁÎÄ ÈÅÒ ÇÅÓÔÕÒÅ ÁÔ ÔÈÅ -ÉÌÌÅÎÎÉÕÍ ÁÌÌ ÔÈÅ ÍÏÒÅ 

poignant. 

In this film, the persisting cultural contrast between East and West is deliberately 

ÅÍÐÈÁÓÉÓÅÄȟ ×ÉÔÈ 'ÕÎÎÁÒȭÓ ÕÓÅ ÏÆ ×ÏÒÄÓ ÔÈÁÔ ÔÈÅ ÇÉÒÌÓ ÄÏ ÎÏÔ ÕÎÄÅÒÓÔÁÎÄȟ ÁÎÄ ÔÈÅÉÒ ÆÁÉÌÕÒÅ ÔÏ 

recognise his impersonation of Honecker.  In a VPRO documentary73, Reitz comments on the 

effect this has on Gunnar:  Ȱ/ÎÅ ÃÁÎ ÓÙÍÐÁÔÈÉÓÅ ×ÈÅÎ ÓÏÍÅÔÈÉÎÇ ÔÈÁÔ ×ÁÓ ÉÍÐÏÒÔÁÎÔȟ ÅÖÅÎ ÉÆ 

ÉÔ ×ÁÓ ÎÅÇÁÔÉÖÅÌÙ ÉÍÐÏÒÔÁÎÔȟ ÉÓ ÓÕÄÄÅÎÌÙ ÎÏ ÌÏÎÇÅÒ ÕÎÄÅÒÓÔÏÏÄȢȱ  )Î ÐÒÉÓÏÎȟ 'ÕÎÎÁÒ ÌÁÕÎÃÈÅÓ 

into a nostalgic spiel about drink and driving in the old GDR.  In the same documentary, the 

interviewer asks whether the East Germans wanted to go back to having two Germanies.  Reitz 

gives an interesting reply:   

Ȱ)ÔȭÓ ÑÕÉÔÅ ÁÍÂÉÖÁÌÅÎÔȢ  )Æ ÙÏÕ ÒÅÁÌÌÙ ÔÏÏË ÐÅÏÐÌÅ ÁÔ ÔÈÅÉÒ ×ÏÒÄ ÔÈÅÙ ×ÏÕÌÄÎȭÔ ×ÁÎÔ ÔÏ ÇÏ 

ÂÁÃË ȣ ÏÒ to be shut in again.  But there was perhaps a feeling of a greater closeness 

among people, people were not so alone as they are today, they were closer together in 

their work and their homes, and talked to each other more, and there were many more 

friendsÈÉÐÓȢ  /ÕÔÓÉÄÅ ÉÔ ×ÁÓ Á ÔÏÔÁÌÉÔÁÒÉÁÎ ÓÔÁÔÅ ÔÈÁÔ ×ÁÔÃÈÅÄ ÐÅÏÐÌÅȟ ÂÕÔ ȣ ÔÈÅÒÅ ×ÁÓ 

ÓÔÉÌÌ Á ÐÒÉÖÁÔÅ ×ÏÒÌÄ ÔÏ ×ÉÔÈÄÒÁ× ÔÏȟ ÔÈÉÓ ÃÏÓÙ ÁÔÍÏÓÐÈÅÒÅ ÉÎ ÔÈÅ ÐÒÉÖÁÔÅ ×ÏÒÌÄ ÉÓ ÌÏÓÔȢȱ 

And he goes on to regret the loss of memory, our tendency to live only in the present and to 

lose our consciousness of history. 

                                                   

73 VPRO Television Documentary 19.12.2004 Over Heimat 
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'ÕÎÎÁÒ ÄÏÅÓ ÎÏÔ ÆÉÔ ÔÈÅ ÉÍÁÇÅ ÏÆ Á ÓÕÃÃÅÓÓÆÕÌ ȰÍÉÌÌÉÏÎÁÉÒÅȱ ÃÏÎÔÒÁÃÔÏÒ ×ÉÔÈ Ȱ7ÁÒÎÅÒ "ÒÏÓȱȢ  

7ÈÁÔ ÈÁÓ ÌÉÆÅ ÂÅÅÎ ÌÉËÅ ÆÏÒ ÈÉÍ ÉÎ "ÅÒÌÉÎ ÓÉÎÃÅ ΫγγΪȩ  (Å ËÅÅÐÓ ÓÁÙÉÎÇ ȰÍÏÎÅÙ ÉÓ ÎÏ ÏÂÊÅÃÔȱȟ 

which becomes a kind of refrain in this episode.  But seemingly he has nothing he can do with 

it, other than throw an extravagant Millennium party for all his friends, which he will not be 

able to attend.  It is not clear how much of what Gunnar says is calculated simply to impress.  

On being admitted to prison he jauntily presents himself as someone so rich and famous that 

ÎÏÔ ÏÎÌÙ ÄÉÄ ÈÅ ÐÁÙ ÆÏÒ ÁÌÌ ÔÈÅ ÄÁÍÁÇÅ ÔÏ ÔÈÅ ÂÕÔÃÈÅÒȭÓ ÓÈÏÐ ÈÅ ÃÒÁÓÈÅÄ ÉÎÔÏȟ ÂÕÔ ÔÈÅ ÂÕÔÃÈÅÒ 

then put up a poster of him in the shop.  The long walk down sporadically lit corridors as he 

rattles on to a silent warder is both funny and disturbing.  In the first corridor they approach 

us, but as they turn a corner yet another corridor appears and they head away.  The lighting is 

beautiful, the walk symbolises all the forlornness of prison life.  He enters the cell still talking, 

then his face falls as he finds the one-sided conversation ended and himself locked in.  When 

confronted by a threatening cell-mate, the jauntiness immediately disappears, and he becomes 

anxious and compliant.  But then and for months afterwards he continues to fantasise that he 

will be released in time for New Year. 

Although both tender and painful, much of this section of the film is also very funny 

indeed.  Only Gunnar would manage to delay his sentence for a day by half-blinding himself 

gazing at the eclipse, and only he could survive six months with his rabid skinhead cell-mate 

by a mixture of obsequiousness and airy advice about the Stock Exchange.  Only he would 

imagine he could impress his new-found children and their mother when roaming round their 

flat in nothing but a pair of orange underpants, or arrive for breakfast brandishing a 

ȰÍÅÄÉÃÉÎÁÌȱ ÂÒÁÎÄÙ ÂÏÔÔÌÅ ÃÏÍÐÌÅÔÅ ×ÉÔÈ ÌÁÒÇÅ ÓÐÏÏÎȢ  )Ô ÍÕÓÔ ÂÅ ÔÈÅ ÐÅÒÆÏÒÍÁÎÃÅ ÏÆ 5×Å 

3ÔÅÉÍÌÅȭÓ ÌÉÆÅ ɀ it is brilliant. 

§ 

"ÅÆÏÒÅ ÌÅÁÖÉÎÇ -ÕÎÉÃÈȟ (ÅÒÍÁÎÎ ÁÎÄ #ÌÁÒÉÓÓÁ ÃÌÅÁÒ ÏÕÔ (ÅÒÍÁÎÎȭÓ ÏÌÄ ÆÌÁÔȢ  (ÅÒÍÁÎÎ ÉÓ 

ÕÎÅØÐÅÃÔÅÄÌÙ ÎÏÓÔÁÌÇÉÃȟ ÁÎÄ ÉÎ ÐÈÉÌÏÓÏÐÈÉÃÁÌ ÍÏÏÄȡ  Ȱ4ÈÅ ÏÌÄ ÓÔÏÒÉÅÓ ÁÒÅ ÐÁÃËÅÄ Á×ÁÙ ÉÎ ÂÏØÅÓ 

and will follow us ....  Our life together began as an experiment and it still is... ...when you sing 

ÔÈÅ ÓÏÎÇÓ ) ×ÒÏÔÅ ÆÏÒ ÙÏÕÒ ÖÏÉÃÅȟ ÔÈÅÎ ) ÆÅÅÌ ÓÁÆÅȢȱ  #ÌÁÒÉÓÓÁ ÉÓ ÍÏÒÅ ÍÁÔÔÅÒ ÏÆ ÆÁÃÔȡ  Ȱ3ÉÎÃÅ ÍÙ 

ÉÌÌÎÅÓÓ ) ËÎÏ× ×Å ÁÒÅ ÎÅÖÅÒ ÓÁÆÅȱȢ 

Thereupon her mother turns up in an hysterical state and demands to be rescued from the 

comfortable care home in Wasserburg, where she had herself originally insisted on returning.  

Clarissa, exchanging desperate glances with Hermann, gives in and promises to take the old 

woman with them to the Günderode House, after going back with her to Wasserburg to 

arrange the move. 

In the VPRO television documentary Salome Kammer says of this scene:   

Ȱ#ÌÁÒÉÓÓÁ ÈÁÓ ÔÏ ÔÁËÅ ÒÅÓÐÏÎÓÉÂÉÌÉÔÙȢȢȢ 4ÈÉÓ ÃÏÎÆÌÉÃÔ ×ÉÔÈ ÔÈÅ ÍÏÔÈÅÒ ÉÓ Á ÖÅÒÙ ÄÉÆÆÉÃÕÌÔ 

thing - it can disrupt the life of a fragile relationship.  Her mother is very strong and 

ÄÏÍÉÎÁÎÔȢȢȢ #ÌÁÒÉÓÓÁ ÃÁÎȭÔ ÒÅÆÕÓÅȣ ÔÈÅ ÓÔÏÒÙ ÅÎÄÓ ×ÉÔÈ ÔÈÅ ÃÏÎÆÌÉÃÔ ÓÔÉÌÌ ÕÎÒÅÓÏÌÖÅÄȟ ÂÕÔ 

) ÁÍ ÇÌÁÄ ÁÔ ÌÅÁÓÔ ÔÈÁÔ #ÌÁÒÉÓÓÁ ÈÁÓ ÔÁËÅÎ ÈÅÒ ÔÏ ÌÉÖÅ ×ÉÔÈ ÔÈÅÍ ÉÎ /ÂÅÒ×ÅÓÅÌȢȱ 
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)Ô ÉÓ ÄÉÆÆÉÃÕÌÔ ÔÏ ÂÅ ȰÇÌÁÄȱ ÁÂÏÕÔ ÔÈÁÔȢ  &ÒÁÕ ,ÉÃÈÔblau is presented throughout Heimat 2 as 

being almost pathologically manipulative and emotionally dishonest, she has persistently 

ÄÏÍÉÎÁÔÅÄ #ÌÁÒÉÓÓÁȭÓ ÌÉÆÅ ÆÒÏÍ ÃÈÉÌÄÈÏÏÄ ÏÎ×ÁÒÄÓȟ ×ÈÉÌÅ ÃÌÁÉÍÉÎÇ ÁÎÄ ÐÒÏÂÁÂÌÙ ÇÅÎÕÉÎÅÌÙ 

believing herself to be a devoted and selfless mother.  In her defence it can be said that her 

earlier life was hard, she cared devotedly for her daughter in childhood and more recently for 

her grandson, and now she is frightened of dying far from her daughter.  In the first film of 

Heimat 3 she was depicted as a one-dimensional character, but here the actress playing the 

part skilfully shows each glimmer of glee at the success of her dramatic manoeuvre to 

blackmail Clarissa into this situation.  It is hilarious, but horrible. 

(ÅÒÍÁÎÎȭÓ ÒÅÔÕÒÎ alone to the Hunsrück, in spite, maybe even because, of a shocking near 

miss with a great red articulated transporter approaching the motorway, awakens a sense of 

ÂÅÌÏÎÇÉÎÇȢ  4ÈÅ ÅÖÅÎÔÓ ÏÆ ÔÈÉÓ ÐÁÒÔ ÏÆ ÔÈÅ ÆÉÌÍȟ ÈÉÓ ÄÒÅÁÍÓ ÕÎÄÅÒ ÔÈÅ ȰÍÁÇÉÃȱ ÔÒÅÅȟ 2ÕÄÉȭÓ 

funeral, and the collapse of the mine, all belong in Schabbach and its surroundings, and 

involve a mood in which Hermann is uncomfortably revisiting memories and feelings once 

rooted in this place, now outworn.  The landscape is full of place-names and stories.  Now 

even Rudi is a story.  The feeling will persist throughout the film, even if disturbed by what 

follows later.  Though it feeds directly into the oppressive dreams, it still points beyond, 

towards the ending of the cycle. 

Apparently it really was a hot sultry day when the scene under the twin trees was shot.  

Hermann is already a little disoriented, the church tower of Schabbach advances and recedes, 

even before he sleeps.  His empty black suit hangs eerily over his head.  In his first dream, he 

finÄÓ ÈÉÍÓÅÌÆ ÏÕÔÓÉÄÅ ÔÈÅ 3ÉÍÏÎ ÈÏÕÓÅ ÁÓ ÉÔ ×ÁÓ ÊÕÓÔ ÁÆÔÅÒ -ÁÒÉÁȭÓ ÆÕÎÅÒÁÌȟ ×ÈÅÎ !ÎÔÏÎ ÈÁÄ 

ÒÏÕÇÈÌÙ ÂÏÁÒÄÅÄ ÕÐ ÔÈÅ ÄÏÏÒȢ  2ÕÄÉȭÓ ÉÍÁÇÅ ÔÒÅÍÂÌÅÓ ÉÎ ÔÈÅ ×ÁÔÅÒ ÂÕÔÔȟ ÌÉËÅ ÔÈÅ ÒÅÆÌÅÃÔÅÄ ÆÁÃÅÓ 

ÉÎ ÔÒÁÉÎ ×ÉÎÄÏ×Ó ÔÈÁÔ ÈÁÖÅ ÓÉÇÎÁÌÌÅÄ ÅÁÒÌÉÅÒ ÄÒÅÁÍ ÓÅÑÕÅÎÃÅÓȢ  2ÕÄÉȭÓ ÌÉne about the young of 

today hearing with their eyes and seeing with their ears recalls a conversation between 

Hartmut and Matko that Hermann could not have overheard.  But Hartmut is a good example 

of exactly what Rudi seems to mean. 

The red artic-transporÔÅÒÓ ÂÅÁÒÉÎÇ Á×ÁÙ %ÒÎÓÔȭÓ ÁÒÔ ÃÏÌÌÅÃÔÉÏÎ ÒÅÆÌÅÃÔ (ÅÒÍÁÎÎȭÓ ÎÅÁÒ 

accident a few hours before he slept.  However, the question arises whether these scenes in his 

dream were originally intended as an alternative to the melodramatic collapse of the slate 

mine.  Sequestration by the Inland Revenue, after maybe some official enquiry into the 

provenance of Ernst's collection, sounds a far more satisfying scenario, though with less 

Ȱ(ÏÌÌÙ×ÏÏÄ ÓÔÙÌÅȱ ÁÐÐÅÁÌ ÆÏÒ ÔÈÅ 46 ÒÁÔÉÎÇÓȢ  In an earlier version of the plot, Rudi did not die, 

and his presence and comments would not then have needed to be "ghostly".  (Incidentally the 

ȰÃÕÃËÏÏȱ ÈÅ ÓÐÅÁËÓ ÏÆ ÉÓ ÓÌÁÎÇ ÆÏÒ Á ÂÁÉÌÉÆÆȭÓ ÓÅÁÌɊȢ  4ÈÅ ÄÒÅÁÍ ÏÆ ÅØÐÏÒÔÉÎÇ ÔÈÅ ÃÏÌÌÅÃÔÉÏÎ 

reflects a recurring theme in Reitz' interviews, that globalisation results in the movement of 

wealth and productivity away from European nations to the Far East74.  If not a dream, could it 

have been a realistic and politically significant reason for the Simon museum enterprise to fail, 

instead of the watery Götterdämmerung, complete with collapsing bridge?  

                                                   

74 Ivan Mansley in Online Discussion of Heimat 3 (pdf), p.247 
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(ÅÒÍÁÎÎȭÓ ÓÅÃÏÎÄ ÄÒÅÁÍ ÉÓ ÁÌÓÏ ÓÅÔ ÁÔ ÔÈÅ ÔÉÍÅ ÏÆ -ÁÒÉÁȭÓ ÆÕÎÅÒÁÌȟ ÒÅÖÉÓÉÔÉÎÇ ÔÈÅ ÆÁÍÏÕÓ 

abandoned coffin scene.  The memory of his mother is clearly still potent in his life.  It will 

have been reinforced ÂÙ ÁÌÌ ÔÈÅ ÍÅÍÏÒÉÅÓ ÓÈÁÒÅÄ ×ÉÔÈ 2ÕÄÉȟ ÁÓ ×ÅÌÌ ÐÅÒÈÁÐÓ ÁÓ ÂÙ #ÌÁÒÉÓÓÁȭÓ 

encounter with her mother.  The power of the dream comes from the deep intuitive personal 

memory that informs the first two Heimat series, rather than the intellectually mediated 

memory that underlies most of Heimat 3.  The vision of those who have died, standing in the 

ÄÏÏÒ×ÁÙÓȟ ÒÅÃÁÌÌÓ ÔÈÅ Ȱ&ÅÁÓÔ ÏÆ ÔÈÅ $ÅÁÄȱ ÁÔ ÔÈÅ ÅÎÄ ÏÆ Heimat 1, but without its symbolic 

meanings.  It is only a personal dream ɀ so many of the people significant in HÅÒÍÁÎÎȭÓ ÒÅÃÅÎÔ 

life in Schabbach are dead.  However there are some strange things ɀ for instance the ghostly 

figure of a person wearing glasses, standing behind Rudi, revealed for an instant by a lightning 

flash.  Then Lutz is straining to re-emerge into life but is being held back by Lulu and Lukas, 

×ÈÏ ÁÒÅ ÁÃÔÕÁÌÌÙ ÓÔÉÌÌ ÁÌÉÖÅȢ  -ÉÇÈÔ ÈÅ ÂÅ ÔÒÙÉÎÇ ÔÏ ÅÓÃÁÐÅ ,ÕÌÕȭÓ ÕÎÒÅÓÏÌÖÅÄ ÍÏÕÒÎÉÎÇȟ ×ÈÉÃÈ ÉÓ 

preventing her and Lukas from letting go of him and returning fully to life themselves? 

2ÕÄÉȭÓ ÆÕÎÅÒÁÌȟ ÉÎ ÇÒÅÁÔ ÃÏÎÔÒÁÓÔ ÔÏ !ÎÔÏÎȭÓȟ ÉÓ ÔÒÁÄÉÔÉÏÎÁÌ ÁÎÄ ÒÅÖÅÒÅÎÔȟ ÁÎÄ ÈÏÎÅÓÔȢ  7ÉÔÈ 

ÔÈÅ ÐÁÓÔÏÒȭÓ ÔÒÕÅ ÓÔÏÒÙ ÁÂÏÕÔ ÔÈÅ ÃÈÉÌÄÈÏÏÄ ÐÈÏÔÏÇÒÁÐÈȟ ÉÔ ÍÕÓÔ ÂÅ ÈÁÒÄ ÔÏ ×ÁÔÃÈ ÆÏÒ ÐÅÏÐÌÅ 

who knew the real Rudi Molz, it is moving enough even for us who are strangers.  Hermann 

contemÐÌÁÔÅÓ ÔÈÅ 3ÉÍÏÎ ÇÒÁÖÅÓÔÏÎÅÓȟ ÁÓ ÈÅ ÄÉÄ ÁÆÔÅÒ -ÁÒÉÁȭÓ ÆÕÎÅÒÁÌ ɉÉÎ Á ÄÉÆÆÅÒÅÎÔ ÇÒÁÖÅÙÁÒÄɊȢ  

.Ï× ÔÈÅÙ ÉÎÃÌÕÄÅ %ÒÎÓÔȭÓȟ ×ÉÔÈ ÔÈÅ ÂÉÒÄȟ ×ÈÉÃÈ ÁÌÍÏÓÔ ÂÒÉÎÇÓ ÔÅÁÒÓȢ  ,ÉËÅ %ÒÎÓÔ ÈÉÍÓÅÌÆȟ ÉÔ ÉÓ ÈÉÓ 

own stone, set apart from the rest.  The grief and dignity of the funeral service is shattered 

much too soon by the roar of the collapsing mine.  Would Rudi himself have seen humour in 

the disarray that results?  There is an irony in that he had formerly ridiculed predictions that 

building work might cause the mine shaft to cave in. 

There are so many questions about that catastrophe.  The whole episode is out of character 

with the rest of the Heimat Trilogy ɀ is it intentionally funny, a kind of homage to a hundred 

B-movies?  Could it be an elaborate way of ridiculing the sponsors who may have demanded 

it?  Who knows?  It leaves a sour taste though, an almost total suspension of belief, until Lulu 

wearily returns to scold Lukas and his young Russian nanny for their faithful, hazardous 

candle.  Even then she must undergo further adventures underground next day. 

But in the restaurant with Delveau, for once there is a chance to see a gentle and unsure 

ÓÉÄÅ ÏÆ ,ÕÌÕȢ  $ÅÌÖÅÁÕ ÔÒÉÅÓ ÔÏ ÃÏÍÆÏÒÔ ÈÅÒȟ ÈÉÓ &ÒÅÎÃÈ ÄÒÏÐÐÅÄ Ȱ(Óȱ ÐÅÒÈÁÐÓ ÁÎ ÁÆÆÅÃÔÁÔÉÏÎ ÏÒ 

game, since when she was in danger in the mineshaft he had no problem with pronouncing 

Ȱ,ÕÌÕȟ ÈĘÒÓÔ ÄÕ ÍÉÃÈȩȱȢ  (Å ÑÕÏÔÅÓ ÆÒÏÍ Ȱ$ÅÒ :ÅÉÔÇÅÉÓÔȱ ÁÎÄ ÓÁÙÓ ÈÅ ÌÏÖÅÓ ȭĘÌÄÅÒÌÉÎ ÂÅÃÁÕÓÅ ȰÈÅ 

ÓÁ× Á ÎÅ× ÂÅÇÉÎÎÉÎÇ ÉÎ ÅÖÅÒÙÔÈÉÎÇ ÁÎÄ ×ÁÓ ÅÎÔÈÕÓÅÄ ÂÙ ÉÔȱȟ ÂÕÔ ,ÕÌÕ ÒÅÐÌÉÅÓ ÔÈÁÔ ÓÈÅ ÈÁÓ ÌÏÓÔ 

too much ɀ ÉÔ ×ÁÓ ȰÍÏÒÅ ÔÈÁÎ ÊÕÓÔ ÁÎÙ ÊÏÂȢȢȢ ÉÔ ÈÁÄ ÔÏ ÄÏ ×ÉÔÈ ÍÙ ÆÁÍÉÌÙȢȢȢ  .Ï (ĘÌÄÅÒÌÉÎ ÃÁÎ 

ÈÅÌÐ ÍÅ ÎÏ×ȱȢ  7ÈÅÎ ÈÅ ÁÓËÓ ÈÅÒ ÔÏ ÍÁÒÒÙ ÈÉÍ ÓÈÅ ÉÓ ÖÅÒÙ ÇÅÎÔÌÅ ÉÎ ÒÅÔÕÒÎȟ ÂÕÔ ÃÁÎÎÏÔ ÁÎÓ×ÅÒȢ  

So Edgar Reitz says in his interviews75 ÔÈÁÔ ȰÒÏÍÁÎÔÉÃÉÓÍȱȟ ȰÔÈÉÓ ÉÄÅÁ ÏÆ ÂÅÉÎÇ always at the 

ÂÅÇÉÎÎÉÎÇȟ ÁÎÄ ÓÅÅÉÎÇ ÌÉÆÅ ÁÓ Á ÊÏÕÒÎÅÙȱȟ ÈÁÓ ÂÅÃÏÍÅ ÕÓÅÌÅÓÓȟ ÁÎÄ ÎÏ×ȟ ÌÉËÅ ÐÏÏÒ ,ÕÌÕȟ ÐÅÏÐÌÅ 

ÁÒÅ ȰÁÔ Á ÌÏÓÓȱȢ 

                                                   

75 E.g. in Thomas E Schmidt: DIE ZEIT 16.12.2004 
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,ÕÌÕ ÈÅÒÓÅÌÆ ÓÁÙÓ Ȱ)ȭÍ ÁÔ Á ÌÏÓÓȱȟ ×ÈÅÎ ÓÈÅ ÉÓ ÁÔ ÔÈÅ ÃÒÏÓÓÒÏÁÄÓ ÂÙ ,ÕÔÚȭ ÓÈÒÉÎÅȟ ÏÎÃÅ ÍÏÒÅ 

leaving Schabbach, not knowing what to do, having to persuade a protesting Lukas that they 

should not stay, and then slipping back to overturn the vase of flowers they had just set up.  

Does she abandon her shrine for Lutz in despair, or is she at last moving beyond her 

mourning?  

§ 

Then immediately there is another disconcerting cut, to Gunnar from prison ordering 

ÍÅÇÁÂÕÃËÓȭ ×ÏÒÔÈ ÏÆ ÆÉÒÅ×ÏÒËÓȢ  !ÇÁÉÎ ÔÈÉÓ ÆÅÅÌÓ ÌÉËÅ ÄÉÐÐÉÎÇ ÉÎÔÏ Á ÄÉÆÆÅÒÅÎÔ ÅÐÉÓÏÄÅȢ  

(Ï×ÅÖÅÒ #ÌÁÒÉÓÓÁȭ ÒÅÔÕÒÎ ÔÏ ÔÈÅ 'İÎÄÅÒÏÄÅ (ÏÕÓÅ ×ÉÔÈ -ÏÔÈÅÒ ,ÉÃÈÔÂÌÁÕ ÉÓ ÍÏÒÅ ÌÉËÅ Á 

bridge.  It consolidates the fundamentally unromantic nature of the homecomings and 

departures in the episode so far, and at the same time foreshadows the final moments of the 

ÆÉÌÍȢ  )Ô ÁÌÓÏ ÌÅÁÄÓ ÉÎÔÏ 4ÉÌÌÍÁÎÎȭÓ ÁÎÎÏÕÎÃÅÍÅÎÔ ÏÆ 'ÕÎÎÁÒȭÓ ÐÁÒÔÙ ÐÌÁÎÓȢ 

After that there is a gap of several months, until the winter scene of the Millennium party.  

This is a fascinating episode, with its shifts and balances, its undertone of illusion and 

ÄÉÓÁÐÐÏÉÎÔÍÅÎÔȟ ÔÈÅ ÈÕÒÔ ÏÆ 'ÕÎÎÁÒȭÓ ÁÂÓÅÎÃÅȢ  4ÈÅÒÅ ÉÓ ÓÏÍÅÔÈÉÎÇ ÎÉÇÈÔÍÁÒÉÓÈ ÁÂÏÕÔ the 

party, in spite of the warmth of individual scenes.  Some characters, like poor Jana, are 

uneasily aware of this, others seem blind to it.  There is the frenetic sense that, as Udo says, 

when it ends everything will have to be different.  And for his family, in particular, the 

difference will be a sad divorce.  This party is the last of those festivities in the Heimat cycle in 

which nothing is really what it seems. 

To start with, just a quibble:  this is supposed to be midwinter, but, apart from the big 

chestnut (was it deliberately stripped?), most of the trees and bushes near the house are still 

heavy in leaf under artificial snow, and the view along the Rhine was clearly shot in the 

autumn.  This is particularly sad when one thinks of snow scenes in Heimat 2, which are either 

genuine (the English Garden), or lovingly and convincingly created by Franz Bauer (the 

Ȱ7ĘÌÆÅÌÉÅÄȱ ÓÃÅÎÅɊȢ  /ÎÃÅ ÁÇÁÉÎȟ ÉÆ ÔÈÅÒÅ ÈÁÄ ÂÅÅÎ ÆÅ×ÅÒ ÃÏÎÓÔÒÁÉÎÔÓ ÏÎ ÔÉÍÅ ÁÎÄ ÆÕÎÄÉÎÇȟ 

perhaps it would have been possible to shoot these scenes later in the year. 

4ÈÅ ÐÁÒÔÙ ÉÓ ÉÎ (ÅÒÍÁÎÎȭÓ ÈÏÕÓÅȟ ÂÕÔ ÈÅ ÁÎÄ #ÌÁÒÉÓÓÁ ÁÒÅ ÎÏÔ ȰÇÉÖÉÎÇȱ ÉÔȢ  'ÕÎÎÁÒȟ ×ÈÏ ÉÓȟ 

cannot be there.  Clarissa again momentarily assumes her bright social manner, so alien to the 

character she presented in Heimat 2.  But in the midst of all that there is her delight at seeing 

her new grandchildren and tenderly singing to them, and welcoming her daughter-in-law for 

the first time.  I wish again there had been place in the series to develop her relationship with 

her son, so that this scene and the one of the wedding video in hospital could have had more 

ÓÐÁÃÅ ÁÎÄ ÄÅÐÔÈȢ  .ÅÁÒ ÔÈÅ ÅÎÄȟ ÈÅÒ ÓÉÎÇÉÎÇ  ÏÆ Ȱ-ÁÙÂÅ ÔÈÉÓ ÔÉÍÅȱȟ ÔÏ ×ÅÌÃÏÍÅ ÔÈÅ ÎÅ× 

millennium, might be thought sentimental, but the bitter-sweet lyric suits the mood. 

Hartmut ÁÎÄ -ÁÒÁ ÈÁÖÅ ÁÎ Á×Ë×ÁÒÄ ÍÅÅÔÉÎÇ ×ÉÔÈ 'ÁÌÉÎÁ ÁÎÄ #ÈÒÉÓÔÉÁÎȟ ÈÅÒ ȰÎÅ× 'ÅÒÍÁÎ 

ÈÕÓÂÁÎÄȱȢ  #ÌÁÒÉÓÓÁ ÁÐÐÅÁÒÓ ÔÏ ÉÇÎÏÒÅ 'ÁÌÉÎÁ ×ÈÉÌÅ ×ÅÌÃÏÍÉÎÇ -ÁÒÁȟ ÔÁÃÔÆÕÌÌÙ ÌÅÁÖÉÎÇ (ÁÒÔÍÕÔ 

free to talk to Galina.  Mara continues to watch them through the window.  Galina as ever is 

very direct and simple in such a situation, though she has to give a clumsy summary of 
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(ÁÒÔÍÕÔȭÓ ÌÉÆÅ ÓÔÏÒÙ ÓÉÎÃÅ ÔÈÅÙ ÌÁÓÔ ÍÅÔȟ ÊÕÓÔ ÓÏ ÔÈÅ ÖÉÅ×ÅÒ ÃÁÎ ÌÅÁÒÎ ×ÈÁÔ ÈÁÓ ÈÁÐÐÅÎÅÄ ÔÏ 

him.  Their feeling for each other is still alive in their faces and movements.  Absurdly, 

(ÁÒÔÍÕÔ ÁÎÄ #ÈÒÉÓÔÉÁÎ ÆÉÎÄ ÔÈÅÙ ÁÒÅ ÂÕÓÉÎÅÓÓ ÁÃÑÕÁÉÎÔÁÎÃÅÓȟ ÁÎÄ ÁÍÕÓÅ 5ÄÏȭÓ ÓÏÎÓ ÂÙ ÔÈÅÉÒ 

wine-tasting antics.  At one point later when we see Galina and Christian talk but cannot hear 

their words, it would be easy to imagine Galina is telling her husband about her past affair 

×ÉÔÈ (ÁÒÔÍÕÔȢ  #ÈÒÉÓÔÉÁÎȭÓ ÆÁÃÅ ÇÒÏ×Ó ÓÏÌÅÍÎ ÁÓ ÈÅ ÌÏÏËÓ ÂÁÃË ÁÃÒÏÓÓ ÔÈÅ ÒÏÏÍȢ  4ÈÅ ÃÁÍÅÒÁ 

does not follow their gaze, we do not know if they are indeed looking at Hartmut.  But 

Hartmut is now attentive only to Mara.  Galina and Mara are so different, yet each in her way 

is a woman of both beauty and strength.  Hartmut does not deserve either of them. 

The grim Dieter also turns out to have been all along very different from what he seemed, 

ÁÓ ÈÅ ÐÕÂÌÉÃÌÙ ȰÃÏÍÅÓ ÏÕÔȱȟ ÉÎ ÔÈÅ ÃÏÍÐÁÎÙ ÏÆ ÈÉÓ ȰÏÔÈÅÒ ÆÁÍÉÌÙȱ ÏÆ ÔÒÁÎÓÖÅÓÔÉÔÅ ÇÁÙÓȢ  4ÈÅ ÐÁÒÔÙ 

goers take this as just part of the entertainment, though some of his siblings are highly 

embarrassed.  But Hartmut is inveigled into a funny and rather touching reconciliation with 

his brother. 

The absence of Gunnar pervades the whole evening.  In the Fliess interview, Edgar Reitz 

ÓÁÙÓȡ  Ȱ7ÈÅÎ ÉÎ ÔÈÅ ÓÉØÔÈ ÅÐÉÓÏÄÅ .Å× 9ÅÁÒ ÉÓ ÃÅÌÅÂÒÁÔÅÄȟ ×ÈÅÎ ÅÖÅÒÙÏÎÅ ÃÏÍÅÓ ÔÏÇÅÔÈÅÒ ÏÎÃÅ 

more, and Gunnar is missing because he is in jail, then that really hurts.  We miss him, as 

ÐÁÒÅÎÔÓ ÍÉÇÈÔ ÍÉÓÓ ÏÎÅ ÏÆ ÔÈÅÉÒ ÃÈÉÌÄÒÅÎȢȱ  )Ô ÄÏÅÓ ÒÅÁÌÌÙ ÈÕÒÔȟ ÁÎÄ ÈÉÓ ÆÒÉÅÎÄÓ ÁÒÅ ÕÐÓÅÔ ÁÎÄ 

ÃÏÎÆÕÓÅÄ ÂÙ ÉÔȢ  4ÈÅ ȰÔÉÍÉÄ ÌÏÄÇÅÒȱȟ ×ÈÏ ÏÎÃÅ ×ÁÓÈÅÄ 'ÕÎÎÁÒȭÓ ÆÏÏÔÂÁÌÌ ÓÈÉÒÔ ÉÎ "ÅÒÌÉÎȟ 

wanders around like a ghost, knowing no one, and unable to find out what has happened to 

him.  Although Hermann knows that she is seeking Gunnar, strangely neither he nor anyone 

else makes any attempt to talk to her and make her welcome.  She haunts the images of the 

party, glimpsed again and again in ÔÈÅ ÂÁÃËÇÒÏÕÎÄȟ Á ÐÅÒÓÏÎÉÆÉÃÁÔÉÏÎ ÏÆ 'ÕÎÎÁÒȭÓ Ï×Î 

loneliness and absence.  What happens to her when she leaves her present on a table and slips 

Á×ÁÙ ÁÌÏÎÅȩ  (Ï× ÁÎÄ ×ÈÅÒÅ ×ÉÌÌ ÓÈÅ ÇÏȟ ÉÎ ÔÈÁÔ ÍÉÄÎÉÇÈÔ ÏÆ ÏÔÈÅÒ ÐÅÏÐÌÅȭÓ ÊÕÂÉÌÁÔÉÏÎȩ  3ÈÅ 

may be or have been 'ÕÎÎÁÒȭÓ ÇÉÒÌÆÒÉÅÎÄȟ ÂÕÔ ÈÅ ÈÁÓ ÎÏÔ ÃÏÎÆÉÄÅÄ ÅÖÅÎ ÉÎ ÈÅÒȢ  ,ÉËÅ %ÒÎÓÔȟ 

without meaning to, Gunnar lets everyone down, however close to him a person may be.  

None of those at the party, not even Tillmann who is organising it for him, have any idea 

where he is.  Someone so exuberantly alive and over-the-top absent from his own party ɀ it is 

like another Schabbach funeral, all over again . 

All the time, behind the convivial party lies the silent prison cell, where Gunnar sits tearful 

and alone with his daughtÅÒȭÓ ÍÕÓÉÃÁÌ ÇÒÅÅÔÉÎÇÓ ÃÁÒÄȢ  .ÁÄÉÎÅȭÓ ÔÅÎÔÁÔÉÖÅ ÖÉÓÉÔ ÔÏ ÔÈÅ ÐÒÉÓÏÎ ÔÏ 

hand in the card is one of the most moving scenes in the whole of Heimat 3.  She is so young, 

and courageous, and the gesture so simple and loving.  Yet who else but Gunnar, through 

sheer exuberance and over-optimism would get himself in the position of missing his own 

party?  As with Falstaff - you don't know whether to laugh or cry.  Then finally, Tobi and Anna 

appear, and at first viewing this was a moment of delight, like the brief reappearance of Juan 

in the final film of Heimat 2. 

The Millennium party is skilfully orchestrated.  As in the summer evening party in the 

Fuchsbau in Film 3 of Heimat 2 the camera tends to follow the glances and movements of the 

characters, knitting groups of people and points of the location together.  There are some 
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lovely unspoken moments, like the disapproval shared by Mother Lichtblau and Udo, or the 

ÇÌÁÎÃÅ ÏÆ ÕÎÄÅÒÓÔÁÎÄÉÎÇ ÂÅÔ×ÅÅÎ (ÅÒÍÁÎÎ ÁÎÄ -ÁÒÁȟ ÁÓ ÓÈÅ ÓÉÔÓ ÉÎ ÈÅÒ ÅÒÒÁÎÔ ÈÕÓÂÁÎÄȭÓ ÁÒÍÓȢ  

But it lacks the sense given at the Fuchsbau, of movement just flowing all around, off screen as 

well as on, while the camera wanders through it.  There is something searching, even frantic, 

about these party-goers, the characters are not interconnected in a net of their sparking 

emotions like the Fuchsbau friends, they are not held in the same space, they are older and 

have less to share among themselves.  The energy and excitement are contrived, like 

4ÉÌÌÍÁÎÎȭÓ ÌÉÇÈÔÉÎÇ ÄÉÓÐÌÁÙÓȢ  .Ï ×ÏÎÄÅÒ (ÅÒÍÁÎÎ ÔÁËÅÓ ÒÅÆÕÇÅ ÂÙ the piano, teaching Lukas 

to play Mozart.  The Millennium is not what it seems. 

§ 

Then after the party everything changes and becomes more grounded and free of illusion.  

In the frosty field, high behind their house, Clarissa makes her loving and impossible promise 

to Hermann.  Together they have found in their family and in themselves something 

intangible they did not have before and it is precarious.  We do not know whether they can 

achieve a true creative happiness as musicians, in the family, in the house, stay together or, as 

ÓÈÅ ȰÐÒÏÍÉÓÅÓȱȟ ÓÔÁÙ ×ÅÌÌȢ  &ÏÒ ÔÈÅÍ ÊÕÓÔ ÎÏ×ȟ ÔÈÅ ÆÕÔÕÒÅ ÉÓ ÆÏÒ Á ×ÈÉÌÅ ÐÏÓÓÉÂÌÅȟ ÁÎÄ ÏÐÅÎȢ  

Then the rider on the pale horse canters over the field ɀ not an apocalyptic visitant, just a 

tender personal and private symbol of their own. 

The following scene on the bank of the Main in Frankfurt is comparable with the best and 

most open and authentic parts of Heimat 2.  The artificiality of the winter in the images no 

longer matters.  It is moving to see Lulu with friends of her own age and experience ɀ even sad 

experience.  Some of the hardness of her bitter, defensive shell seems to have given way, and 

her friends can endorse and value her decision not to marry Delveau when she does not love 

him.  Together in their sadness, these youÎÇ ÐÅÏÐÌÅȟ ÉÎÓÅÃÕÒÅȟ ÁÆÒÁÉÄȟ ÁÎÄ ȰÁÔ Á ÌÏÓÓȱ ÉÎ ÔÈÅ 

material world, have a very deep sense of love and friendship, so that when Lulu later stands 

×ÅÅÐÉÎÇ ÁÔ ÔÈÅ ×ÉÎÄÏ× ÉÔ ÉÓ ÔÒÕÌÙ ÁÎ ȰÏÐÅÎȱ ÅÎÄȢ  4ÈÉÓ ÉÓ ×ÈÅÒÅ ÔÈÅ Heimat Trilogy formally 

ends, in disillusion, realism, love, and not entirely devoid of hope. 
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The “Epilogue”:  Heimat-Fragmente:  die Frauen  

Heimat-Fragmente:  die Frauen is a beautiful, enigmatic film, which can be understood in 

ÄÉÆÆÅÒÅÎÔ ×ÁÙÓȢ  )Ô ÉÓ ÔÒÕÌÙ ÁÎ ȰÅÐÉÌÏÇÕÅȱȟ ÉÎ ÔÈÅ ÓÅÎÓÅ ÔÈÁÔ ÉÔ was created to append to the 

Trilogy, and refers back to it at all points.  Unlike Hunsrückdörfer, it does not stand alone as a 

complete work in its own right.  It would probably make little sense to anyone who has not 

seen the Trilogy, though the beauty of the images and the subtlety of the small scenes might 

compensate for lack of overall context.  It seems to have sprung from a combination of very 

ÐÒÁÃÔÉÃÁÌ ÃÉÒÃÕÍÓÔÁÎÃÅÓȡ  ÌÁÃË ÏÆ ÒÅÓÏÕÒÃÅÓ ÔÏ ÃÏÎÔÉÎÕÅ ,ÕÌÕȭÓ ÓÔÏÒÙ ÁÆÔÅÒ ÔÈÅ ÅÎÄ ÏÆ Heimat 3 in 

a conventional sequel, and the existence of cans of unused material, outtakes from the filming 

of the three series of the Trilogy itself.  The result is a poetic work, with many levels of 

meaning. 

Some viewers value it most as a way of preserving and presenting the ȰÆÒÁÇÍÅÎÔÓȱ 

themselves.  That is understandable, since the context in which they are set, a flow of images 

on digitally processed video, with many surreal elements, has a very different quality from 

most of the Trilogy.  It is often beautiful, but lacks the rich physicality of the old footage.  It 

contrasts strongly with the images and language of the original work and the apparent realism 

ÏÆ ÔÈÅ ÆÁÍÉÌÉÁÒ ÎÁÒÒÁÔÉÖÅȟ ÒÅÖÉÓÉÔÅÄ ÉÎ ÔÈÅ ȰÆÒÁÇÍÅÎÔÓȱ Ȣ  4ÈÅ ȰÆÒÁÇÍÅÎÔÓȱ ÁÒÅ Á ÔÒÅÁÓÕÒÅ ÔÒÏÖÅȟ ÆÏÒ 

their visual delight, and the way they enrich the characters and supplement their stories.  The 

majority are on black and white film, and there are some especially beautiful sequences, for 

instance the first outtake from Heimat 1, in which Hermännchen waits in the wash house for 

Klärchen.  In a few seconds it becomes a microcosm of their whole story, one of those scenes 

to be watched again and again.  Also, for sheer delight in the cinematography, there are many 

ÏÔÈÅÒ ȰÆÒÁÇÍÅÎÔÓȱ ÏÆ ÅÑÕÁÌ ÐÏ×ÅÒ ɀ such as the extraordinary scene between Esther and 

Reinhard.  The quality of the light and texture, the detail of the way people pass through 

ÓÐÁÃÅÓȟ ÌÉËÅ $ÏÒÌÉ ÁÎÄ (ÅÌÇÁ ÅÎÔÅÒÉÎÇ (ÅÌÇÁȭÓ ÌÏÄÇÉÎÇ ÆÒÏÍ ÔÈÅ ÓÔÒÅÅÔȟ ÈÁÖÅ ÅÖÅÒÙÔÈÉÎÇ ×Å ÈÁÖÅ 

learnt to expect from the best work in the Trilogy. 

The outtakes on colour film, however, were already no doubt suffering from the same 

ÓÅÖÅÒÅ ÄÅÔÅÒÉÏÒÁÔÉÏÎ ÏÆ ÔÈÅ ÆÉÌÍ ÓÔÏÃË ÔÈÁÔ ÁÆÆÌÉÃÔÅÄ 2ÅÉÔÚȭ ÅÁÒÌÉÅÒ ×ÏÒËȟ ÕÎÔÉÌ ÉÔÓ ÒÅÃÅÎÔ 

meticulous restoration.  They may also have been further modified, perhaps to make them 

easier to distinguish from new material forming the context.  Whole images have darkened, 

and parts of them have flooded with intensified colour, often blue, green or yellow, sometimes 

vivid red or white light, so the balance of light and colour and depth is seriously distorted.  It 
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is disturbing, and very disappointing, once one has grown to recognise the beauty of so much 

of the original work.   

4ÈÅ ȰÆÒÁÇÍÅÎÔÓȱ ÔÈÒÏ× ÎÅ× ÌÉÇÈÔ ÏÎ ÓÏÍÅ ÏÆ ÔÈÅ ÆÁÍÉÌÉÁÒ ÃÈÁÒÁÃÔÅÒÓȢ  4ÈÅ ÃÈÉÌÄ 

Hermännchen learns what waiting is, from seeing Martha wait, weeping, for Anton to return 

from the war.  Maria in old age becomes young again, dancing with Ernst, and asserts her 

independence, travelling to France to look for Apollonia.  Glasisch hints at an ancient village 

suspicion about Paul.  Clarissa in Wasserburg remembers a time when her mother rescued her 

ÁÎÄ ÃÒÁÄÌÅÄ ÈÅÒ ÉÎ ÈÅÒ ÁÒÍÓȢ  7Å ÌÅÁÒÎ ÍÏÒÅ ÁÂÏÕÔ 'ÁÌÉÎÁȭÓ ÐÌÁÎÓ ÆÏÒ Á ÎÅ× ÌÉÆÅ ×ÉÔÈ #ÈÒÉÓÔÉÁÎȟ 

and one significant, moving scene supplements the brotherly conversation of Hermann and 

%ÒÎÓÔȟ ÁÆÔÅÒ !ÎÔÏÎȭÓ ÄÅÁÔÈȢ  %ÖÅÌÙÎÅ ÒÅÔÕÒÎÓ ÂÒÉÅÆÌÙ ÁÎÄ ÖÅÒÙ ÐÁÉÎÆÕÌÌÙ ÔÏ .ÅÕÂÕÒÇȟ ÉÎ ÁÎÏÔÈÅÒ 

powerful passage.  In Munich we see the first, brutal encounter of Ansgar with Olga, the spark 

of their sado-masochistic attraction.  Later there are scenes, both touching and very funny, 

that fill out the character of Olga, and also several with a delightfully young and feisty 

Schnüßchen.  There are the precious passages throwing more light on Esther and Reinhard, 

their feelings about film and reality.  Among the most fascinating and fully realised sections is 

ÔÈÅ ÓÔÏÒÙ ÏÆ $ÏÒÌÉȭÓ ÖÉÓÉÔ ÔÏ (ÅÌÇÁ ÉÎ -ÕÎÉÃÈ ÏÎ ÔÈÅ ÄÁÙ ÏÆ ÔÈÅ &ÁÓÃÈÉÎÇ ÐÁÒÔÙ ÁÔ ÔÈÅ &ÕÃÈÓÂÁÕȟ 

followed by more fragments of the days in Dülmen.  It is wonderful to see so much more of 

Dorli, whose part was tantalisingly truncated in the main film, especially since this was an 

ÅÁÒÌÙ ÁÐÐÅÁÒÁÎÃÅ ÏÆ Á ÒÅÍÁÒËÁÂÌÅ ÁÃÔÒÅÓÓȢ  4ÈÅÒÅ ÉÓ ÁÌÓÏ ÔÈÅ ÈÉÌÁÒÉÏÕÓ ÓÔÏÒÙ ÏÆ (ÅÌÇÁȭÓ ÖÉÓÉÔ ÔÏ 

the Registrar in Munich, which counterbalances the grim development of her personality in 

the main series. 

-ÏÓÔ ÏÆ ÔÈÅ ȰÆÒÁÇÍÅÎÔÓȱȟ ÔÈÅÓÅ ÁÎÄ ÏÔÈÅÒÓȟ ÁÒÅ ÓÏ ÓÕÂÔÌÅ ÁÎÄ ÍÏÖÉÎÇȟ ÔÈÅÙ ÒÉÖÁÌ ÁÎÙÔÈÉÎÇ ÉÎ 

the films of the Trilogy.  They probably do not make major changes to the images one has 

formed of the characters and their ÓÔÏÒÉÅÓȟ ÂÕÔ ÔÈÅÙ ÒÅÖÉÖÅ ÔÈÅÍ ÉÎ ÏÎÅȭÓ ÍÅÍÏÒÙȟ ×ÉÔÈ ÄÅÌÉÃÁÔÅ 

ÄÅÔÁÉÌ ÔÈÁÔ ÊÕÓÔÉÆÉÅÓ ÅÖÅÒÙ ÍÉÎÕÔÅ ÏÆ ÔÈÅ ȰÅÐÉÌÏÇÕÅȱȟ ÁÎÄ ÁÌÓÏ ÒÅ×ÁÒÄÓ ×ÁÔÃÈÉÎÇ ÉÔ ÁÇÁÉÎȟ ÍÁÎÙ 

times. 

§ 

But this is not the only way to enjoy the film, there is more to it.  One object of the film was 

somehow to continue the story of Lulu.  Since sadly there were no resources to film a 

ÃÏÎÔÉÎÕÁÔÉÏÎ ÏÆ ÈÅÒ ÌÉÆÅ ÓÔÏÒÙ ÉÎ ÔÈÅ ȰÒÅÁÌȱ ×ÏÒÌÄ ÏÆ ÔÈÅ 4ÒÉÌÏÇÙȟ ÔÈÉÓ ÅÐÉÌÏÇÕÅ ÉÓ Á ×ÁÙ ÏÆ 

allowing her a kind of resolution of her situation through contemplation, reliving and 

understanding of her memories.  They are memories both of her own early life and of what she 

has heard or imagined of the lives of her forebears and their contemporaries.  At the same 

time, she reflects, and the film itself is a reflection, on the nature of memory and the art of 

film. 

 It was saddening to hear after the film first appeared that some viewers were wishing they 

could make themselves a version of the Fragmente ÆÒÏÍ ×ÈÉÃÈ ,ÕÌÕȭÓ ÐÁÒÔ ÈÁÄ ÂÅÅÎ ÅØÃÉÓÅÄȢ  

That was probably not a serious intention, but as a crude scissors and paste job on the film as 
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we have it, it would have been vandalism!  On the other hand, Daniel Kothenschulte, in one 

very intelligent review of the film76ȟ ÍÁÄÅ Á ÒÅÆÅÒÅÎÃÅ ÔÏ ÁÎÏÔÈÅÒ ÆÉÌÍȟ *ÏÎÁÓ -ÅËÁÓȭ As I Was 

MoÖÉÎÇȣȟ ÉÎ ×ÈÉÃÈ Ȱunsimulated and raw as the moment created them, the snippets run past 

one after the other like a patchwork rug many hours long.  The form of these Heimat-

Fragmente ÃÏÕÌÄ ÈÁÖÅ ÂÅÅÎ ÊÕÓÔ ÌÉËÅ ÔÈÁÔȡ  ÎÏ ÆÏÒÍȢȱ  ) ÈÁÖÅ ÎÏÔ ÓÅÅÎ ÔÈÅ -ÅËÁÓ ÆÉÌÍȟ but this is 

Á ÔÁÎÔÁÌÉÓÉÎÇ ÔÈÏÕÇÈÔȢ  !ÌÌ ÔÈÅ ÓÁÍÅȟ ,ÕÌÕȭÓ ÊÏÕÒÎÅÙ ÔÈÒÏÕÇÈ ÔÈÅ ÉÍÁÇÅÓ ÇÉÖÅÓ ÔÈÅÍ Á ÆÏÒÍ 

which must have a special resonance for their author, and which projects illuminating 

interpretations back into the original films. 

At times it is diffcult not to feel impatient with poor Lulu when, after a delicate, funny, 

ÂÅÁÕÔÉÆÕÌ ȰÆÒÁÇÍÅÎÔȱȟ ÓÈÅ ÔÒÁÍÐÓ ÏÖÅÒ ÔÈÅ ÓÃÒÅÅÎ ×ÉÔÈ ÈÅÒ ÓÐÁÄÅ ÁÎÄ ÁÓÓÏÒÔÍÅÎÔ ÏÆ ÄÒÉÌÌÓȢ  3ÈÅ 

so rarely smiles.  It would be nice if she could sometimes share the joke of those self-conscious 

lapses into a looking-glass world.  At the first two or three times of viewing, her words were 

hard for an English viewer to absorb, due to the language barrier.  Even now in places they 

seem to verge on truism and cliché.  But written down and translated ,and reflected on in 

ÃÏÎÊÕÎÃÔÉÏÎ ×ÉÔÈ ÔÈÅ ȰÆÒÁÇÍÅÎÔÓȱ ÔÈÅÍÓÅÌÖÅÓȟ ÔÈÅÙ ÇÉÖÅ ÒÉÓÅ ÔÏ Á ÐÁÔÔÅÒÎ ÔÈÁÔ ÍÉÇÈÔ ÓÔÁÒÔ ÔÏ ÄÏ 

justice to the complexity and depth of this elusive film.  Nonetheless my interpretation may 

only impose on the film a structure of my own imagining, that it was never meant to convey.  

Spelling out my own reflections on this flow of images, this laughter and pain, these 

ambivalent, questioning feelings, becomes as clumsy and intrusive as trying to analyse 

ÓÏÍÅÏÎÅ ÅÌÓÅȭÓ ÄÒÅÁÍ ÏÒ ÐÏÅÍ, and maybe as pointless.  Other people will surely have quite 

different ways of understanding the film.  The richness of the Heimat films lies exactly in that 

multiplicity.  I hope only to encourage other people to to value the film as a whole work of art, 

as more than the sum of its parts. 

At the dawn of the new millennium Lulu starts from a fixed, deeply depressed place:  she 

cannot escape from the past.  She has lost any sense of a future.  This appears graphically in 

her face, more diffusely in her words.  Nonetheless, she will go and start work at the 

ÍÅÔÁÐÈÏÒÉÃÁÌ ÂÕÉÌÄÉÎÇ ÓÉÔÅȟ Ȱ×ÈÅÒÅ ÌÉÆÅ ÂÅÇÉÎÓȱȢ  3ÔÁÒÔÉÎÇ ÈÅÒ Ȱ×ÏÒËȱȟ ÓÈÅ ȰÓÅÅÓȱȟ ÉÍÁÇÉÎÅÓȟ 

builds stories about, her forebears when they were young, and the many aspects of their lives.  

For Lulu, in the flux of these still present images, the fixity of her situation starts to dissolve.  

She finds a new energy.  The vitality of remembered figures, of their suffering, dreams, loves 

and desires, and of her own too in childhood, revives her capacity to live creatively in the 

present.  Riding the flow of these fragments, she perceives the interchangeable nature of 

working with shifting memories, creating illusory images in film, and simply living fully in the 

flux of time.  At the end, in the Günderode House, surrounded by photographs and stills from 

ÔÈÅ ÆÉÌÍÓȟ ÓÈÅ ÁÎÎÏÕÎÃÅÓ Ȱ) ÁÍ ÆÒÅÅȟ ) ÁÍ ÁÌÉÖÅȦȱȟ ÁÎÄ ÓÔÁÎÄÓ ÕÐ ÁÎÄ ÓÔÒÉÄÅÓ Á×ÁÙȢ  4ÈÅ ÐÉÃÔÕÒÅÓ 

fade and crumble, into the Hunsrück landscape. 

3ÁÄÌÙȟ ÔÈÉÓ ÆÉÎÁÌ ȰÒÅÓÏÌÕÔÉÏÎȱ ÉÓ ÎÏÔ ÓÏ ÃÏÎÖÉÎÃÉÎÇ ÏÎ ÆÉÌÍ ÁÓ ÉÔ ÆÅÅls on paper.  That may be 

ÐÁÒÔÌÙ ÂÅÃÁÕÓÅ ÉÔ ÈÁÐÐÅÎÓ ÏÎÌÙ ÉÎ ,ÕÌÕȭÓ ×ÏÒÄÓȟ ÁÎÄ ÉÓ ÎÏÔ ÒÅÌÁÔÅÄ ÔÏ ÈÅÒ ȰÒÅÁÌȱ ÌÉÆÅȟ ×ÈÉÃÈ ÆÏÒ ÕÓ 

comes to an end with Heimat 3.  She has had no opportunity to create any free-standing 
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composition outside herself, from the inner images that she has been working with.  Also, she 

ÄÏÅÓ ÎÏÔ ÌÏÏË ȱÆÒÅÅȱȢ  3ÈÅ ÍÏÖÅÓ ×ÉÔÈ ÄÅÔÅÒÍÉÎÁÔÉÏÎȟ ÂÕÔ ÁÔ ÔÈÅ ÌÁÓÔ ÓÈÅ ÌÏÏËÓ ÂÁÃË ÁÔ ÔÈÅ 

pictures, and her face is still sombre and unsure.  If only there had been resources for all of 

this to have had cÏÎÔÅØÔ ÉÎ Á ÆÉÌÍ ÔÈÁÔ ÁÌÓÏ ÆÏÌÌÏ×ÅÄ ÈÅÒ ÌÉÆÅ ÉÎ ÔÈÅ ȰÒÅÁÌȱ ÅØÔÅÒÎÁÌ ×ÏÒÌÄȟ ÄÕÒÉÎÇ 

that healing journey.  But as it is, at each point the structure of her odyssey is subtly filled out 

ÁÎÄ ÅÎÒÉÃÈÅÄ ÂÙ ÔÈÅ ȰÆÒÁÇÍÅÎÔÓȱȟ ÓÏ ×Å ÓÈÏÕÌÄ ÂÅ ÃÏÎÔÅÎÔ ×ÉÔÈ ÁÌÌ ÔÈÁÔ ×Åalth. 

,ÕÌÕȭÓ ÊÏÕÒÎÅÙ ÌÉÂÅÒÁÔÅÓ ÔÈÅ 4ÒÉÌÏÇÙ ÂÏÔÈ ÆÒÏÍ ÔÈÏÓÅ ÆÏÒ ×ÈÏÍ ÉÔ ÉÓ Á ȰÔÅØÔȱ ÔÏ ÂÅ ÁÓÓÅÓÓÅÄ 

primarily in an historical, socio-political context, and from those of us who want to cling too 

ÓÉÍÐÌÙ ÔÏ ÉÔÓ ÄÏÃÕÍÅÎÔÁÒÙ ȱÒÅÁÌÉÔÙȱȢ  )Ô ÌÅÁÄÓ ÕÓ ÔÏ ÕÎÄÅÒÓÔÁÎd that what has seemed to be a 

linear, objective narrative is composed of subjective images relating to various intersecting 

times and moods.  They do not depend on one context for their life.  They can be differently 

interpreted in different contexts.  The same character can be played by different actors, and 

his or her meaning for the author can change from one film to another, without invalidating 

ÔÈÅ ×ÏÒËȢ  4ÈÅ ÓÁÍÅ ÓÃÅÎÅ ÃÁÎ ÂÅ Á ȰÒÅÁÌȱ ÅÖÅÎÔȟ Á ÍÅÍÏÒÙȟ Á ÆÁÎÔÁÓÙȟ ÏÒ Á ÄÒÅÁÍȢ  )Ô ÃÁÎ 

illuminate the depths of a character or an intellectual thesis about the nature of film or 

society.  How the author intends it in the course of the narrative, how Lulu perceives it, how 

any one of us in the audience interprets it, they all differ, and each is itself multiple.  Heimat-

Fragmente makes clear that the Trilogy is above all a living work of art, originating in the 

personal lives and craftsmanship of its creator and of all his colleagues, cast and crew.  The 

work has its own form, which is evanescent and shape-changing, and life-giving. 
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‘Chance’ and ‘magic’ in the telling of Heimat  

4ÈÅ ÔÅÌÌÉÎÇ ÏÆ Ȭ(ÅÉÍÁÔȭ ÉÓ ÉÌÌÕÍÉÎÁÔÅÄ ÂÙ %ÄÇÁÒ 2ÅÉÔÚȭ Ï×Î ÒÅÆÌÅÃÔÉÏÎÓ ÉÎ ÔÈÅ ÂÏÏË Drehort 

Heimat77 ÏÎ ÈÏ× ȰÓÍÁÌÌ ÂÁÎÁÌ ÅÖÅÎÔÓ ȣȢ ÓÅÅÎ ÁÓ Á ÓÅÒÉÅÓ ÒÅÐÒÅÓÅÎÔ Á ÃÈÁÉÎ ÏÆ ÃÁÕÓÁÌÉÔÙ ÔÈÁÔ 

lÅÁÄÓ ÔÏ ÔÈÅ ÄÅÁÔÈȱ ÏÆ Á ÐÅÒÓÏÎȢ  (ÉÓ ÔÈÏÕÇÈÔÓȟ ÒÅÃÏÒÄÅÄ ÉÎ ÔÈÅ ÐÒÏÄÕÃÔÉÏÎ ÄÉÁÒÙ ÏÆ ÔÈÅ ÆÉÒÓÔ 

Heimat, were prompted by the death in a car crash of a close friend and colleague, Alf 

"ÒÕÓÔÅÌÌÉÎȟ ÌÅÄ ÕÐ ÔÏ ÂÙ ȰÁ ÃÈÁÉÎ ÏÆ ÂÁÎÁÌ ÌÉÎËÓȟ ÅÎÔÉÒÅÌÙ ÃÏÎÓÉÓÔÅÎÔ ×ÉÔÈ ÈÉÓ Ï×Î ÃÈÁÒÁÃÔÅÒȱȢ  

Ironically, Brustellin had been intrigued by the possibility of such a causal chain as material 

for film, in place of lofty notions of Fate and atonement.  At the time of his death he was 

scripting a story by the Polish writer Wladislav Lem (author of Solaris), the English translation 

of which is entitled The Chain of Chance.  Similar concepts famously inform the work of 

Kieslowski.  In the last film of Heimat 2 2ÅÉÔÚ ÓÅÅÍÓ ÔÏ ÐÁÙ ÄÉÒÅÃÔ ÈÏÍÁÇÅ ÔÏ +ÉÅÓÌÏ×ÓËÉȭÓ Blind 

Chance in the scene where Hermann wanders into the station on a journey to nowhere in 

particular, when there happens to be a train departing for Heidelberg which he runs to catch.  

#ÈÁÎÃÅ ÁÎÄ ÄÒÅÁÍ ÁÌÓÏ ÐÅÒÖÁÄÅ ÍÕÃÈ ÏÆ (ÅÒÍÁÎÎȭÓ ÓÕÂÓÅÑÕÅÎÔ ÏÄÙÓÓÅÙ ÉÎ ÓÅÁÒÃÈ ÏÆ #ÌÁÒÉÓÓÁȢ 

There are a number of other examples in the Trilogy.  The outcomes are not in any way 

ÐÒÅÄÉÃÔÁÂÌÅȟ ÙÅÔ ÔÈÅ ÃÈÁÉÎ ÏÆ ÅÖÅÎÔÓ ÉÓ ȰÃÏÎÓÉÓÔÅÎÔȱ ×ÉÔÈ ÔÈÅ ÐÅÒÓÏÎȭÓ ÃÈÁÒÁÃÔÅÒȟ ÁÎÄ ÉÎ 

ÒÅÔÒÏÓÐÅÃÔ ÔÈÅÒÅ ÉÓ Á ÐÁÔÔÅÒÎ ×ÈÉÃÈ ÍÁËÅÓ ÓÅÎÓÅȢ  %ÖÅÎÔÓ ÉÍÍÅÄÉÁÔÅÌÙ ÐÒÅÃÅÄÉÎÇ 0ÁÕÌȭÓ 

disappearance are, as far as we know, chance events ɀ his finding the dead woman in the 

forest, the attic raided by a marten for whom he sets a trap ɀ yet they could be triggers for 

someone like Paul, living for years with a secret inner fantasy of escape.  !ÎÓÇÁÒȭÓ ÁÃÃÉÄÅÎÔÁÌ 

death is foreshadowed in his depressive intention of one day taking his life as vengeance on 

his parents and escape from them, and his carelessness is precipitated by use of drugs.  

2ÅÉÎÈÁÒÄȭÓ ÄÅÁÔÈ ÉÓ Á ÍÙÓÔÅÒÙȟ ÂÕÔ ÔÈÅ ÅÖÅÎÔÓ ÌÅÁÄÉÎÇ up to it originate directly in the person 

he is, his sense of insoluble conflict between his relationships and his art. 

(ÅÒÍÁÎÎȭÓ ÁÒÒÉÖÁÌ ÂÁÃË ÏÎ ÔÈÅ ÅÄÇÅ ÏÆ ÔÈÅ (ÕÎÓÒİÃË ÁÔ ÔÈÅ ÓÔÁÒÔ ÏÆ Heimat 3 is an outcome 

of what seems like a contrived chain of eventÓȟ ÒÁÔÈÅÒ ÔÈÁÎ ȬÃÈÁÎÃÅȭ ɀ and yet ɀ the Hunsrück 

and its dialect would have had meaning for Clarissa when she found the house, the fall of the 

Wall draws a crowd of hotel guests together by the TV, and inspires a search for change and 

the fulfilment of dreams, in characters already at a loss in their lives.  In the same way, Herr 

                                                   

77 Drehort Heimat (2004), pp.61-69 
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Böckle chances to reveal his nefarious designs to the brother of a man whose business is 

shortly to fall prey to them.  But both Böckle and Hermann are travelling East with a similar 

aim ɀ to exploit business opportunities in the old GDR.  And Hermann, when he re-

encounters Böckle at the Simon christening, happens to fail to warn anyone, because he leaves 

ÅÍÂÁÒÒÁÓÓÅÄ ÂÙ ÈÉÓ ÂÒÏÔÈÅÒȭÓ ÂÅÈÁÖÉÏÕÒȢ 

On the other hand, events in Heimat are nearly all scripted events in a purely fictional 

story, chance cannot enter into them, except in so far as characters may at times have seemed 

ÔÏ ÔÁËÅ ÏÎ ÌÉÖÅÓ ÏÆ ÔÈÅÉÒ Ï×Îȟ ÂÅÙÏÎÄ ÔÈÅ ÆÉÌÍ ÍÁËÅÒȭÓ ÃÏÎÓÃÉÏÕÓ ÃÏÎÔÒÏÌȢ  )Î Drehort Heimat, 

Reitz went on to reflect that:  Ȱ/ÕÒ ÆÅÅÌÉÎÇÓ ÁÒÅ ÃÏÎÄÉÔÉÏÎÅÄ ÔÏ ÔÈÉÎËÉÎÇ ÁÂÏÕÔ &ÁÔÅȟ ÔÈÅ 

association of guilt and atonement, of action and nonaction, of heroism and cowardice, and 

ÓÉÍÉÌÁÒ ÍÏÒÁÌ ÏÐÐÏÓÉÔÅÓȢȱ  (Å ÒÅÃÏÇÎÉÓÅÓ ÔÈÁÔ ÔÈÅ ȰÅÍÏÔÉÏÎÌÅÓÓȱ ÁÐÐÒÏÁÃÈ ÔÏ ÔÈÅ ÓÔÏÒÙ ÏÆ Á Ìife 

in terms of chance and everyday interconnectedness, which he himself favours, lacks appeal to 

ÁÎ ÁÕÄÉÅÎÃÅȭÓ ÆÅÅÌÉÎÇÓȡ  Ȱ0ÅÏÐÌÅ ÅØÐÅÃÔ ÓÏÍÅÔÈÉÎÇ ÔÏ ÈÁÐÐÅÎȟ ÓÏÍÅÔÈÉÎÇ ÃÁÔÁÓÔÒÏÐÈÉÃ ÏÒ 

monstrous if one does this or that, which bears no relation to it, either psychologically or 

ÐÈÙÓÉÃÁÌÌÙȢȱ  )Ô ÉÓ ÎÏÔ ÓÕÒÐÒÉÓÉÎÇȟ ÔÈÅÒÅÆÏÒÅȟ ÔÈÁÔ ÉÎ ÓÐÉÔÅ ÏÆ ÍÁÎÙ ÃÌÅÁÒ ÓÔÁÔÅÍÅÎÔÓ ÏÆ 2ÅÉÔÚȭ 

method, some people see the disasters that befall the characters of Heimat έ ÁÓ Á ȬÎÅÍÅÓÉÓȭ ÏÎ 

ÔÈÅÉÒ ȬÈÕÂÒÉÓȭȟ Á ÒÅÔÒÉÂÕÔÉÏÎ ÆÏÒ ÌÉÖÉÎÇ ȬÓÅÌÆÉÓÈȭ ÌÉÖÅÓȟ ÏÒ ȬÈÁÖÉÎÇ ÉÔ ÔÏÏ ÇÏÏÄȭȢ 

In contrast, interviews with Reitz about Heimat 3 show that his own view of the modern 

world and of his characters, though often despondent, is not moralistic or eager to invoke 

ÎÅÍÅÓÉÓ ÏÎ ÏÔÈÅÒÓȢ  Ȭ(ÕÂÒÉÓȭ ÆÏÒ ÈÉÍ Óeems to have no moral connotation, the context78 makes 

ÃÌÅÁÒ ÉÔ ÒÅÆÅÒÓ ÔÏ ÔÈÅ ÐÓÙÃÈÏÌÏÇÉÃÁÌ ÄÅÌÕÓÉÏÎ ÏÆ ÁÎ Ȭ)ÄÅÁÌ-3ÅÌÆȭ ÂÕÉÌÔ ÏÎ Á ÒÏÍÁÎÔÉÃ ÉÄÅÁÌ ÏÆ 

ÅÔÅÒÎÁÌ ÌÏÖÅ ÁÎÄ ÇÌÉÔÔÅÒÉÎÇ ÓÕÃÃÅÓÓ ÉÎ Á ÃÁÒÅÅÒȢ  ,ÉÆÅ ËÎÏÃËÓ ÐÅÏÐÌÅ ÏÆÆ ÔÈÅ ÐÅÄÅÓÔÁÌ ÏÆ ÔÈÅ Ȭ)ÄÅÁÌ-

3ÅÌÆȭ ɉÁÓ ÈÅ ÓÁÙÓɊȟ ÎÏÔ ÈÏ×ÅÖÅÒ ÂÅÃÁÕÓÅ ÉÔ ÉÓ ȰÓÅÌÆÉÓÈȱ ÏÒ ÌÁÃËÉÎÇ ÉÎ ÓÏÃÉÁÌ ÒÅÓÐÏÎÓÉÂÉÌÉÔÙȟ ÂÕÔ 

because it is an ideal, and hence unrealistic.  This is not invoking nemesis or retribution, it is a 

non-judgemental observation about a causal connection ɀ it is not something people 

ȰÄÅÓÅÒÖÅȱȟ ÉÔ ÉÓ ÓÉÍÐÌÙ ×ÈÁÔ ÈÁÐÐÅÎÓȢ  )Ô ÈÁÓ ÈÁÐÐÅÎÅÄ ÔÏ ÈÉÓ Ï×Î ÇÅÎÅÒÁÔÉÏÎ ÏÆ Ȭΰβȟ ÁÎÄ ÈÅ ÉÓ 

ȰÌÏÏËÉÎÇ ÆÏÒ Á ÓÔÏÒÙ-ÔÅÌÌÅÒȭÓ ÁÎÓ×ÅÒ ÔÏ ÏÕÒ ÉÄÅÁ ÏÆ Á ÌÉÆÅ-image, to the question:  What is left of 

all that I have wanted in my life?  It is stÉÌÌ ÌÅÇÉÔÉÍÁÔÅ ÔÏ ×ÁÎÔ ÔÏ ÓÁÖÅ ÓÏÍÅÔÈÉÎÇ ÆÒÏÍ ÏÎÅȭÓ 

ÄÒÅÁÍÓȢȱ79 

The story-ÔÅÌÌÅÒȭÓ ÍÅÔÈÏÄ ÈÅ ÕÓÅÓ ÉÓ ÔÈÅ ÏÎÅ ÈÅ ÏÎÃÅ ÄÅÓÃÒÉÂÅÄȟ ÔÈÅ ȬÍÁÇÉÃȭ ÔÈÁÔ ÓÅÅÓ ÔÈÅ 

detail of interconnected, everyday chance events.  He wrote in Drehort Heimat80 that neither 

high moral iÄÅÁÓ ÎÏÒ ÁÎÙ ÓÃÉÅÎÔÉÆÉÃ ÍÅÔÈÏÄȟ ÂÕÔ ÏÎÌÙ ȰÍÁÇÉÃȱ ÃÁÎ ÄÅÔÅÃÔ ÔÈÅ ÐÁÔÔÅÒÎÓ ÏÆ ÔÈÉÓ 

interconnectedness, and he claimed that film is in this sense a magic medium, though it had 

so far developed no form for such a representation.  That was back in 1981, but over 20 years 

later in, for instance, the intertwining stories of cousins Lulu and Hartmut, or the death of 

Ernst, which is a classic example of the type of causal chain in question, Reitz himself was still 

ÐÒÏÄÕÃÉÎÇ ×ÏÒË ÉÎ Á ȰÍÁÇÉÃ ÍÅÄÉÕÍȱ ×ÈÉÃÈ ÒÅÐÒÏÄÕÃÅÓ exactly those patterns. 

                                                   

78 for example, the interview in Die Zeit 16.12.04 
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 Die Zeit, op.cit. 
80 Drehort Heimat (2004),  pp.66-68 
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2ÅÉÔÚ ÏÆÔÅÎ ÕÓÅÓ ÔÈÉÓ ÃÏÎÃÅÐÔ ÏÆ ȬÍÁÇÉÃȭȟ ×ÈÉÃÈ ÉÓ ÓÕÓÃÅÐÔÉÂÌÅ ÔÏ ÄÉÆÆÅÒÅÎÔ ÉÎÔÅÒÐÒÅÔÁÔÉÏÎÓȢ  )Î 

the immediate context of the pages quoted above, he invokes the notion of a system of 

ineluctable interconnections underlying phenomena.  Most superstitions are built on this 

ÃÏÎÃÅÐÔȟ ÍÁÇÉÃ ÒÉÔÕÁÌÓ ȰÇÕÁÒÁÎÔÅÅÄȱ ÔÏ ÄÅÆÌÅÃÔ ÏÒ ÅÎÓÕÒÅ ÃÅÒÔÁÉÎ ÏÕÔÃÏÍÅÓȟ ÁÌÔÈÏÕÇÈ ÉÔ ÈÁÓ ÁÌÓÏ 

informed profound philosophical concepts like the Buddhist notion of pratityasamutpada, in 

the essence of which there is nothing mystical or superstitious.  Reitz points out that, when 

one looks back from a death along the causal chain of unexceptional events that has led up to 

ÉÔȟ ÔÈÅ ÌÉÎËÓ ÏÆ ÔÈÅ ÃÈÁÉÎ ÁÒÅ ÎÏ× ÁÓ ÉÎÅÓÃÁÐÁÂÌÙ ÄÅÔÅÒÍÉÎÅÄ ÁÎÄ ÄÅÔÅÒÍÉÎÉÎÇ ÁÓ ÓÕÃÈ ȰÍÁÇÉÃȱ 

events are seen to be. 

4ÈÅ ÃÏÎÃÅÐÔ ÏÆ ȬÍÁÇÉÃȭ ÆÏÒ 2ÅÉÔÚ ÁÌÓÏ ÈÁÓ ÉÍÐÌÉÃÁÔÉÏÎÓ ÔÈÁÔ ÒÁÎÇÅ ÆÒÏÍ "ÒÕÓÔÅÌÌÉÎȭÓ ÍÏÔÈÅÒȭÓ 

ability to find lost objects through concentration or meditation, to what I understand as a 

profound intuitive relationship and response to people and their lives, represented by, for 

instance, characters like the grandmother Kath in Heimat 1 or Juan in Heimat 2.  As a deeply 

ÉÎÔÕÉÔÉÖÅ ÁÕÔÈÏÒ ÈÉÍÓÅÌÆȟ ÈÅ ÄÅÓÃÒÉÂÅÓ ÈÏ× ÉÍÁÇÅÓ ÉÎ ÔÈÅ ÃÕÔÔÉÎÇ ÒÏÏÍ ȰÂÅÌÏÎÇȱ ÔÏ ÅÁÃÈ ÏÔÈÅÒ 

and force one to order them in one way and no other, while music and images, movements 

ÁÎÄ ÄÉÁÌÏÇÕÅ ×ÏÒË ÔÏÇÅÔÈÅÒ ÉÎ ÉÎÅØÐÌÉÃÁÂÌÅ ×ÁÙÓ ÔÈÁÔ ÏÎÅ ÃÁÎ ÏÎÌÙ ÄÅÓÃÒÉÂÅ ÁÓ ȰÍÁÇÉÃȱȢ 

Ȭ-ÁÇÉÃȭ ÉÎ ÔÈÉÓ ÓÅÎÓÅ ÒÕÎÓ ÔÈÒÏÕÇÈ ÁÌÌ ÔÈÅ Heimat films, from the miraculous interplay of 

image and sound in the Hunsrückdörfernȟ ÔÏ ÔÈÅ ÓÅÎÓÅ ÏÆ ȰÒÉÇÈÔÎÅÓÓȱ ÁÎÄ ÒÅÃÏÇÎÉÔÉÏÎ ÔÈÁÔ 

recurs in the brief clips forming the Fragmente.  At one level, it has something to do with a 

ÃÒÅÁÔÉÖÅ ÄÉÒÅÃÔÏÒ ÁÎÄ ÁÕÔÈÏÒȭÓ ÁÂÉÌÉÔÙ ÔÏ ÁÌÌÏ× ÈÉÓ ×ÏÒË ÔÏ ÒÅÓÐÏÎÄ ÔÏ Á ÓÕÂÃÏÎÓÃÉÏÕÓ 

interaction with his experience and with his medium and cast, without forcing it to conform 

to any preconception or principle.  It is the ability to allow Paul to disappear without 

explanation, other than one we can construct in our own imagination from the preceding two 

ÈÏÕÒÓ ÏÆ ÉÍÁÇÅ ÁÎÄ ÄÉÁÌÏÇÕÅ ÁÎÄ ÍÏÖÅÍÅÎÔȢ  )Ô ÉÓ /ÔÔÏȭÓ ÓÍÉÌÅȟ ÉÎ ÔÈÅ ÄÁÎÃÅ ÈÁÌÌȢ  )Ô ÉÓ ÔÈÅ ÌÉÆÅ 

ÔÈÁÔ ÒÅÔÕÒÎÓ ÔÏ ÔÈÅ ÆÁÃÅÓ ÏÆ ÔÈÅ ȰÄÅÁÄȱ ×ÈÅÎ -ÁÒÉÁ ÃÏÍÅÓ ÉÎÔÏ ÔÈÅ ÈÁÌÌ ÁÎÄ ÓÐÅÁËÓ ÔÏ ÔÈÅÍ ÂÙ 

name.  It is in the faces of Evelyne and Ansgar, sharing the milk.  It is the tension that sparks 

ÔÈÒÏÕÇÈ ÔÈÅ ÓÕÍÍÅÒ ÎÉÇÈÔ ÐÁÒÔÙ ÁÔ ÔÈÅ &ÕÃÈÓÂÁÕȢ  )Ô ÉÓ &ÒßÕÌÅÉÎ #ÅÒÐÈÁÌȭÓ ÇÁÉÔ ÁÓ ÓÈÅ ÈÕÒÒÉÅÓ ÔÏ 

ÄÏ ÈÅÒ ÆÁÔÈÅÒȭÓ ÂÉÄÄÉÎÇȢ  )Ô ÉÓ %ÒÎÓÔȭÓ ÆÁÃÅ ×ÈÅÎ ÈÅ ÓÉÔÓ ÉÎ ÔÈÅ ÃÏÃËÐÉÔ ÏÆ Á ÊÅÔ ÆÉÇÈÔÅÒȟ ÁÎÄ ÁÇÁÉÎ 

when he hears the wild geese fly.  It is Hartmut wiping the clay off his shoe, and Mara taking 

his hand as she leads him to her car.  Examples would be endless.  It seems that it is 

experienced in one way or another by everyone who loves the films.  We all know what we 

mean ÂÙ Ȱ2ÅÉÔÚÉÁÎȱȟ ×Å ÃÁÎ ÐÏÉÎÔ ÔÏ ÓÃÅÎÅ ÁÆÔÅÒ ÓÃÅÎÅ ÔÈÁÔ ÄÉÓÐÌÁÙÓ ÉÔȟ ÁÎÄ ÓÈÁÒÅ ÔÈÅ 

recognition, and share also the disappointment in the few places where it has been overtaken 

by conscious contrivance.  We in the audience lack the expertise to analyse something so 

subtle, we simply enjoy the wealth bestowed on us by these masterly films. 
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Imagined lives:  The telling of life-long stories 

The Heimat epic, stretching over eight decades, is unusually dependent on the ability to 

portray a whole imagined human life in film.  The biography of a fictional lifetime is most 

often the province of the novel.  But in auteur film a single author can oversee the whole 

ÐÒÏÃÅÓÓ ÏÆ ÒÅÁÌÉÓÉÎÇ ÈÉÓ ÃÈÁÒÁÃÔÅÒȭÓ ÓÔÏÒÙ ÔÈÒÏÕÇÈÏÕÔ Á ÌÏÎÇ ÌÉÆÅȟ ÄÅÖÅÌÏÐÉÎÇ ÔÈÒÏÕÇÈ ÍÁÎÙ 

circumstances and experiences.  In Heimat, the process is not always successful, but it is 

realised memorably for several of the characters.  These figures are imagined and portrayed 

with a deep intuitive logic.  They develop through the series, not arbitrarily to support 

interesting plot developments (as in a soap opera), but organically, as living people grow.  

They remain living and believable, not only as individuals, but as recognisable members of 

successive generations of the same imagined family.  In turn they emÂÏÄÙ ÔÈÅ Ȭ(ÅÉÍÁÔȭ ÏÆ ÅÁÃÈ 

ÇÅÎÅÒÁÔÉÏÎ ÁÎÄ ÉÎ ÔÈÅ ÆÉÌÍÓ ÁÒÅ ÔÈÅ ÉÎÓÔÒÕÍÅÎÔÓ ÔÈÒÏÕÇÈ ×ÈÉÃÈ Ȭ(ÅÉÍÁÔȭ ÉÓ ÔÏÌÄȢ 

To a naïve observer like myself, there seem to be at least four major elements in the 

outcome of such a process:  the skill and intuition of the actor, the skill of the make-up artist, 

often the challenge of casting more than one actor in the role, and, perhaps above all, the 

ÃÏÎÔÉÎÕÉÔÙ ÏÆ ÔÈÅ ÁÕÔÈÏÒȭÓ ÆÁÓÃÉÎÁÔÉÏÎ ×ÉÔÈ ÈÉÓ ÃÈÁÒÁÃÔÅÒȟ ÔÈÅ ÃÏÎÔÉÎÕÉÔÙ ÏÆ ×ÈÁÔ ÔÈÅ ÃÈÁÒÁÃÔÅÒ 

means for him. 

Maria  

In the whole epic, Maria is probably the most magical and satisfying of these longitudinal 

portrayals, while other masterful examples include Ernst and Anton.  Figures such as Eduard, 

Lucie, Marie-Goot and Glasisch age physically through the first cycle, and change in some 

ways, but their personalities do not really grow.  Though magnificent creations, they are 

ȰÃÈÁÒÁÃÔÅÒȱ ÐÁÒÔÓȟ ÖÅÒÙ ÆÕÎÎÙ ÁÎÄ ÍÏÖÉÎÇȟ ÂÕÔ ÏÂÓÅÒÖÅÄ ÌÅÓÓ ÃÏÍÐÌÅÔÅÌÙ ÉÎ ÔÈÅ ÌÏÎÇ ÔÅÒÍȢ  

,ÕÃÉÅȭÓ ÓÃÈÅÍÉÎÇ ÁÎÄ ÒÅÓÉÌÉÅÎÃÅ ÆÏÒ ÉÎÓÔÁÎÃÅ ÁÒÅ ÔÈÅÒÅ ÆÒÏÍ ÔÈÅ ÓÔÁÒÔ, we just see their 

increasingly elaborate results.  Her acquired religiosity is simply another facet of them, as it 

were. 

-ÁÒÉÁ ÉÓ Á ÔÒÉÕÍÐÈ ÏÆ ÔÈÅ ÄÉÒÅÃÔÏÒȭÓ ÉÍÁÇÉÎÁÔÉÏÎ ÁÎÄ ÔÈÅ ÁÃÔÒÅÓÓȭÓ ÓËÉÌÌȢ  3ÈÅ ÇÒÏ×Ó ÁÌÌ 

through the first series and yet she remains believably the same person throughout, there is 

almost nothing that jars.  The changes wrought by age and circumstances, joyful, distressing, 

even tragic, are entirely consistent with her personality, as are the paths she takes.  Less 
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unquestioning and saÔÉÓÆÉÅÄ ×ÉÔÈ ÔÒÁÄÉÔÉÏÎÁÌ ÒÕÒÁÌ ÌÉÆÅ ÔÈÁÎ +ÁÔÈÁÒÉÎÁȟ ÁÎÄ ÌÁÃËÉÎÇ +ÁÔÈȭÓ 

heritage of ancient intuitive instincts (she is after all by birth a Wiegand), she too suffers some 

ÏÆ ÔÈÅ ÆÒÕÓÔÒÁÔÉÏÎÓ ÏÆ Á Ȭ7ÅÇÇÅÈÅÒȭȢ  3ÈÅ ÄÒÅÁÍÓ ÁÔ ÔÉÍÅÓ ÏÆ ÔÒÁÖÅÌ ÁÎÄ Á ÎÅ× ÌÉÆÅȢ  But all her 

emotional energies go outwards to other people, to the family and to Otto.  She is bound by 

the strength of her love for them all, by recognition of their needs, and her need of them.  Her 

conflicts and grief are generated not in an inner life, but in her relationships.  She intuits the 

inner creative drives that propel Paul and her sons, but she does not share them. 

She enters as a warm, sensitive, inexperienced girl, already realistic and intuitive enough to 

recognise quite soon that she will always be second to Apollonia, and able to allow that.  Faced 

×ÉÔÈ ÔÈÅ ÇÒÁÄÕÁÌÌÙ ÃÌÏÓÉÎÇ ÄÏÏÒ ÏÆ 0ÁÕÌȭÓ ×ÉÔÈÄÒÁ×ÁÌȟ ÓÈÅ ÉÓ ÂÅ×ÉÌÄÅÒÅÄȟ ÙÅÔ ×ÈÅÎ ÈÅ 

disappears she retains enough understanding at a deep level to recognise that he has truly 

gone.  At first thÅÒÅ ÉÓ ÊÕÓÔ ÒÁ× ÈÕÒÔȟ ÔÈÅ ÄÅÁÄ ÍÁÒÔÅÎȟ ÔÈÅ ÄÅÁÄ ×ÏÍÁÎȭÓ ÃÌÏÔÈÅÓ ÆÏÕÎÄ ÉÎ ÔÈÅ 

×ÏÏÄÓȟ -ÁÒÉÁȭÓ ÈÙÓÔÅÒÉÁ ɀ what horror is hovering at the edge of her consciousness?  After a 

while she adopts a stubborn resignation, dedicating her life to the children.  She is firm but 

gentle with them, defending them from a harsh world, and from the growing fascist culture.  

Her movements become rather stiff and controlled, and she is sharp with Wilfried and the 

gossiping shopkeeper.  But she has a gentle empathy with Lucie, seeming to identify with her 

frustration. 

Then after ten years, Maria is young and alive again, laughing with Pauline, drinking a little 

more than she is used to, wishing she could start her life again, somewhere far away in the 

×ÏÒÌÄȟ ȰÓÏÍÅÔÉÍÅÓ ) ÆÅÅÌ )ȭÖÅ ÎÅÖÅÒ ÒÅÁÌÌÙ ÌÉÖÅÄ ÁÔ ÁÌÌȱȢ  &ÏÒ /ÔÔÏ ÈÁÓ ÃÏÍÅ ÁÓ ÔÈÅ ÎÅ× ÌÏÄÇÅÒȟ 

and for a moment, feeding him with ham and eggs, Maria is once again the young girl who 

offered chocolate to Paul.  She flowers in this relationship, the tenderness and understated 

intimacyȢ  3ÕÄÄÅÎÌÙ ÔÈÅÒÅ ÉÓ ÔÈÅ ÂÉÔÔÅÒ ÓÈÏÃË ÏÆ 0ÁÕÌȭÓ ÌÅÔÔÅÒȢ  3ÈÅ ÄÏÅÓ ÎÏÔ ËÎÏ× ×ÈÁÔ ÔÏ ÄÏȟ 

ÓÈÅ ÂÅÃÏÍÅÓ ÈÁÒÄ ÏÎ ÈÅÒÓÅÌÆ ÁÎÄ ÏÎ /ÔÔÏȟ ÏÕÔ ÏÆ ÄÕÔÙȟ ÏÕÔ ÏÆ ÆÅÁÒ ÏÆ ȰÕÎÄÅÓÅÒÖÅÄȱ ÈÁÐÐÉÎÅÓÓȟ 

ÏÆ ÃÏÎÆÌÉÃÔȟ ÏÆ ÓÏÃÉÁÌ ÐÒÅÓÓÕÒÅȢ  Ȱ.Ï ÏÎÅ ÁÓËÓ ÍÅ ÈÏ× ) ÆÅÅÌȱȟ ÓÈÅ ÓÁÙÓȢ  3Èe no longer hears Otto.  

(ÅÒ ÉÎÔÕÉÔÉÏÎ ÉÓ ÃÒÕÓÈÅÄȢ  4ÈÉÓ ÉÓ ÔÈÅ ÆÉÒÓÔ ÍÏÍÅÎÔ ÏÆ ÔÒÕÅ ÔÒÁÇÅÄÙ ÉÎ ÔÈÅ ÓÅÒÉÅÓȢ  Ȱ) ÄÉÄ 

ÅÖÅÒÙÔÈÉÎÇ ×ÒÏÎÇȢȱ 

She finds too late that she is pregnant, gives birth to Hermann, and soldiers on through the 

years of war, working as a postwoman.  Her friendship with Martha is touching, they are more 

like sisters than daughter- and mother-in-ÌÁ×Ȣ  4ÈÅÎ ÃÏÍÅÓ /ÔÔÏȭÓ ÁÌÌ ÔÏÏ ÂÒÉÅÆ ÒÅÔÕÒÎȟ ÁÎÄ 

there is a glimpse of the maturity and generosity of the love they could have had if he had 

lived.  4ÈÉÓ ÉÓ -ÁÒÉÁ ÁÓ ×Å ×ÉÌÌ ÁÌ×ÁÙÓ ÒÅÍÅÍÂÅÒ ÈÅÒȟ ÁÎÄ ÁÓ ÓÈÅ ÁÐÐÅÁÒÓ ÁÍÏÎÇ ÔÈÅ ȬÄÅÁÄȭȟ ÁÔ 

the end of the last film of Heimat 1. 

But from then on, bereavement and grief, the absence of her older sons, the war and its 

disorienting aftermath, are ageing her.  She becomes harder and more tensely defended, 

ÓÕÓÐÉÃÉÏÕÓ ÏÆ +ÌßÒÃÈÅÎ ×ÈÅÎ ÓÈÅ ÁÒÒÉÖÅÓȟ ÕÎÁÂÌÅ ÔÏ ÂÅÁÒ ÔÈÅ ÐÒÅÓÅÎÃÅ ÏÆ ÐÏÏÒ 0ÉÅÒÉÔÚȟ /ÔÔÏȭÓ 

assistant.  When her privacy and self-possession are intruded on by American Paul, she is 

honest with him and not unsympathetic, but firmly sets her boundaries.  He cannot give a 

ÓÔÒÁÉÇÈÔ ÁÎÓ×ÅÒ ÔÏ ÔÈÅ ÑÕÅÓÔÉÏÎ ÔÈÁÔ ÔÏÒÍÅÎÔÓ ÈÅÒȡ  ×ÈÙ ÄÉÄ ÈÅ ÌÅÁÖÅ ÈÅÒȩ  Ȱ.Ïȱȟ ÓÈÅ ÓÁÙÓȟ 
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Ȱ$ÏÎȭÔ ÔÒÙ ÔÏ ÅØÐÌÁÉÎȢȢȢȱȟ ÁÎÄ ÈÅÁÒÓ ÔÈÅ ÔÒÕÔÈȡ  Ȱ) ÄÏÎȭÔ ËÎÏ×ȱȢ  &ÉÎÁÌÌÙ +ÁÔÈÁÒÉÎÁ ÄÉÅÓȟ ÁÎÄ -ÁÒÉÁ 

is beyond tears.  We do not see her weep. 

After the war, we begin to see her see her more through the eyes of her children.  First 

Hermännchen as a small boy watches his mother withdraw into that altered adult world.  

Later as an adolescent he is oppressed by her possessiveness and devotion.  She clings to him, 

the last of her sons at home, and all she has left from Otto.  Had Otto lived, they might 

ÔÏÇÅÔÈÅÒ ÈÁÖÅ ÂÅÅÎ ÒÅÌÁØÅÄ ÁÎÄ ÏÐÅÎ ÔÏ×ÁÒÄÓ ÔÈÅ ÂÏÙȭÓ ÒÅÌÁÔÉÏÎÓÈÉÐ ×ÉÔÈ +ÌßÒÃÈÅÎȢ  4ÈÅÙ ÁÒÅ 

shown to be so, perhapÓ ÁÓ ÒÅÃÏÎÃÉÌÉÎÇ ÆÉÇÕÒÅÓ ÉÎ (ÅÒÍÁÎÎȭÓ Ï×Î ÍÉÎÄȟ ×ÈÅÎ ÈÅ ÉÓ ×ÉÔÈ ÔÈÅ 

ÅÑÕÁÌÌÙ ȰÕÎÓÕÉÔÁÂÌÅȱ 'ÉÓÅÌÁ ÉÎ ÔÈÅ ÆÉÎÁÌ ÅÐÉÓÏÄÅȢ  %ÖÅÎ ÁÓ ÉÔ ÉÓȟ -ÁÒÉÁ ÎÅÁÒÌÙ ÓÏÆÔÅÎÓ ÔÏ×ÁÒÄÓ 

+ÌßÒÃÈÅÎȭÓ ÌÅÔÔÅÒȟ ÂÕÔ ÓÈÅ ÈÁÓ ÔÕÒÎÅÄ ÔÏ !ÎÔÏÎ ÔÏ ÈÅÌÐ ÄÅÆÅÎÄ ÈÅÒ ÃÈÉÌÄ ÆÒÏÍ ÔÈÅ ×ÏÍÁÎ ×ÈÏ 

has seemed to betray her trust, and he is only too ready to do so.  Yet she is clearly conflicted 

when she sees the effect of their heavy-handedness on Hermann. 

4ÈÅ ÔÒÁÇÅÄÙ ÉÓ ÔÈÁÔ ÉÔ ÉÓ ÎÏÔȟ ÁÓ !ÎÔÏÎ ÁÎÄ -ÁÒÉÁ ÂÅÌÉÅÖÅȟ +ÌßÒÃÈÅÎ ×ÈÏ Ȱ×ÒÅÃËÓȱ (ÅÒÍÁÎÎȭÓ 

life.  It is his punishing and premature loss of her, which they precipitate, that scars his later 

emotional life and alienates him from his mother for ever.  In the following years this 

distresses her deeply.  She sees him very rarely, and cannot face attending his wedding in 

-ÕÎÉÃÈȢ  3ÈÅ ÒÅÍÁÉÎÓ ÕÎÁÂÌÅ ÔÏ ÍÁËÅ ÓÅÎÓÅ ÏÆ ÈÉÓ ÍÕÓÉÃ ÏÒ ÈÉÓ ÌÉÆÅÓÔÙÌÅȡ  ȱ(Å ÉÓ ÓÏ ÆÁÒ Á×ÁÙ 

ÆÒÏÍ ÍÅȢȢȢ ×ÈÁÔ ÒÅÁÌÌÙ ÈÕÒÔÓ ÉÓ ÔÈÁÔ ×Å ÃÁÎȭÔ ÌÉÓÔÅÎ ÔÏ ÍÕÓÉÃ ÔÏÇÅÔÈÅÒ ÁÎÙÍÏÒÅȱȢ 

For Anton, Maria will always be the mother he had tried and failed to protect from the 

ÔÒÁÕÍÁ ÏÆ 0ÁÕÌȭÓ ÁÂÏÒÔÉÖÅ ÒÅÔÕÒÎ ÉÎ ΫγέγȢ  (Å ÁÃÃÏÍÐÁÎÉÅÄ ÈÅÒ ÔÏ ÔÈÅ ÄÏÃËÓ ÔÈÅÎȟ ÁÎÄ ÎÏ ÄÏÕÂÔ 

gave her support in the following years until he was called up.  During the war he knew she 

would befriend Martha on his behalf.  After her death his memories again are of failing to 

ÍÅÅÔ ÈÅÒ ÅÍÏÔÉÏÎÁÌ ÎÅÅÄÓȢ  (Å ÒÅÍÅÍÂÅÒÓ ÈÅÒ ÒÅÆÕÓÁÌ ÏÆ Á ÓÐÌÅÎÄÉÄ ÃÏÌÏÕÒ 46ȡ  Ȱ"ÕÔ !ÎÔÏÎȟ 

)ȭÍ ÎÏÔ ÂÏÒÅÄȢ  4ÈÁÔȭÓ ÊÕÓÔ ÆÏÒ ÐÅÏÐÌÅ ×ÈÏ ×ÁÎÔ ÔÏ ÄÉÅȢȢȢȱ 3ÈÅ ÓÅÅÓ ÔÈÅ ÏÌÄ ÐÅÏÐÌÅ ÉÎ ÔÈÅ ÖÉÌÌÁÇÅ 

sitting in front of their ÔÅÌÅÖÉÓÉÏÎÓȟ ÁÎÄ ÔÈÉÎËÓȡ  ȰȢȢȢÏÎÅ ÄÁÙ ÔÈÅÙȭÌÌ ÁÌÌ ÄÉÅ ÉÎ ÆÒÏÎÔ ÏÆ ÔÈÅ ÂÏØ ÁÌÌ 

ÁÌÏÎÅȢȢȢ  )Ô ÆÒÉÇÈÔÅÎÓ ÍÅ ȢȢ 4ÁËÅ ÉÔ Á×ÁÙ !ÎÔÏÎȟ ÁÎÄ ÃÏÍÅ ÁÎÄ ÓÅÅ ÍÅ Á ÂÉÔ ÍÏÒÅ ÏÆÔÅÎȢȱ  (Å ÈÁÓ 

ÁÎÏÔÈÅÒ ÆÌÁÓÈÂÁÃË ÔÏ -ÁÒÉÁȭÓ αΪth birthday party, where we (but not he) see her joking happily 

among her friends and family that now looking around she can see who will be there to follow 

her coffin.  But poor Anton arrives very late, and crestfallen. 

%ÒÎÓÔ ÈÁÓ Á ÓÐÅÃÉÁÌ ÐÌÁÃÅ ÉÎ -ÁÒÉÁȭÓ ÈÅÁÒÔȢ  3ÈÅ ÈÏÕÓÅÓ ÈÉÍ ×ÈÅÎ ÈÉÓ ÍÁÒÒÉÁÇÅ ÁÎÄ ÂÕÓÉness 

fail and Anton refuses to help him.  She is tender to him, as Katharina might have been.  Years 

later, through his eyes we see his mother in old age dozing over her lonely meal, leaning 

against that pillar in the kitchen.  He smiles, and for a moment abandons the pursuit of his 

ÕÎÓÃÒÕÐÕÌÏÕÓ ÔÒÁÄÅȢ  )Î ÏÎÅ ÏÆ ÔÈÅ ÐÒÅÃÉÏÕÓ ȰÆÒÁÇÍÅÎÔÓȱ ÉÎ ÔÈÅ Ȱ%ÐÉÌÏÇÕÅȱȟ ÈÅ ÄÁÎÃÅÓ ×ÉÔÈ 

Maria at her 70th birthday party, and in his arms for a moment she becomes young again, in a 

wild memory of Otto, until Martha disapproves and stops them. 

We have other glimpses of Maria in old age.  We see her loneliness, her household work 

like bottling fruit, her sense of duty, and her frustration at being unable to escape from 

Schabbach.  She and Pauline still plan the journeys they never took when they were young, 

and now never will.  Nonetheless she sells the cow, the one practical impediment to travelling, 
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ÁÎÄ ÆÅÅÌÓ ÐÁÉÎ ÁÎÄ ÇÕÉÌÔ ×ÈÅÎ ÔÈÅ ÐÏÏÒ ÂÅÁÓÔ ÉÓ ÒÏÕÇÈÌÙ ÒÅÍÏÖÅÄȢ  !ÇÁÉÎ ÉÎ ÔÈÅ Ȱ%ÐÉÌÏÇÕÅȱ 

ÔÈÅÒÅ ÉÓ ÔÈÅ ÓÐÌÅÎÄÉÄ ȰÆÒÁÇÍÅÎÔȱ ÉÎ ×ÈÉÃÈ Maria at last travels off on her own, to the 

consternation of Anton and Martha whom she does not tell.  No doubt she realises they would 

try to stop or accompany her.  She goes to France to find Apollonia, maybe still seeking 

closure to her ancient questions about Paul.  Apollonia has died, but her daughter comes back 

with Maria for a visit.  Returning to be reproved by her children, Maria finally asserts her 

ÉÎÄÅÐÅÎÄÅÎÃÅȡ  Ȱ.Ï× ÊÕÓÔ ÓÔÏÐ ÔÈÁÔȟ -ÁÒÔÈÁȟ ) ÃÁÎ ÄÏ ÁÎÄ ÌÅÁÖÅ ÕÎÄÏÎÅ ×ÈÁÔ ) ×ÁÎÔȢ  )ȭÍ ÁÎ 

adult, ÁÆÔÅÒ ÁÌÌȢȱ 

We see little else of her before her funeral, and nothing of her last illness.  At the funeral, 

,ÏÔÔÉȟ ÉÎ ÁÎÏÔÈÅÒ ȰÆÒÁÇÍÅÎÔȱȟ ÉÓ ÔÏÕÃÈÅÄ ÔÈÁÔ ÔÈÅÒÅ ÁÒÅ ÓÏ ÍÁÎÙ ÐÅÏÐÌÅȡ  Ȱ!ÎÄ ÔÈÅÙȭÖÅ ÁÌÌ ÃÏÍÅ 

ÂÅÃÁÕÓÅ ÏÆ -ÁÒÉÁȟ ÁÓ ÔÈÏÕÇÈ ÓÈÅ ÈÁÄ ÂÅÅÎ ÏÕÒ ÍÏÔÈÅÒȢȱ  Ȱ 3Ï ÓÈÅ ×ÁÓȟ ÔÏÏȦȱ ÍÕÍÂÌÅÓ 'ÌÁÓÉÓÃÈȢ 

Although the truth of the characterisation lies in the rich, intuitive script, the part gains 

immeasurably from being played by the same person throughout.  In later years the make-up 

is at times a little heavy in close-up, but otherwise the performance itself is almost totally 

believable, and very moving.  It was a great achievement for a young and relatively 

inexperienced actress to perform and live with this role into old age.  She becomes the living 

heart of the whole first cycle. 

Anton and Ernst 

Anton and Ernst remain throughout their lives recognisably sons of Paul and Maria, and 

grandsons of Katharina, in their different ways.  Both have suffered from the loss first of Paul, 

then of Otto, and from the start reacted in ways that each resents in the other.  Both are 

capable of so much sensitivity, both are stubborn in pursuit of their own self-determination, in 

mutually antagonistic ways.  Together they bind the world of Heimat 3 to its roots in the 

world of the fiÒÓÔ (ÅÉÍÁÔȢ  4ÈÅ Ȱ&ÏÏÔÓÌÏÇÇÅÒȱ ÍÅÔÁÐÈÏÒÉÃÁÌÌÙ ÁÎÄ ÔÈÅ Ȱ!ÉÒÍÁÎȱ ÌÉÔÅÒÁÌÌÙ ÂÏÔÈ 

have clods of Hunsrück clay on their boots ɀ ÉÔȭÓ ÏÎÌÙ (ÁÒÔÍÕÔ ÉÎ ÔÈÅ ÎÅØÔ ÇÅÎÅÒÁÔÉÏÎ ×ÈÏ 

weakly wipes it off his shoe before it muddies the Porsche. 

Nonetheless, the brothers quarrel fiercely throughout their adult lives.  Reproached, with 

ÇÏÏÄ ÒÅÁÓÏÎȟ ÂÙ !ÎÔÏÎ ÄÕÒÉÎÇ ÔÈÅ ÆÕÎÅÒÁÌ ÍÅÁÌȟ %ÒÎÓÔ ÓÈÏÕÔÓ Ȱ$ÏÎȭÔ ÔÁËÅ ÔÈÁÔ ÔÏÎÅ ×ÉÔÈ ÍÅȟ 

ÙÏÕȭÒÅ ÎÏÔ ÍÙ ÆÁÔÈÅÒȢ  3ÉÎÃÅ ×Å ×ÅÒÅ ÃÈÉÌÄÒÅÎ ÙÏÕȭÖÅ ÂÅÅÎ ÔÒÙÉÎÇ ÔÏ ÏÒÄÅÒ ÍÅ ÁÒÏÕÎÄȦȱȢ  9ÅÁÒÓ 

earlier one touching effort at reconciliation ends with Anton saying:  Ȱ%ÒÎÓÔȟ ÍÁÎȟ ) ÄÏÎȭÔ 

ÕÎÄÅÒÓÔÁÎÄ ÙÏÕȱȟ ÁÎÄ %ÒÎÓÔ ÒÅÐÌÙÉÎÇȡ  Ȱ.Ï ×ÏÎÄÅÒȟ ) ÏÆÔÅÎ ÄÏÎȭÔ ÕÎÄÅÒÓÔÁÎÄ ÍÙÓÅÌÆȱȢ  Not only 

ÁÒÅ %ÒÎÓÔȭÓ ÁÔÔÉÔÕÄÅÓ ÔÏ ÌÉÆÅ ÔÈÅ ÁÎÔÉÔÈÅÓÉÓ ÏÆ !ÎÔÏÎȭÓȟ ÎÏÔ ÏÎÌÙ ÄÏÅÓ %ÒÎÓÔ Âehave shockingly in 

ÔÒÁÄÉÎÇ ÆÏÒ ÈÉÓ Ï×Î ÕÎÓÃÒÕÐÕÌÏÕÓ ÅÎÄÓ ÏÎ !ÎÔÏÎȭÓ ÒÅÐÕÔÁÔÉÏÎȟ ÂÕÔ ÔÈÅÒÅ ÉÓ Á ÈÉÓÔÏÒÙ ÏÆ ÂÉÔÔÅÒ 

ÅÎÖÙ ÂÅÔ×ÅÅÎ ÔÈÅÍȟ ×ÈÉÃÈ ÆÒÏÍ !ÎÔÏÎȭÓ ÓÉÄÅ ÁÔ ÌÅÁÓÔ ÉÓ ÕÎÁÃËÎÏ×ÌÅÄÇÅÄȢ  "Ù ÔÈÅ ΫγίΪÓȟ ×ÈÅÎ 

all three brothers are living in the Hunsrück, though Glasisch still says Anton was always 

-ÁÒÉÁȭÓ ÆÁÖÏÕÒÉÔÅ ÓÏÎȟ ÉÎ ÃÒÕÅÌ ÆÁÃÔ ÂÏÔÈ %ÒÎÓÔ ÁÎÄ (ÅÒÍÁÎÎ ÈÁÖÅ ÂÅÃÏÍÅ ÅÁÓÉÅÒ ÆÏÒ ÈÅÒ ÔÏ 

ÌÏÖÅȢ  4Ï ÃÏÍÐÏÕÎÄ ÔÈÅ ÉÎÊÕÒÙ !ÎÔÏÎȭÓ Ï×Î ÆÁÔÈÅÒȟ 0ÁÕÌȟ ×ÈÏ ÓÈÁÒÅÓ ÁÎÄ ÁÔ ÆÉÒÓÔ ÕÎÄÅÒ×ÒÉÔÅÓ 

his entrepreneurial skills, later ÈÁÓ ÌÉÔÔÌÅ ÔÉÍÅ ÆÏÒ ÈÉÍȟ ÁÎÄ ÐÒÅÆÅÒÓ ȰÐÌÁÙÉÎÇ ÔÏÙ ÔÒÁÉÎÓ ȱ ×ÉÔÈ 

(ÅÒÍÁÎÎȟ ÔÈÅ ÍÅÒÅ ȰÁÒÔÉÓÔȱȢ 
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!ÎÔÏÎȭÓ ÌÉÆÅ ÉÓ ÍÏÒÅ ÓÉÎÇÌÅ ÔÒÁÃË ÁÎÄ ÐÒÅÄÉÃÔÁÂÌÅ ÔÈÁÎ %ÒÎÓÔȭÓ ÏÒ (ÅÒÍÁÎÎȭÓȢ  !Ó Á ÃÈÉÌÄȟ ÓËÉÌÌ 

with a camera becomes his main channel for communication with other children, and a talent 

fostered lovingly by his mother, maybe in memory of Paul.  Eduard too is something of a role 

model in this respect.  Anton is devoted to Otto, yet he stays close to his mother when Otto 

leaves, sharing but unable to alleviate her distress.  The child actor of Anton is quite 

convincing as a childhood version of the mature man, but the actor of Anton the young soldier 

is a very different person.  However, his experiences still make sense in the history of the 

character:  a helpless witness of barbaric executions, he takes refuge in the intricacies of the 

camera.  In later years, it is only in technology that he like Paul will have the confidence to 

venture and succeed.  His way will be one of craftsmanship, probity, responsibility and 

control.  On the stubborn walk home across the width of Europe he obsesses over his plan for 

Simon Optik.  His temporary dissociation from his family on return is not so different from 

ÔÈÅ ÙÏÕÎÇ 0ÁÕÌȭÓȟ ÅØÃÅÐÔ ÔÈÁÔ ÔÈÅ ×ÏÒÌÄ ÈÁÓ ÃÈÁÎÇÅÄȟ ÁÎÄ ÈÅ ×ÉÌÌ ÂÅ ÉÎ Á position to realise his 

ambitions, not in a foreign land, but in Schabbach.  Anton will never voluntarily travel away 

ÁÇÁÉÎȢ  (ÉÓ ÆÌÉÇÈÔ ÉÓ ÉÎÔÏ ÈÉÓ Ȭ(ÅÉÍÁÔȭȟ ÎÏÔ ÏÕÔ ÏÆ ÉÔȢ 

%ÖÅÎ ÓÏ ÔÈÅÒÅ ÁÒÅ ÍÙÓÔÅÒÉÅÓȢ  )Ô ÒÅÍÁÉÎÓ ÈÁÒÄ ÔÏ ÕÎÄÅÒÓÔÁÎÄ ÈÏ× ÔÈÅ ȰÂÒÏÏÄÉÎÇ ÉÎÖÅÎÔÏÒȱ ÏÆ 

the early days of Simon Optik, the shrewd, principled, sober, rather puritanical entrepreneur, 

should have embraced the vulgar opulence of his house and lifestyle in Heimat 3.  Maybe it is 

just one aspect of the single-minded focus inherited from Paul, that he lacks sensitivity to his 

material surroundings?  

The relation of Anton and Mara is another intriguing complication, both moving and 

disturbing ɀ ×ÉÄÏ×ÅÄ !ÎÔÏÎȭÓ ÅÍÏÔÉÏÎÁÌ ÎÅÅÄȟ ÈÉÓ ÅÎÖÙ ɉÏÎÃÅ ÁÇÁÉÎɊ ÏÆ ÈÉÓ Ï×Î ÓÏÎ ÔÏ ×ÈÏÍ 

he had given everythÉÎÇ ÔÈÁÔ ÄÉÄÎȭÔ ÍÁÔÔÅÒ ÁÎÄ ÎÏÔÈÉÎÇ ÔÈÁÔ ÄÉÄȟ ×ÈÏ ÄÉÓÁÐÐÏÉÎÔÅÄ ÈÉÍ ÂÙ ÎÏÔ 

being able to break the emotional chains he had himself imposed.  Only Mara is free enough 

from the history of his dominance to love him in a dignified and adult way, as simply who he 

is, without hatred or ambivalence at the same time.  Anton needs success for his children, for 

his workforce and for his footballers, and reconciliation of couples within his family - not only 

for their sakes, but as affirmation of his own mastery and his own world view.  This dominance 

is also genuinely his way of love, witness his sensitivity to Hermann's situation, on the football 

field the day before he died. 

Ernst is one of the greatest creations of the Heimat films, full of contradictions, 

unfulfilment, and mystery:  generous, open-hearted, mischievous, angry, retentive and 

ÄÅÖÉÏÕÓȢ  (Å ÉÓ Á Ȱ7ÅÇÇÅÈÅÒȱ ×ÈÏ ÎÅÖÅÒ ÇÏÔ Á×ÁÙȟ ÓÈÁÃËÌÅÄ ÔÏ 3ÃÈÁÂÂÁÃÈȟ ÆÉÒÓÔ ÂÙ ÆÁÉÌÕÒÅ ÔÏ 

make his mark elsewhere, finally by his dubiously acquired Nibelungen hoard. 

As a twelve-year-old, distraught with hatred of the unknown father who has driven Otto 

away, Ernst fights with Anton in the meadow and refuses to stay at home.  He finds his ideal 

life too soon, as a fighter pilot in the war, and is unable to accept its loss.  Various ventures in 

the black market, a buccaneering helicopter business and the upwardly mobile marriage 

which subsidises it, all fail.  However Ernst is a survivor, and years of unscrupulous dealing in 

antiques lead to his last incarnation as a reclusive and very wealthy art collector.  He claims to 
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have started collecting just for something to do, it did not really suit him, but now it has 

become an addiction.   

Beneath his deviousness and self absorption there remains a child, and a warm heart.  In 

middle age, a glimpse of his mother and the rediscovery of his first toy glider can transform 

this cynical antique dealer into a small boy leaping onto the muck-ÈÅÁÐ ÁÆÔÅÒ ÈÉÓ ÐÌÁÎÅ ȡ  Ȱ$ÉÄ 

ÙÏÕ ÓÅÅȟ !ÎÔÏÎȟ ÉÔ ÓÔÉÌÌ ÆÌÉÅÓȦȱ !Ó ×Å ÈÁÖÅ ÓÅÅÎȟ ÈÅ ÐÒÏÂÁÂÌÙ ÒÅÍÁÉÎÓ ÃÌÏÓÅÒ at heart to his 

mother than either of his brothers. 

He is a loner, despising others, mistrusted by them, flying away from mundane situations, 

yet lonely and seeking family ties, but only on his own terms.  He wants to be a father, but is 

in fact more of a conspiratorial elder brother to the young Hermann (and latterly, and 

movingly, the old one), to Tobi, and of course to Matko ɀ but though he loves them, he lets all 

of them down.  His growing affection for Matko is complex and very touching - especially in 

the sense that he is recreating for Matko what he himself as a boy received and lost from Otto, 

and then, like Otto, he is gone. 

Scornful of authority, but in the end an unsuccessful entrepreneur, he is too much like his 

own father, lacking antennae, misreading signals, inward looking, even arrogant.  In old age 

his creative and adventurous ideas fail through his impatient, angry, embattled over-

ÃÏÎÆÉÄÅÎÃÅȢ  3Ï ÈÅ ÃÏÍÅÓ ÔÏ ÇÒÉÅÆ ÉÎ ÔÈÅ %ÁÓÔ ÂÙ ÎÏÔ ÈÅÅÄÉÎÇ 4ÏÂÉȭÓ ×ÁÒÎÉÎÇÓȟ ÁÎÄ ÈÉÓ ÍÕÓÅÕÍ 

plan is rejected because of his blunt failure to connect with the village - though actually the 

plan stems from an innerly driven creativity and will to redeem himself, not primarily a 

response to the perceived needs of Schabbach. 

In the busy first half of Heimat 3 there are several welcome interludes of stillness, humour 

and open-heartedness around the appearance of Ernst ɀ his first meeting with Hermann at the 

mill, his delight at being allowed to sit in the cockpit of the military jet, the splendid progress 

of Lenin, the tender gift to Galina of an antique cradle. 

At the last meeting of the two brothers through the wire fence ɀ so intimate, so alike ɀ 

Ernst has another still moment, now of grief and self-doubt, but tragically it is lost.  And then 

in the strange inverted rÅÐÌÁÙ ÏÆ ÔÈÅ ÅÎÃÏÕÎÔÅÒȟ ×ÈÅÎ (ÁÒÔÍÕÔ ÔÅÌÌÓ ÈÉÍ ÏÆ !ÎÔÏÎȭÓ ÄÅÁÔÈȟ 

Ernst is shaken by the flight of the wild geese ɀ in his grief and guilt, does the grandson of 

+ÁÔÈÁÒÉÎÁ ÈÅÁÒ ÔÈÅ Ȭ×ÉÌÄÅ *ÁÇÄȭȩ  ,ÁÔÅÒȟ ÔÏÏ ÌÁÔÅȟ ÔÈÅÒÅ ÉÓ ÈÉÓ ÇÒÅÁÔ ÒÅÄÅÅÍÉÎÇ ÓÐÅÅÃÈ ÁÔ !ÎÔÏÎȭs 

grave, mourning from the heart and reproaching the loss of so much that with his own death 

would finally be gone. 

Finally comes the angry risk-taking that leads to his crash, his death the outcome of a 

ÃÁÕÓÁÌ ÃÈÁÉÎ ȰÅÎÔÉÒÅÌÙ ÃÏÎÓÉÓÔÅÎÔ ×ÉÔÈ ÈÉÓ Ï×Î ÃÈÁÒÁÃÔÅÒȱ ÁÓ %ÄÇÁÒ 2ÅÉÔÚ ÏÎÃÅ ×ÒÏÔÅ ÏÆ ÁÎÏÔÈÅÒ 

ÍÁÎȭÓ ÁÃÃÉÄÅÎÔ81.  Though an accident, it is also a way out of what he would see as the worst 

ÆÁÔÅ ÏÆ ÁÌÌȟ ȰÔÈÅ ÓÌÏ× ÄÉÓÁÐÐÅÁÒÉÎÇ ×ÉÔÈÏÕÔ ÔÒÁÃÅȱȢ  "ÕÔ ÁÆÔÅÒ ÔÈÁÔȟ ÁÌÍÏÓÔ ÃÏÍÐÌÅÔÅ ÓÉÌÅÎÃÅȢ  

                                                   

81 Edgar Reitz: Drehort Heimat (2004), p.64 
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There is no footage of his funeral, and very little mourning, apart from the anguished clip of 

(ÅÒÍÁÎÎ ×ÅÅÐÉÎÇ ÉÎ #ÌÁÒÉÓÓÁȭÓ ÌÁÐȟ ÁÎÄ ÐÏÏÒ -ÁÔËÏȭÓ ÃÅÒÅÍÏÎÙ ×ÉÔÈ ÔÈÅ ÃÁÒÎÁÔÉÏÎÓȢ 

These figures of the brothers are the anchors of the epic.  Like Maria they are drawn with 

great truth and intuitive depth.  One can watch their scenes again and again, and find ever 

more detail.  The richness of both characters owes much to the presence and experience of the 

two actors who play them in maturity.  They stand like bastions against the pressures imposed 

on the production of Heimat 3.  Though they do not appear in Heimat 2 the older brothers are 

no less significant to the work as a whole than Hermann himself. 

§ 

)Î 2ÏÂÅÒÔ "ÕÓÃÈȭs documentary about Heimat 2, Edgar Reitz speaks about the process of 

casting:   

Ȱ)ÔȭÓ ÁÌ×ÁÙÓ ÓÕÃÈ Á ÒÅÍÁÒËÁÂÌÅ ÔÈÉÎÇȟ ÏÎÅ ×ÒÉÔÅÓȟ ÁÎÄ ÔÈÉÎËÓ ÔÈÁÔ ÏÎÅ ÈÁÓ ÔÈÅ ÃÈÁÒÁÃÔÅÒÓ 

ÃÌÅÁÒÌÙ ÂÅÆÏÒÅ ÏÎÅȭÓ ÅÙÅÓȢ  7ÈÉÌÅ ×ÒÉÔÉÎÇȟ ) ÌÉÖÅ ×ÉÔÈ ÔÈÅ ÃÈÁÒÁÃÔÅÒÓ ÁÓ ÔÈÏÕÇÈ ÔÈÅÙ ÅØÉÓÔȢ  

But as soon as I look for an actor for the casting, I realise that is all an illusion... ...In 

the moment before you get to know an actor who inspires you in some way, the 

imagination starts to transform the character into the actor.  In the process I meet the 

character for the second time, quite differently from how I do when I am writing, in a 

×ÁÙ ÔÈÁÔ ÉÓ ÕÎÍÉÓÔÁËÁÂÌÙ ÉÎÄÉÖÉÄÕÁÌ ÁÎÄ ÐÅÒÓÏÎÁÌȢȱ82 

The complexity of casting in this intuitive way must be multiplied when more than one actor 

is needed to portray the same character at successive ages through a long life. 

There are a few uncomfortable discontinuities in important supporting roles in Heimat.  

We miss the personality of the young Pauline after the first two parts of Heimat 1, although the 

older actress is not really so dissimilar.  On first viewing there is another jolt in part 8, when 

the latest version of Lotti emerges, but by the time one watches it again it is this older Lotti 

who has endeared herself to us and become identified with the part.  The Schnüßchen of 

Heimat 2 is nothing like her predecessor in Heimat 1, but then the latter is such a tiny part that 

it is not a problem, and the same applies to Gisela in Heimat 3, though the dissimilarity is a 

little more noticeable in her case.  Among the leading long-lived characters it is of course Paul 

who suffers most from the difficulty of casting. 

Paul  

Paul is an intriguing and mysterious character, especially as played by the young actor in 

the first part of Heimat 1.  We understand that maybe in the War he has had experiences that 

set him apart from his family and village, and his best friend has died.  In the overall structure 

ÏÆ ÔÈÅ 4ÒÉÌÏÇÙ ÈÅ ÉÓ Á ÂÅÁÒÅÒ ÏÆ ÔÈÅ ÃÏÎÃÅÐÔ ÏÆ ÔÈÅ ÏÎÅ ×ÈÏ ÇÏÅÓ Á×ÁÙȟ ×ÈÏ ÉÓ ȰÈÏÍÅÓÉÃËȱ ÆÏÒ 

unknown distant places.  He has absences, as when for example a fly walks over his face in a 

clip in the Fragmente.  Like his mother he is intuitively in touch with another dimension of 

                                                   

82 Robert Busch: DREHORT HEIMAT Bonus-disc : Bis zum Augenblick der Wahrheit 1987 
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ÒÅÁÌÉÔÙȟ ÓÅÅÍÉÎÇ ÔÏ ÓÅÅ Á ÖÉÓÉÏÎ ÏÆ ÈÉÓ ÄÅÁÄ ÆÒÉÅÎÄ (ÅÌÍÕÔȟ ÂÕÔ ÈÅ ÌÁÃËÓ +ÁÔÈÁÒÉÎÁȭÓ ÓÔÒÏÎÇ 

down to earth ability to trust her own intuition.  Attractive to women, and probably hungry 

for relationship, he is torn between Apollonia and Maria, and takes refuge in his fascination 

with wireless technology.  Maybe shocked by discovering the dead woman, and perhaps 

sensing the unspoken reaction of the village (as betrayed by the ancient Glasisch in another 

ÃÌÉÐ ÉÎ ÔÈÅ Ȭ%ÐÉÌÏÇÕÅȭɊȟ ÕÎÓÅÔÔÌÅÄ ÂÙ ÔÈÅ ÉÎÃÉÄÅÎÔ ÏÆ ÔÈÅ ÐÉÎÅ-marten and the trap he sets for it, 

he walks away ɀ from what?  From the demands of home and family and work on the land, the 

intensity of his inner hunger and maybe murderous anger, his feeling trapped ɀ who knows?  

The strength of the characterisation is that one knows no more about this fictional figure than 

about any other person in real life, and no more than maybe he knows about himself, and yet 

one is entirely convinced by its authenticity. 

Then in part 8 of Heimat 1 there is the disturbing discontinuity of Paul returning as quite 

literally another man.  The problem appears to come as much as anything from the casting.  

There seems to be nothing in the script itself that jars, if one imagines it played by the original 

actor as an older man, with his original presence and resonance.  This might be less true for 

the script of episodes 10 and 11, as maybe by that time the new actor had himself interacted 

with and influenced the later scripts.  It is hard to see anything of the original Paul in the 

brash, foolish American tycoon who rejects Anton and all he stands for in Film 10.  Yet Paul as 

a very elderly man looks and even behaves in some ways like Anton himself in old age.  When 

Anton, for instance, grandly presents Hermann with a horseshoe from the old smithy, to be 

fixed to the Günderode House, there is a conscious echo of Paul overseeing the fixing of his 

plaque on the wall of the Simon house.  Both father and son have become strong, 

authoritarian men, justly proud of their self-made success, and it would make sense for that to 

have moulded them in similar ways.  In the last episode of Heimat 1 Paul seems to have 

returned to the Hunsrück to stay with AnÔÏÎȟ ÆÏÒ -ÁÒÉÁȭÓ ÆÕÎÅÒÁÌȢ  (Å ÓÐÅÁËÓ ÏÆ ÈÁÖÉÎÇ 

travelled the world without ever knowing where he was at home.  Although he is very frail and 

appears to be nearing death during the Kirmes, we do not know when or where he dies.  For 

the purposes of Heimat 3 ÈÅ ÉÓ ÁÓÓÉÇÎÅÄ Á ÐÌÁÃÅ ÏÎ ÔÈÅ 3ÉÍÏÎ ÆÁÍÉÌÙ ȰÇÒÁÖÅÓÔÏÎÅȱ ÁÔ ÔÈÅ 

.ÕÎËÉÒÃÈÅȟ ×ÉÔÈ Á ÄÁÔÅ ÉÎ ÔÈÅ ÙÅÁÒ ÆÏÌÌÏ×ÉÎÇ -ÁÒÉÁȭÓȟ ×ÈÉÃÈ ÃÏÕÌÄ ÉÍÐÌÙ ÔÈÁÔ ÈÅ ÉÓ ÓÕÐÐÏÓÅÄ ÔÏ 

have remained in Schabbach and died there. 

§ 

)Î ÔÈÅ ÐÁÓÓÁÇÅ ÆÒÏÍ 2ÏÂÅÒÔ "ÕÓÃÈȭÓ ÄÏÃÕÍÅÎÔÁÒÙ ÑÕÏÔÅÄ earlier, Edgar Reitz continues:  

Ȱ4ÈÅÒÅ ÁÒÅ ÁÌ×ÁÙÓ ÁÃÔÏÒÓ ÉÎ ×ÈÏÍ ÔÈÅÒÅ ÉÓ ÁÎ ÉÎÎÅÒ ÍÙÓÔÅÒÙȢ  4ÈÅ ÃÈÁÒÁÃÔÅÒ ÉÓ ÉÎ Á ÍÙÓÔÅÒÉÏÕÓ 

way miscast, and in the actor there lives a mysterious kind of opposition to the whole thing, or 

an endless depth of undeclared or undeclarable motives.  And to guess at that and to work 

×ÉÔÈ ÉÔ ÉÓ ÔÒÕÌÙ ÂÅÁÕÔÉÆÕÌȢȱ  4ÈÉÓ ÓÅÅÍÓ ÔÏ ÈÁÖÅ ÂÅÅÎ ÔÈÅ ÃÁÓÅ ×ÉÔÈ ÂÏÔÈ (ÅÒÍÁÎÎ ÁÎÄ #ÌÁÒÉÓÓÁȢ  

The actors of both parts have spoken about it too. 

Hermann and Clarissa 

Hermann himself is another enigmatic character whose earliest hopes are largely 

unfulfilled, in spite of his eventual material success.  Again the role is played by different 
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actors ɀ but except in the case of the unconvincing 40-year-old Hermann towards the end of 

Heimat 1 this is not necessarily a problem, since Hermann of Heimat 2 is in many ways a 

credible reincarnation of his teenage self.  But some of the light and warmth has gone out of 

the person, perhaps not because it is another actor, but through the pain inflicted on the 

younger Hermann in the previous series.  In documentaries, the actor himself has a funnier 

and more positive personality than his character.  On film, Hermann has consciously rejected 

and lost access to an open, vulnerable part of his creative self, which was so badly hurt.  For a 

long while he is in flight from falling in love, and when he almost accidentally slides into 

marriage, it is too soon and to the wrong person.  There is something shallow about this 

Herman:  he looks down on Clemens, he would choose ÔÈÅ ÃÌÏÃË×ÏÒË ÎÉÇÈÔÉÎÇÁÌÅ Ȱ×ÉÔÈ ÎÏ 

ÓÏÕÌȱȢ  !Ì×ÁÙÓ ÉÎ Heimat 2 there is the hope that the open-hearted creative Hermann of the 

time with Klärchen will re-emerge, but except in small glimpses, as in his night with 

Marianne, it does not.  With him has disappeared the only one of the Hermanns who could 

ÃÏÎÖÉÎÃÉÎÇÌÙ ÈÁÖÅ ÂÅÃÏÍÅ Á Ȱ×ÏÒÌÄ ÃÌÁÓÓ ÍÕÓÉÃÉÁÎȱȢ  -ÅÁÎ×ÈÉÌÅ Á ÍÏÒÅ ÃÏÍÐÌÅØȟ ÆÕÎÎÉÅÒȟ 

sadder, less secure, more self-centred, and ultimately rather passive person stumbles through 

to adulthood.  Throughout Heimat 2 he is functioning and maturing, becoming an effective 

musician, "successful" in the conventional sense, at the level of the "sorcerer's apprentice".  At 

the same time there is the complementary figure of Juan.   Is it possible that Juan represents 

the Sorcerer, the Shaman, without access to whom within himself Hermann can never attain 

his full stature?  Whereas Juan, with no Apprentice, no recognised practical achievement, 

remains in some eyes a failure?  

After watching Heimat 2 one hoped that in Heimat 3 Apprentice and Sorcerer would 

integrate and Hermann would produce work musically at the level of Heimat itself.  But the 

Hermann of Heimat 3, though played by the same actor, is, as Henry Arnold himself has said, 

now a quite different person:   

Ȱ)t didÎȭÔ ÈÅÌÐ ÈÁÖÉÎÇ ÐÌÁÙÅÄ ÈÉÍ ÉÎ Heimat 2, because he has become a quite different 

man...  What he has rather lost is his forward drive to want to go further with his 

music and composing.  I accepted it because it was the storyline, but it was strange to 

me ɀ ... I had to find another way of thinking myself into it, a different tempo, a 

ÄÉÆÆÅÒÅÎÔ ×ÁÙ ÏÆ ÍÏÖÉÎÇȱ83  

We can only mourn the circumstances that prevented the production of another Heimat series 

directly after the end of Heimat 2, which might have bridged the disconcerting gap. 

All through the second and third series Hermann is the person to whom things happen, 

rather than the one who makes them happen.  On the other hand many of the stories in the 

films are told as his memories.  In a sense, though not ÌÉÔÅÒÁÌÌÙȟ ÈÅ ÉÓ ÔÈÅ ÉÎÖÉÓÉÂÌÅ Ȱ)ȱ ÏÆ ÔÈÅ 

narrative, and too many of what might have been his more interesting characteristics seem to 

ÈÁÖÅ ÂÅÅÎ ÇÉÖÅÎ ÔÏ ÏÔÈÅÒ ÆÉÇÕÒÅÓȢ  (Å ÉÓ ÓÅÅÎ ÁÓ Á ȰÒÉÄÄÌÅȱȢ  Ȱ4ÈÁÔȭÓ ÂÅÃÁÕÓÅ ÈÅ ÉÓ ÁÎ ÁÒÔÉÓÔȟ ÔÈÁÔ 

                                                   

83 VPRO TelevisÉÏÎ $ÏÃÕÍÅÎÔÁÒÙ ΫγȢΫάȢάΪΪή Ȱ/ÖÅÒ (ÅÉÍÁÔȱ.   
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always makes one a bit of a riddle, he is always having to look for his artistic inspiration... he is 

ÁÌ×ÁÙÓ ÉÎ ÄÅÖÅÌÏÐÍÅÎÔȟ ÁÌ×ÁÙÓ ÉÎ ÓÅÁÒÃÈ ÏÆ ÈÉÍÓÅÌÆȢȱ84 

Clarissa is another figure whose actress was uncomfortable with the character.  In the same 

Dutch TV documentary, Salome Kammer says:   

Ȱ4he Clarissa in Die Zweite Heimat always gave me a problem because she was always 

hiding in a cocoon and not coming out, always in flight...  By the end of the filming I 

×ÁÓ ÒÅÁÌÌÙ ÕÎÈÁÐÐÙ ×ÉÔÈ ÔÈÉÓ ÃÈÁÒÁÃÔÅÒȣ ÓÈÅ ×ÁÓ ÓÏ ÃÌÏÓÅÄ ÉÎȟ ÁÎÄ ÓÈÅ ÄÏÅÓÎȭÔ ËÎÏ× 

×ÈÅÒÅ ÓÈÅ ×ÁÎÔÓ ÔÏ ÇÏ ÏÒ ×ÈÁÔ ÓÈÅ ×ÁÎÔÓȢ  3ÈÅ ÃÏÕÌÄÎȭÔ ÔÒÕÓÔ ÈÅÒÓÅÌÆ ÔÏ ÌÅÔ ÈÅÒ ÆÅÅÌÉÎÇÓ 

ÆÌÏ×ȟ ÔÈÁÔ ÒÅÁÌÌÙ ÔÏÒÍÅÎÔÅÄ ÍÅȢȱ  

But the actress says she was much happier with the older, more cosmopolitan Clarissa of 

Heimat 3, where she could build up a character that was different from herself. 

One of the intertitles in Heimat-Fragmente ÓÕÍÓ ÕÐ #ÌÁÒÉÓÓÁ ÁÓ Ȱtravelling in a dream that 

ÏÔÈÅÒÓ ÈÁÖÅ ÄÒÅÁÍÔȱȢ  4ÈÉÓ ÉÓ Á ÆÁÉÒ ÄÅÓÃÒÉÐÔÉÏÎ ÏÆ ÈÅÒ ÉÎ Heimat 2.  She has been oppressed all 

her life by her mothÅÒȭÓ ÁÍÂÉÔÉÏÕÓ ÄÒÉÖÅ ÔÏ ÍÁËÅ ÈÅÒ Á ÇÒÅÁÔ ÃÅÌÌÉÓÔȟ ÁÎÄ ÂÙ ÔÈÅ ÕÎÓÁÖÏÕÒÙ 

attentions of the wealthy local doctor, whose patronage she sees as indispensible for 

furthering her career.  She is beautiful, highly intelligent and intuitive, and insecure.  She loves 

her cello and her music, and is a very gifted musician, but ultimately abandoning the cello 

altogether is the only way to escape the emotional blackmail from the mother and the patron.  

(ÅÒ ÍÁÒÒÉÁÇÅ ÉÓ ÁÌÓÏ Á ×ÁÙ ÏÆ ÔÒÁÖÅÌÌÉÎÇ ÉÎ ÁÎÏÔÈÅÒ ÐÅÒÓÏÎȭÓ ÄÒÅÁÍȟ that of Volker, who is a 

warm person and in many ways more mature than Hermann, but all too solidly present to 

ÆÕÌÆÉÌ ÈÅÒ ÎÅÅÄ ÆÏÒ ÓÏÍÅÏÎÅ ÁÓ ÅÌÕÓÉÖÅ ÁÓ ÈÅÒÓÅÌÆȟ ×ÈÏ ×ÏÕÌÄ ÌÅÁÖÅ ÈÅÒ ȰÆÒÅÅȱȢ  4ÅÍÐÏÒÁÒÉÌÙ ÁÔ 

least, she finds an unconditional, sustaining relationship with Camilla, the American 

ÔÒÏÍÂÏÎÉÓÔȢ  3ÉÎÇÉÎÇ ×ÉÔÈ #ÁÍÉÌÌÁȭÓ ÇÒÏÕÐ ÏÆ ×ÏÍÅÎ ÍÕÓÉÃÉÁÎÓ ÓÈÅ ÌÉÔÅÒÁÌÌÙ ÆÉÎÄÓ ÈÅÒ ÖÏÉÃÅ ÁÎÄ 

her instrument.  Ultimately she will surmount the fear of loss, both of freedom and of love, 

that has dominated herself and Hermann in Heimat 2, leaving them deeply connected but 

agonisingly unable to commit to each other except as muses and anima figures. 

Nearly twenty years later, at the start of Heimat 3, ÔÈÅ ȰÍÁÇÉÃȱ ÈÁÓ ÇÏÎÅ, Hermann and 

Clarissa as their actors explain, have radically changed, they seem at first little more than 

bearers of the concepts of the intellectual at a loss in a changing world, and of the musician 

struggling to reconcile the demands of the art and of a stable relationship.  Since the actors 

remain the same, the loss of continuity seems due to other causes, maybe the circumstances 

enforcing the long gap between the two productions, maybe also a change in the meaning of 

these two characters to the author.  Hermann is still rather passive, with a wry wit, but the 

energy and enthusiasm for experimentation are lost.  Clarissa has acquired an outgoing social 

manner and organising ability, and shows great charm and empathy and no little humour.  

The fear of deep feelings has gone, but inwardly she is still vulnerable, and they are both under 

ÓÔÒÅÓÓ ÉÎ ÔÈÅÉÒ ×ÏÒËÉÎÇ ÌÉÖÅÓȢ  2ÁÔÈÅÒ ÕÎÃÏÎÖÉÎÃÉÎÇÌÙȟ (ÅÒÍÁÎÎ ÉÓ ÔÈÅ ÇÒÅÁÔ ȰÍÁÅÓÔÒÏȱȟ #ÌÁÒÉÓÓÁ 

ȰÁÌÍÏÓÔ ÌÉËÅ Á ÄÉÖÁȱȟ ÔÈÅÙ ÇÉÖÅ ÐÅÒÆÏÒÍÁÎÃÅÓȟ ÂÕÔ ÍÕÓÉÃ ÎÏ ÌÏÎÇÅÒ ÏÃÃÕÐÉÅÓ ÔÈÅÉÒ ÍÉÎÄÓ ÁÎÄ 

                                                   

84 Edgar Reitz, in the same Dutch TV documentary. 
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their life at home.  They were far more believable as dedicated musicians when they were 

students. 

The attempt to make a life together in the Günderode House is a flight into travelling in 

ÅÁÃÈ ÏÔÈÅÒÓȭ ÄÒÅÁÍÓȟ ÁÎÄ ÔÈÅÉÒ Ï×ÎȢ  )ÔÓ ÐÒÅÄÉÃÔÁÂÌÅ ÆÁÉÌÕÒÅ ÌÅÁÄÓ ÂÏÔÈ ÏÆ ÔÈÅÍ ÏÎÃÅ ÁÇÁÉÎ ÉÎÔÏ 

further forms of flight, an old, familiar sense of inadequacy and despair has returned to haunt 

ÔÈÅÉÒ ÎÅ× Ȭ(ÅÉÍÁÔȭȢ  But by the end of the series they have lived through experiences which 

ÂÒÉÎÇ ÔÈÅÍ ÔÏ Á ÖÅÒÙ ÄÉÆÆÅÒÅÎÔ ËÉÎÄ ÏÆ Ȭ(ÅÉÍÁÔȭȢ 

%ÖÅÎ ÂÅÆÏÒÅ #ÌÁÒÉÓÓÁȭÓ ÉÌlness, both she and Hermann have responded valiantly and together 

to the needs of Arnold and Lulu.  In his distress after Clarissa seems to have left him, 

Hermann becomes briefly absorbed in his music once more, completing successful 

compositions.  At the ÓÁÍÅ ÔÉÍÅ ÈÅ ÒÅÄÉÓÃÏÖÅÒÓ ×ÈÁÔ ÒÅÍÁÉÎÓ ÏÆ ÔÈÅ ÌÉÖÉÎÇ Ȭ(ÅÉÍÁÔȭ ÏÆ ÈÉÓ 

brothers and Rudi, only to lose it again over the next few years, with their deaths.  Then in the 

ÈÏÒÒÏÒ ÏÆ #ÌÁÒÉÓÓÁȭÓ ÉÌÌÎÅÓÓ (ÅÒÍÁÎÎ ÅÆÆÅÃÔÉÖÅÌÙ ÒÅÌÉÎÑÕÉÓÈÅÓ ÈÉÓ ÃÁÒÅÅÒ ÔÏ ÃÁÒÅ ÆÏÒ ÈÅÒȢ  Worn 

down by her illness, and shaken by the death of Ernst, and his own failure to protect Matko, 

he and Clarissa settle again at the house, both of them changed and seeming indissolubly 

together. 

In the final episode they have started performing again, but are still based firmly in 

Oberwesel.  The space of their small house is no longer sacrosanct.  But in the final analysis 

ÔÈÅÙ ÆÉÎÄ ÔÈÁÔ Ȱ&ÁÍÉÌÙ ɀ ÓÅÅÍÓ ÔÏ ÂÅ ÔÈÅ ÓÔÒÏÎÇÅÓÔ ÔÈÉÎÇȟ ÁÆÔÅÒ ÁÌÌȱȟ ÁÎÄ #ÌÁÒÉÓÓÁ ÔÅÎÄÅÒÌÙ ÍÁËÅÓ 

Hermann the promise which is not iÎ ÈÅÒ ÈÁÎÄÓ ÔÏ ËÅÅÐȟ ÔÈÁÔ ÓÈÅ ×ÉÌÌ Ȱ3ÔÁÙ ×ÅÌÌȱȢ  4ÈÅÙ ÈÁÖÅ 

for the moment arrived at ÓÏÍÅÔÈÉÎÇ ÁÐÐÒÏÁÃÈÉÎÇ ÔÈÅ ÇÒÏÕÎÄÅÄ ÅÖÅÒÙÄÁÙ ÉÎÎÅÒ Ȭ(ÅÉÍÁÔȭ ÔÈÁÔ 

(ÅÒÍÁÎÎȭÓ ÓÔÅÐ-grandmother would have known. 

7ÁÓ ÔÈÉÓ Ȭ(ÅÉÍÁÔȭ ÔÈÅ Ȱ)ÔÈÁËÁȱ ÏÆ #ÁÖÁÆÙȭÓ ÐÏÅÍ85 which in its entirety encapsulates a great 

arc of their lives?  The last lines run:   

Ithaka gave you the marvellous journey. 

Without her you would not have set out. 

She has nothing left to give you now. 

 

!ÎÄ ÉÆ ÙÏÕ ÆÉÎÄ ÈÅÒ ÐÏÏÒȟ )ÔÈÁËÁ ×ÏÎȭÔ ÈÁÖÅ ÆÏÏÌÅÄ ÙÏÕȢ 

Wise as you will have become, so full of experience, 

you will have understood by then what these Ithakas mean. 

 

  

                                                   

85 C.P. Cavafy, Collected Poems. Trans. Edmund Keeley & Philip Sherrard, ed. George Savidis (1992), p.36 
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