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PREFACE

Wim Wenders is one of the most important film directors of our
time. Together with Rainer Werner Fassbinder, Werner Herzog,
Volker Schléndorff, Alexander Kluge, Edgar Reitz and others, he
has shaped and influenced a famous period in film history - the
New German Cinema of the 1970s.

Wenders has since proven to be an extraordinarily productive
filmmaker both in the feature film and documentary genre, his
work has been awarded the Palme d'Or at the Cannes Film Fes-
tival as well as many other prizes, and three of his documenta-
ries have been nominated for an Academy Award.

The goal of this film journal is twofold. First, we want to pre-
sent Wenders and his films, his time and his aesthetics to an
Arab-speaking audience, and we want to contextualize the
films. The plan was hatched on a cool sunny day at the Cairo
International Film Festival in December 2014 in cooperation
with festival curator and film critic Joseph Fahim and Amin
Farzanefar, a Cologne-based film curator and journalist.

Second, we talked about how it might be possible to offer a
specific perspective on Wenders' works. Amin suggested to
conduct a survey among his film friends in the Middle East.
What films by Wenders had they seen? What did this director
mean to the filmmakers in the Middle East? The answers from
Istanbul, Cairo, Tunis, and Tehran are revealing. That the lan-
guage of film, and of art in general, is understood in a variety
of international contexts needs, of course, no further corrobo-
ration, but these statements are nice proof of that. Excerpts
from the responses are reprinted in this journal. Moreover, you
will find a large number of images that provide insight into
the visual worlds of a visually innovative and groundbreaking
filmmaker.

We wish all readers an interesting and informative read.

GUnther Hasenkamp




Wim Wenders, Bruno Ganz
DER AMERIKANISCHE FREUND (The American Friend)
1977

WIM WENDERS

Wim Wenders was born on August 14, 1945, in Dusseldorf as
the son of a physician. After completing his Abitur in Ober-
hausen, he studied medicine and philosophy in Munich,
Freiburg, and DuUsseldorf for four semesters. In 1966-67, the
student and movie buff made his first short, SCHAUPLATZE.
Wenders then went to Paris for one year where he unsuc-
cessfully applied to the renowned film school IDHEC. He met
with greater success in Munich where he was accepted for
study at the Hochschule fur Fernsehen und Film (HFF) in 1968.
(Since 1993, Wenders has been a professor at HFF.) While still
a student, he made several short films and worked as a film
and rock music critic for the well-known journal Filmkritik, the
Suddeutsche Zeitung, and the magazine Twen.

In 1970, Wenders finished his first feature-length film,
SUMMER IN THE CITY, as his graduation film for HFF. In the
same year, he, together with twelve other filmmakers, founded
the “Filmverlag der Autoren’, a cooperative to support the
production and distribution of “New German Films”. In 1971,
Wenders finished DIE ANGST DES TORMANNS BEIM ELFMETER
(The Goalie’s Anxiety at the Penalty Kick), continuing his
collaboration with Peter Handke, which had begun in 1969
with the short 3 AMERIKANISCHE LPs (3 American LPs). Two
years later, in 1973, Wenders made his artistic breakthrough
with the highly-praised road movie ALICE IN DEN STADTEN
(Alice in the Cities). Like in most of his later feature films,
Wenders presented his protagonists as introspective drifters
whose sole refuge is to be found in random travels, pop music
or melancholy idleness.

In ALICE IN THE CITIES, which won the German Film Crit-
ics Award in 1974, Rudiger Vogler played the gquintessential
Wenders-style seeker. In FALSCHE BEWEGUNG (Wrong Move,
1975), based on a screenplay by Handke and motifs from Goe-
the, Vogler played Wilhelm Meister who crisscrosses West
Germany during his journey from the North Sea to the Zug-
spitze mountain.

In 1975/76, Wenders finished IM LAUF DER ZEIT (Kings of the
Road) without a final script: The journey of two men (Vogler
and Hanns Zischler) along the inner German border laments
the closing of provincial movie theaters and at the same time
reflects the social atmosphere of the mid-1970s in West Ger-
many. DER AMERIKANISCHE FREUND (The American Friend,
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1977), based on a novel from Patricia Highsmith's Ripley se-
ries, attracted the interest of Francis Ford Coppola who, in late
1977, asked Wenders to direct HAMMETT, a tribute to film noir.
Several screenplay versions, the search for the right lead ac-
tor, and disagreements about the film's ending delayed and
interrupted the shooting. The film did not premiere until 1982
when it was shown in Cannes - but failed to become a success.

During the breaks in the production of HAMMETT, Wenders fin-
ished DER STAND DER DINGE (The State of Things, 1982) in Lis-
bon. The lyrical feature film about the problems of a film crew
won the Golden Lion at the Venice International Film Festival.
Already in its title, PARIS, TEXAS, shot in the United States in
1983/84 as a German-French co-production, reflected the re-
lationship between the old and the new world, a relationship
that was pivotal for Wenders. At the time, PARIS, TEXAS was
his most accessible film, and some critics still view it as his best
film - a road movie about a man who is looking for his family in
the Texan outback won the Palme d'Or at the Cannes Film Fes-
tival and became an international success with moviegoers and
critics alike. At the same time, Wenders left the Filmverlag der
Autoren because of disputes over the film distribution system.

In between his feature film projects, Wenders time and again
turned to personal film essays that were mostly dedicated to
artists worshipped by Wenders, for instance NICKS FILM -
LIGHTNING OVER WATER (1980) about Nicholas Ray's dying of
cancer, or TOKYO-GA (1983/85) about Yasujiro Ozu. Wenders
also worked as a producer, actor, cinematographer and assis-
tant director on several other projects. Since 1974, he has oper-
ated his own production company, Wim Wenders-Produktion,
and in 1976, he set up the production company Road Movies
Filmproduktion GmbH that he has administered with changing
business partners.

After PARIS, TEXAS, his next feature film, DER HIMMEL UBER
BERLIN (Wings of Desire), also became a huge success with
critics and moviegoers alike and soon developed into a kind
of “Berlin cult movie.” The poetic angel allegory in the divided
city premiered at the Cannes Film Festival in 1987 and won
him “Best Director” award. Inspired by this huge success,
Wenders took on his science fiction poem BIS ANS ENDE DER
WELT (Until the End of the World, 1991) that he had been plan-
ning for over a decade - but the global, overlong road movie
fell short of his own, extremely high expectations.

In 1989, Sorbonne University in Paris awarded Wenders an
honorary doctor of theology; later he became a member of
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the Berlin Academy of Arts and chair of the European Film
Academy. In 1990, he received the Federal Cross of Merit, and
in 1991 Wenders won the Murnau Award. He returned to the
Berlin of angels with IN WEITER FERNE, SO NAH! (Faraway, So
Close!, 1993), and also to the Lisbon of failed movie projects
with LISBON STORY (1995).

Wenders then went to the United States to film AM ENDE DER
GEWALT (The End of Violence, 1997) before following his old
companion Ry Cooder, who had recorded the score for PARIS,
TEXAS and THE END OF VIOLENCE, to Cuba where he shot
BUENA VISTA SOCIAL CLUB (1998), a video documentary about
the old men of the “son cubano.” The film became an over-
whelming success worldwide and ushered in a revival of the
Cuban “son” music.

Wenders completed his next feature film once again in the
United States. THE MILLION DOLLAR HOTEL (1999), with Mel
Gibson as producer and leading actor, won a Silver Bear at the
Berlinale in 2000, but prompted mixed reactions from critics
and moviegoers. Wenders then went on to make the docu-
mentary film essay VIEL PASSIERT - DER BAP-FILM (Ode to
Cologne: A Rock 'n’ Roll Film, 2002), the TV documentary THE
SOUL OF A MAN (2003), and LAND OF PLENTY (2004), a film
criticizing the American media system. He won a lot of criti-
cal praise for his next feature film, DON'T COME KNOCKING,
a road movie in the tradition of PARIS, TEXAS, about an aging
Western movie star who sets out to search for his daughter.
The film premiered at the 2005 Cannes Film Festival and won
the 2005 European Film Award in the “Best Cinematography”
category.

In 2008 Wenders returned to the screen with his existential-
ist drama PALERMO SHOOTING featuring “Campino” Andreas
Frege as a star photographer who, while going through a seri-
ous crisis, meets death himself, played by Dennis Hopper. At
the 2011 Berlin International Film Festival, Wenders presented
his extraordinary project PINA. Shot in 3-D, the dance film
showcases choreographies by the late Pina Bausch, a long-time
friend of Wim Wenders. The film became a big success with
critics and audiences alike and won several awards, including
the German and European Film Awards for Best Documentary
as well as an Academy Award nomination.

Wenders next worked on two documentaries: He co-produced
the compilation film KATHEDRALEN DER KULTUR (Cathedrals
of Culture, 2014) and also contributed a segment on the Ber-
lin Philharmonics to the film, while THE SALT OF THE EARTH
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(2014, co-directed with Juliano Ribeiro Salgado) is an intimate
portrait of legendary photographer Sebastidao Salgado.

EVERY THING WILL BE FINE (2015) marked Wenders' return to
drama with a story about an American actor, played by James

Franco, whose life is derailed after he causes an accident.

(Adapted from: filmportal.de)

FILMOGRAPHY

2012-2015 EVERY THING WILL BE FINE - director

2014 DAS SALZ DER ERDE (The Salt of the Earth) - director,
screenplay, executive producer

2013-2014 KATHEDRALEN DER KULTUR (Cathedrals

of Culture) - director, executive producer (with Michael
Glawogger, Michael Madsen, Robert Redford, Margreth Olin,
Karim Ainouz)

2009-2011 PINA - director, screenplay, producer
2007-2008 PALERMO SHOOTING - director, screenplay,
producer

2006-2007 LOS INVISIBLES - director, screenplay
2004-2005 DON'T COME KNOCKING - director, executive
producer

2004 LAND OF PLENTY - director, screenplay

2001-2002 TEN MINUTES OLDER: THE TRUMPET - cast,
director, screenplay, producer (with Aki Kaurismaki, Victor
Erice, Werner Herzog, Jim Jarmusch, Spike Lee, Kaige Chen)
2001-2003 THE SOUL OF A MAN - director, screenplay
2000-2002 VIEL PASSIERT: DER BAP FILM (Ode to Cologne:
A Rock 'n’ Roll Film) - director, screenplay

1999-2000 THE MILLION DOLLAR HOTEL - director,
producer

1998-1999 BUENA VISTA SOCIAL CLUB - director, screenplay
1996-1997 AM ENDE DER GEWALT (The End of Violence) -
director, screenplay, producer

1994-1995 JENSEITS DER WOLKEN (Beyond the Clouds) -
director (with Michelangelo Antonioni), screenplay, still
photography, producer

1994-1995 LISBON STORY - director, screenplay
1993-1996 DIE GEBRUDER SKLADANOWSKY (A Trick of the
Light) - director, screenplay, interviews, producer
1992-1993 IN WEITER FERNE, SO NAH! / FARAWAY, SO
CLOSE! - director, screenplay, producer

1990-1991 BIS ANS ENDE DER WELT (Until the End of the
World) - director, screenplay, producer

1988-1989 AUFZEICHNUNGEN ZU KLEIDERN UND STADTEN
(Notebook on Cities and Clothes) - cast, director, screenplay,
commentary, interviews, assistant camera, producer
1986-1987 DER HIMMEL UBER BERLIN (Wings of Desire) -
director, screenplay, producer

1983-1984 PARIS, TEXAS - director

1983-1985 TOKYO-GA - director, screenplay, editing

1982 REVERSE ANGLE - director, producer, screenplay
1982 ROOM 666 - cast, director, screenplay, commentary
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1981-1982 DER STAND DER DINGE (The State of Things) -
director, screenplay

1979-1980 NICK'S FILM - LIGHTNING OVER WATER - cast,
director, screenplay, commentary, editing, co-producer
1976-1977 DER AMERIKANISCHE FREUND (The American
Friend) - director, screenplay, producer

1975-1976 IM LAUF DER ZEIT (Kings of the Road) - director,
screenplay, producer

1974-1975 FALSCHE BEWEGUNG (Wrong Move) - director,
co-author

1974 AUS DER FAMILIE DER PANZERECHSEN (From the
Family of Reptiles) - director

1974 DIE INSEL (The Island) - director

1973-1974 ALICE IN DEN STADTEN (Alice in the Cities) -
director, screenplay

1972-1973 DER SCHARLACHROTE BUCHSTABE (The Scarlet
Letter) - director, screenplay

1971-1972 DIE ANGST DES TORMANNS BEIM ELFMETER
(The Goalie's Anxiety at the Penalty Kick) - director,
screenplay, dialogue

1969-1971 SUMMER IN THE CITY (Dedicated to the Kinks) -
cast, director, screenplay, producer, unit production manager
1969 3 AMERIKANISCHE LP's (3 American LPs) - cast,
director, director of photography, editing, sound, unit
production manager

1968-1969 ALABAMA (2000 LIGHT YEARS) - director,
screenplay, director of photography, editing, sound, unit
production manager

1968-1969 POLIZEIFILM (Police film) - director, screenplay,
director of photography, editing, unit production manager
1968-1969 SILVER CITY - director, screenplay, director of
photography, editing, producer

1968 OHNE TITEL (Untitled) - director, producer

1968 KLAPPENFILM - director, producer

1968 VICTOR | - director

1967-1968 SAME PLAYER SHOOTS AGAIN - director,
screenplay, director of photography, editing, producer
1966-1967 SCHAUPLATZE - director, screenplay, director of
photography, editing, producer

In 2007, director Marcel Wehn released his documentary VON
EINEM DER AUSZOG - WIM WENDERS' FRUHE JAHRE (One
Who Set Forth - Wim Wenders' Early Years).

Source: filmportal.de
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Wim Wenders, Nicholas Ray
NICK'S FILM - LIGHTNING OVER WATER
1980
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KING OF THE ROAD
WIM WENDERS

By Joseph Fahim

“Tell me of the men, women, and children who will look for
me - me, their storyteller, their bard, their choirmaster - be-
cause they need me more than anything in the world.”

(from WINGS OF DESIRE, 1987)

Every generation looks for a voice to represent it, to distill
its fears, hopes and doubts, to reflect the spirit of the time.
For young Germans growing up in a divided nation, a nation
emerging from the dark shadows of a recent history tainted
with unfathomable evil, the need for idols elucidating their
moral anxieties and spiritual emptiness was maore pressing
than for any other generation in the nation’s history.

Filmmakers of the era took different paths in confronting this
predicament. Fassbinder looked backwards, using the melo-
dramas of Douglas Sirk to link Germany's exceedingly muddled
past with a rapidly changing present. Herzog focused on the
primal relation between man and nature, shedding a Freudian
light on humanity’s addiction to violence as epitomized in Nazi
Germany. Alexander Kluge focused on the social reality of the
time, Margarethe von Trotta on women'’s issues, while Volker
Schléndorff made a name with his superlative literary adapta-
tions and British-influenced kitchen-sink dramas.

And then there was Wim Wenders, a lone wolf among the pack
who first ventured to document the spirit of the time at the
beginning of his career before setting sail to explore the world
at large and becoming the most commercially successful Ger-
man filmmaker in post-war Germany, a wandering soul who
traversed the globe time and time again in a grand odyssey to
decipher the mysteries of humanity. From his full-length de-
but feature SUMMER IN THE CITY (1970) to his latest 3-D folly
EVERY THING WILL BE FINE (2015), the trajectory of Wenders'
career has not always been smooth, yet his oeuvre remains
unique in world cinema: a deeply felt collection of images,
sounds and impressions captured by an inquisitive camera
that is yet to lose its sense of wonder.
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Born in 1945 to a physician, Wenders dropped out of medical
school and briefly studied philosophy and sociology before fi-
nally finding his calling in film and enrolling at the Hochschule
fUr Film und Fernsehen in Munich. His early shorts, specifically
POLIZEIFILM (1968) and SILVER CITY (1969), pinpoint towards
themes and aesthetics that would define his later works - the
allusion to American culture in the former and the heightened
evocation of place and the emphasis on the non-drama in the
latter.

Named after an American rock outfit’'s 1966 hit, the little-
seen SUMMER IN THE CITY is a raw amalgam of French New
Wave tropes and post-war European ennui which represent
the starting point from which Wenders would crystallize his
vision. The tale of a lonely man adapting to an uneventful,
futile life outside prison, Wenders' moody debut heavily relies
on American rock music not to anchor the psychological state
of his protagonist, but rather to fill in the gaps left by lack
of exposition. Set between Berlin, Munich and Amsterdam,
Wenders blurs the lines between the three cities, dissolving
barriers in a fashion that would inform his subsequent films.

The heightened photorealism of SUMMER IN THE CITY and
the emphasis on mood over plot breathed fresh air into the
evolving German cinema of the ‘60s, announcing the birth
of an artist with a highly distinctive vision engineered by an
acute attention to the sensory rather than narrative command.
Wenders’ sense of detachment that diluted the suspense of his
sophomore effort, THE GOALIE'S ANXIETY AT THE PENALTY
KICK (1972), would soon dissipate, his cool aesthetics would be
replaced by disarming empathy and compassion unseen in his
first existential outings.

This remarkable transformation reached its complete manifes-
tation with ALICE IN THE CITIES (1974), Wenders' breakthrough
hit. A loose account of a weary German photographer (Wend-
ers regular Rudiger Vogler) who gets stuck with the eponymous
nine-year-old girl left behind by her mother, ALICE IN THE CIT-
|ES is Wenders' first film to fully explore his connection with the
United States - a muddled relationship characterized, in equal
parts, by fascination and resentment. The American landscape
Vogler's Phillip roams in is soulless, disposable and crushingly
alienating. Phillip gets lost in the vast highways and crummy
motels, engulfed by the gigantic billboards and the character-
less stores; all what's left of America - whose culture repre-
sented a cornerstone of his identity - is the rock music of Chuck
Berry and John Ford's westerns. “You lose touch when you lose
your sense of identity,” a lover tells him, “and that is long gone.”
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Wenders was never concerned with creating fully-rounded
characters with delineated psychological motives. His charac-
ters are usually passive, always reacting to impulses produced
through their interaction with their surroundings. Phillip’s
sense of rootlessness and disillusionment is never explained,
granting the viewers the space to project their own sentiments
and ideas onto him. Over-sentimentality is always kept at bay,
and apart from PARIS, TEXAS and his documentary homage
to the Japanese film master Yasujird Ozu, TOKYO-GA, there
is no grand emotional release at the conclusions of his films.
His resolutions are subtle, yet deeply moving. The epiphanies
his characters experience are usually driven by a burgeoning
relationship that impels them to reconcile not only with them-
selves but their worlds - Bruno and Robert in KINGS OF THE
ROAD:; Travis and Jane in PARIS, TEXAS; Damiel and Marion in
WINGS OF DESIRE; Claire and Sam in UNTIL THE END OF THE
WORLD:; Phillip and Teresa in LISBON STORY.

In ALICE IN THE CITIES, it is Phillip’s relationship with the little
girl that lends his life a sense of purpose. There are no earth-
shattering moments in his journey, no substantial self-revela-
tions. Phillip may have lost his sense of identity, but in Alice, he
may have found his way back, to his home, and his self.

WRONG MOVE, the follow-up to ALICE IN THE CITIES, was the
antithesis of its predecessor. Based on Goethe’s novel Wilhelm
Meister’s Apprenticeship, Rudiger Vogler plays another drifter,
a wannabe West German writer with questionable skills who
travels to Bonn in search of inspiration. He encounters vari-
ous characters: an actress (Hanna Schygulla), a mute girl (Na-
stassja Kinski), and a former concentration camp officer. None
of these encounters prove to be of any significance; Vogler’s
Wilhelm fails to overcome his estrangement, realizing his fail-
ure in forming any meaningful relationship.

Unlike Alice’s Phillip, Wilhelm finds no redemption in the frayed
relationships he forms. In employing the concentration camp of-
ficer, Wenders hints at the cause of his protagonist’s moral void,
but the confrontation that occurs between the two has little ef-
fect on Wilhelm, a symbolic figure of a generation plunged in an
emotional and spiritual abyss created by capitalist prosperity.

Wenders' Germany is a place where history is pushed to the
background, where the individual is in constant search of a

role in a society grappling to assume a new identity.

WRONG MOVE is Wenders' bleakest, most austere film to date,
and in many ways, it acted as a bridge between ALICE IN THE
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CITIES and KINGS OF THE ROAD, the conclusion to his road
trilogy and Wenders' first masterpiece.

Rudiger Vogler is a traveling film projection mechanic joined
via a chance encounter by Hanns Zischler's suicidal doctor who
is fleeing a broken marriage. The two embark on a journey to
a number of depleted small towns located on the western side
of the inner German border. Along the way, they meet new
people, revisit old acquaintances and discover themselves and
each other.

Evocatively photographed in black and white, KINGS OF THE
ROAD is a hypnotic meditation on battered masculinity, the
transience of love, and the confinements of modern life. The
two protagonists of the film are polar opposites: The doctor
is rational, jaded and disenchanted with the unfulfilling life
he has led so far; the mechanic is carefree and composed,
harboring no lofty expectations or great ambitions. Wenders
presents an insinuating critiqgue of the failed institution of
marriage, the poisonous effect of American culture (as always,
rock music is abundantly featured), and the ascribed roles
society forces on the individual. Both men take different paths,
grapple with different conflicts, yet end up in the same place,
lost and purposeless.

As with all Wenders' characters, the only respite they find is
in the freedom of the road, in the endless moving landscapes,
in the swift forward movement, in the temporary suspension
of time. The actual journey, as in most road movies, is more
worthwhile than the destination, and in the ambling voyage
Wenders crafts so lovingly, he produced the ultimate state-
ment on the generation of the 1970s. At the end of their jour-
ney, Robert and Bruno may have not profoundly changed, but
they now recognize their own failures: they now know the men
that they really are and perhaps the men they want to be.

Wenders' signature themes are also front and center in THE
AMERICAN FRIEND (1977), albeit fashioned in a new fascinat-
ing context. An adaptation of Patricia Highsmith's novel “Ri-
pley’'s Game” about an ailing German picture framer (Bruno
Ganz) who gets recruited by a mob boss to murder a rival of
the latter, Wenders transforms the classic literary page-turner
into an atmospheric existential thriller that doubles as an al-
legory about America’s relationship with Germany.

Played by the iconic Dennis Hopper in one of his most refined
and controlled screen performances, Tom Ripley is the Ameri-
can intruder who disrupts the seemingly tranquil existence of

the framer’s family. He is mysterious, alluring and devious - the
personification of the America Wenders had grown to abhor.

The linear narrative takes a backseat to the sinister ambiance;
Wenders dispenses with various plot details to enhance the
sense of dread enveloping the picture. Modeled after Jean-
Pierre Melville's thrillers and Michelangelo Antonioni's post-
modernist mysteries rather than the generic Hollywood thrill-
ers, THE AMERICAN FRIEND is a tragedy about two doomed
characters gradually losing their identity as they find them-
selves drawn to a wretched fate.

The success of THE AMERICAN FRIEND opened the door for
Wenders to move to America, the decaying wonderland he
incessantly criticized in his pictures. Over the subsequent
decade, he would produce films of varied quality. In 1980, he
directed his feature documentary LIGHTNING OVER WATER, a
highly inventive self-reflexive account of his relationship with
the legendary American filmmaker Nicholas Ray that deliber-
ately blurs the line between reality and fiction. LIGHTNING
OVER WATER was conceived during the disastrous shooting of
HAMMETT, a derivative film noir (and his first English language
film) produced by Francis Ford Coppola who was dissatisfied
with Wenders' work and ordered reshooting of more than half
the film.

Other films he directed during his American stay include ROOM
666, a TV documentary that queried some of the world's big-
gest filmmakers about the demise of cinema; the Venice Gold-
en Lion winner THE STATE OF THINGS, a bitter reflection on
his difficulties in America centering on a film crew who gets
stranded in Portugal after film stock runs out; and PARIS, TEX-
AS (1984), the much celebrated Palme d'Or winner about an
American man returning to his son after a seven-year absence
and the subsequent journey he embarks on to track down his
missing partner.

PARIS, TEXAS was another riff on the American mythology; an
intimate drama that brilliantly utilizes the infinite Texan land-
scape to create a story about love lost and found where, like
most westerns, the lone hero is an alienated figure who must
sacrifice his wellbeing for his world to persist.

It was Wenders' triumphant comeback to Germany three years
later that would cement his name among the greats. The fan-
tastical conceit of WINGS OF DESIRE (1989) - an angel yearning
to become a man - is the point of departure from which Wen-
ders ventures to create a fragmented, impressionistic portrait
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of life in pre-unification West Berlin. Shot predominantly in
black and white by eminent cinematographer Henri Alekan
(Beauty and the Beast, Roman Holiday) that lends an other-
worldly feel to the story, WINGS OF DESIRE Is a visual poem of
captivating beauty, a work at once so specific yet so universal.

The existential angst of the 1970s has no trace in here; and
despite the presence of Peter Falk, the allusion to America is
kept to a minimum. Wenders, as can be seen in TOKYO-GA, has
always regarded Ozu among the treasured artists of the 20th
century, and the film shows why. Of all the masters of cinema,
Ozu was the greatest humanist of all, and it is his humanism
that infuses every frame of Wenders' warmest, gentlest film.

As usual, the film contains no tangible narrative. Bruno Ganz's
Damiel and his celestial companion Cassiel (the late Otto Sand-
er) rove around Berlin, listening to people’s everyday worries
and, on occasion, secretly providing them with little comfort.
Wenders' films rarely have villains or any perceptible antag-
onists. WINGS OF DESIRE is no different: all characters are
treated with great compassion; their misgivings, anxieties and
weaknesses are embraced, seen as fundamental elements of
the human experience. Berlin is presented as a city in develop-
ment, and it is that sense of incompleteness, of the number-
less possibilities the city's denizens are given, that infuses the
picture with a tinge of hope.

On a different level, WINGS OF DESIRE can be regarded as
an allegory for cinema, for movie watching. In a brilliant es-
say published in 2009 in the Criterion DVD release, film critic
Michael Atkinson writes, “To watch is to love.” He continues:
“On one level, the angels are pure-hearted documentarians,
bearing witness to life, yet their work is not action but at-
tention. Damiel is an idealized surrogate for us and our role,
hypnotized and passive and all too human.”

WINGS OF DESIRE was Wenders at the peak of his craft; an
art-house blockbuster that turned him into one of the most
sought-after European filmmakers. The success of the film
would, however, prove to be a bad omen, and for the next
twenty-five years, he would struggle to match the critical and
commercial success that WINGS OF DESIRE and PARIS, TEXAS
had met with before.

Wenders followed WINGS OF DESIRE with the disastrous flop
UNTIL THE END OF THE WORLD (1991), an ambitious if pon-
derous, self-indulgent futuristic romance fronted by an all-star
cast that included Max von Sydow, Jeanne Moreau, William
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Hurt and Solveig Dommartin and shot in countless locations.
The failure of the film prompted him to produce FARAWAY,
SO CLOSE! (1993), a convoluted, artless sequel to WINGS OF
DESIRE that had none of the earlier film's subtlety.

Wenders managed to save face with his next film, LISBON
STORY (1994), a comedy that reteamed him with Rudiger
Vogler about a sound engineer summoned to Lisbon by a
director friend to help with his black and white movie before
disappearing. Toying once again with the meta-narrative of
film within a film, LISBON STORY is a companion piece of sorts
to THE STATE OF THINGS and Wenders' most lighthearted
fiction to date - a sunny travelogue that uses the Lisbon
backdrop to overcome the director's trepidations about the
fading influence of cinema.

LISBON STORY would, alas, prove to be Wenders' last ac-
claimed fiction film. In a series of outings such as THE END OF
VIOLENCE (1997), THE MILLION DOLLAR HOTEL (2000), DON'T
COME KNOCKING (2005) and his aforementioned latest EVE-
RY THING WILL BE FINE, Wenders would marry his habitual
themes with the same recycled genres (road movies, family
drama, noir) but without the verve, introspection or freshness

of the past. Wenders has constantly been accused of churn-
ing out picturesque images in search of a subject, and while
narrative has never been of primary consideration for him to
begin with, the lack of a coherent line of thought or pressing,
significant ideas caused his otherwise spellbinding imagery to
lose its power.

In the waning of Wenders the storyteller, Wenders the docu-
mentarian emerged, and it is in his increasing involvement in
the realm of non-fiction that the German titan has found a new
cinematic life. The urgency and fluidity of the documentary
medium have cast Wenders' invariable themes in new per-
spectives that have propelled him to expand the parameters
of his already large universe.

In the fascinating NOTEBOOK ON CITIES AND CLOTHES (1989),
Wenders turns his camera towards famous Japanese fashion
designer Yohji Yamamoto to investigate the essence of the
creative process, the significance of photographic memory in
the digital age (and the unpreventable loss of modern man's
identity) and the disintegrating borders between cities.

In A TRICK OF LIGHT (1995), he constructs a docudrama hybrid
using silent film language to tell the story of the Skladanow-
sky Brothers, inventors of the Bioscop. In the crowd-pleasing

hit BUENA VISTA SOCIAL CLUB (1999), he jets off to Cuba to
revisit the lost music scene of pre-Castro Havana. In THE SOUL
OF A MAN (2003), he heads to Mississippi to revisit the music
of legendary bluesmen Skip James, Blind Willie Johnson and
J. B. Lenoir. In the hugely popular PINA, he reinvents 3-D to
bring to the screen the ravishing dance pieces of the late great
German choreographer, Pina Bausch, in a grand visual feast.

With the envelope-pushing PINA, Wenders has reached a new
creative peak in non-fiction, employing the critically abhorred
new technology to add a new shade and bring a new dimen-
sion to Bausch’s timeless pieces. Yet it is his latest Oscar-nomi-
nated documentary, THE SALT OF THE EARTH (2014), that shall
be ranked as the pearl of his late career.

Wenders turns his lens away from fashion, music, dance and
film to delve into the world of Brazilian photographer Se-
bastido Ribeiro Salgado. A highly intimate portrait co-directed
by Salgado’s son, Juliano, THE SALT OF THE EARTH penetrates
the psyche of one of the world's greatest living photojournal-
ists to produce an awe-inspiring statement on the depravity
of humanity, the moral importance of memory and the trans-
formative power of art.

Wenders uses Salgado’s breathtaking, indelible images to pre-
sent a deeply-felt collage of a self-destructive world that may
never quench its thirst for blood, an Eden spoilt by idiocy
and vanity. Salgado's early photographs of ordinary workers
in Africa and Latin America eventually give way to his later
documentary work that captures the horrors of the various
calamities and wars he has covered. In Salgado’s photos, and
by default Wenders' film, we are presented with a morbid vi-
sion of humanity worlds apart from Wenders' carefree pic-
tures. Injustice, apathy, hatred, corruption, barbarism - when
an emotional Salgado finally says “none of us deserve to live,”
you cannot help but nod in defiance.

Salgado's images ultimately transpire as a memento of how our
indifference was partly responsible for all the lives that were
prematurely lost in armed conflicts, famines and inhumane work
places. Poignant illustrations of quotidian bliss serve as a re-
minder of what has been lost, and what will continue to be lost.

Where the 69-year-old Wenders will go from here is anyone’s
guess. His films continue to beguile, taking us to new journeys
that push us not only to question our existence, but the world
at large. To watch a Wenders film is to see, feel and interact
with every city he sets his foot in. Whether it's Berlin, Lishon,
Texas, Palermo, Tokyo or Havana, Wenders' films, as British
critic Nick Roddick described them, are an “emotional response
to a place,” a sensory quest driven by intellectual curiosity to
learn, experience and, above all, to truly live.
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Harry Dean Stanton, Nastassja Kinski, Wim Wenders
PARIS, TEXAS
1984
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“I AM A GERMAN ROMANTIC,”
OR ESCAPING, SAVING AND PRESERVING:

ON WIM WENDERS

By Amin Farzanefar

AMERICA IN ONE’S POCKET

“I grew up in a city destroyed by 90 percent and | learned from
newspapers that the world looked different in other parts. [...]
The paradise was America, music, Mark Twain, blues, and all of
that was fantastic. There was a promised land and that was not
where we lived. | wanted to get as far as | could.”

(Wim Wenders, MoMa: An Evening with Wim Wenders and
Peter Handke, 2015)

This statement, which might also be written by somebody liv-
ing in Syria or Irag today (or, unfortunately, in the next few
decades), reflects the personal experience of somebody who
grew up in the postwar German Rhineland. Based on this ex-
perience, Wim Wenders created something that one may safely
call “world cinema™: a local and highly personal filmic oeuvre
(at the intersection of psychological, biographical coordinates),
which is capable of touching others across great distances. At
the other end of the world, it finds soulmates who live in very
similar or very different political, religious or social circum-
stances and who feel found out by a sentence, an image, a song.

This shortening of distances via the moving image is the posi-
tive effect of what we today call globalization: Wenders en-
gaged with it at a time when the term did not even exist.

At the same time, his examination of the “other” started in a
very “German” way. The protagonists of his early films share
his origins: they want to set out and escape from what they
experience as a closed-off world, a world without fathers who
are either literally absent or withdrawn as a result of the war.

America is what they have in mind: a horizon, charged with ex-
pectations, visual desires, and longings. America is also what

they carry with them - in the form of a small single record
player in a car, a Faulkner or Alan Le May novel (The Search-
ers) in a jacket pocket or a relaxed attitude. When the heroes
of KINGS OF THE ROAD don silly sunglasses, they imitate, and
already ironize, American coolness. In his early films espe-
cially - ALICE IN THE CITIES, WRONG MOVE, and KINGS OF
THE ROAD - the travelling heroes encounter both vestiges of
traditional life and signs of an Americanized modernity. (It is
an issue that permeates almost all of Wenders movies at dif-
ferent levels.) This modernity - juxtaposed with a cozy but
old-fashioned tradition experienced as restrictive and claus-
trophobic - stands for the promise of the future and aliena-
tion at the same time: the temptations of a free, emotionally
unfettered life always contain something dark and inscrutable,
embodied almost symbolically in the ambivalent art dealer
Ripley in THE AMERICAN FRIEND, played by Dennis Hopper.
Even though this tension between tradition and modernity re-
mains grounded in the specific situation in post-war Germany,
it can be understood all over the world, perhaps even more
so - certainly more visible so - today than at the time when
the films were made.

Whether it is Robert/KAMIKAZE und Bruno/KING OF THE
ROAD touring old movie theaters along the inner German bor-
der (KINGS OF THE ROAD) or the journalist Phillip Winter and
the nine-year-old girl Alice driving across the Ruhr (ALICE IN
THE CITIES) - documentary and fiction always sit side by side
(in later films, the separation would be clearer). The wonderful
camera work by Robby Muller preserves not only a landscape
but also modes of being and ways of life that no longer exist.
In the border zone, the filmmaker stumbles upon old movie
theaters and elderly witnesses, seamlessly incorporating them
into the filmic flow of events. During a conversation at the Ber-
linale film festival where he was awarded a Honorary Golden
Bear, Wenders said: “Fiction has a strange quality to save plac-
es and save things from the past and preserve them.”
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MASSOUD BAKHSHI

Born in 1972. Filmmaker. Lives in Tehran.

| remember when | saw first PARIS, TEXAS and WINGS
OF DESIRE, | could not believe that their director could
be a German! | needed years to know better Rilke and
Hesse and then relate the modern German poetry to the
modern German cinema. | discovered his friends and col-
|eagues of the same generation: first Fassbinder and then
Herzog and Volker Schlondorff. It seemed they all look
for the same thing in their very different films as each
of them develops his very own language and style and
narrates his own personal stories. But to me - as an Ira-
nian always attached to and depending on his roots of
poetry and literature background - Wim Wenders, and
especially these two films, remained unique, intimate
and magic, as if a person knowing my culture has made
them. Best, Massoud

AHMAD ABDALLA

Born in 1979. Filmmaker. Lives in Cairo.

As a teenager who had a dream to be a musician 20 years
ago, a friend gave me the soundtrack of PARIS, TEXAS.
Just to listen to the music. | had no idea about the film or
who made it. But there was a very warm dialogue in it, |
was in love with it. And | kept listening to it and totally
forgot about the music. This dialogue was inspiring for
me at the time. Now - after 20 years - | make films, and
| have seen all Wim Wenders films. But | decided not to
see PARIS, TEXAS! It is amazing how a simple dialogue
was that inspiring, and still is.
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Saving and preserving: His drifters - eye-witnesses but also
protagonists and players in a turning point in history - want
to leave home, they want to get away from their parents and
their elders, away from the forgotten and suppressed stories
and traumatizations. On the road, they meet more emotionally
crippled people, such as the man at the gravel plant (Marquard
Bohm) who has just lost his wife in a car accident. The sufferings
typical of an entire generation merge with individual stories.

WRONG ESCAPES, BACK HOME

In PARIS, TEXAS, running around as running away from one-
self and others has been pushed to the point of negating one’s
identity. (In fact, Wenders also wanted to film “Stiller”, the
bestselling novel by Swiss writer Max Frisch about a man who
denies being himself!) This is condensed to a symbolic image
that opens the film: in the middle of the nowhere of the Mojave
desert, which is also a spiritual desert, a yet unnamed char-
acter throws away his empty water can and stumbles across
the stony plain. He is a dumb barbarian without memory, and
it is only after talking with his brother and his son that he
remembers having a home and a home country and that he
wants to reunite his family. (In PARIS, TEXAS, the tension be-
tween the phantom pain of old Europe and the hopes placed
in a new world has become an integral part of the title) It is a
less open, more dense, more abstract, more artistic film than
its predecessors and in all its brilliance hints at a new stage in
Wenders' oeuvre.

Most of the time, however, things are more cheerful and so-
Ciable: Leaving for the provinces or abroad (USA) is, after all,
not a forced departure prompted by flight, displacement or
economic suffering, as in the case of exile or diaspora. It is
rather a searching movement that aims to explore new hori-
zons. While Wenders' roamers like to be alone, nobody can be
complete(ly) by him or herself - even the angels in WINGS OF
DESIRE long for human company - and so they all need each
other: they search for other identities elsewhere, make new
friends, but eventually they return home. The two alienated
heroes of KINGS OF THE ROAD veer from their route and em-
bark on a spontaneous motorbike tour to where Bruno/King of
the Road comes from to visit his mother’s house. Phillip Winter,
too, returning from the United States, drives back to Munich,
after taking Alice home; it is only then that he is once again
able to write.

EVERYTHING IS IN FLUX

With Wenders, wandering movements, horizons, vanishing
points, even world views are no absolutes, but simply stages
according to his characters’ degree of maturity. This harks
back to a literary tradition: WRONG MOVE is a reworking of
Goethe’s major Bildungsroman and coming-of-age novel of the
young Wilhelm Meister, who needs to engage with all kinds of
mentors, lovers, and secret societies before he finds his place.
In the book, like in the movie, being on the road leads to a
rejection of old role models - the title of the film suggests
that some routes merely appear to be the right move, a move
forward.

ALICE IN THE CITIES starts out at New York's JFK airport,
depicting failed emigrants on their way back to Europe - the
reporter Phillip Winter, who is not making any headway with
his reportage, and Alice’s mother Lisa. Their return to Europe
is not a final one, however, new wanderings can happen - un-
der different circumstances, pursuing new goals and missions.
Here, the old pre-Socratic saying, “You cannot step into the
same river twice,"” means: You will travel through the same
country again and again in a different way. This is also true
for Wenders himself: His first American project (HAMMETT)
barely allowed the auteur director to realize his artistic ideas;
he interrupted the shooting and returned to Europe. In Portu-
gal, he visited fellow director Raoul Ruiz, who was stuck with
his crew in a hotel, helped him gain access to film equipment so
that he could finish his film and in return asked his crew to stay
on a little longer. In between the continents, as it were, there
emerged THE STATE OF THINGS, a film featuring an improvised
plot and dialogues and wonderfully composed images blending
the situation he encountered with personal experiences and
cineastic references: The European film director Friedrich Mun-
roe and his crew are waiting for their promised pay; Munroe
finally goes searching for the vanished producer in the United
States and finds him in the clutches of a film mafia which is
not at all interested in investing in an artsy black-and-white
feature. Following a chase by sinister string-pullers, the story
takes a bad ending; it is both a reckoning with the commercial-
ized Hollywood system and a tribute to the American gang-
ster movie. Wenders would continue to return to the States to
shoot movies. This ability and pleasure to engage with reality
again and again anew makes Wenders appear to be a playful
person - also when compared to the other major directors of
the New German Cinema, that influential movement since the
1960s that, in the context of the 1968 movement, tried out
entirely new forms of independent filmmaking.
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KHALED EL HAGAR

Born in 1963. Filmmaker. Lives in Cairo.

Here is it, dear Amin, hope it is not too late: Wim Wen-
ders is maybe the only German director who speaks to
the whole world in his films, you do not need to be Ger-
man or European to understand, enjoy his films; he is an
artist who uses art, images, compositions to express his
ideas and dreams; usually when | saw one of his works,
the images are the things that stay with me a long time,
and his images tell many, many stories.

SOHRAB MAHDAVI
Born in 1963. Art critic, editor and co-founder of tehra-
navenue.com. Lives in Tehran.

Amin e aziz, it is good to hear from you in any capacity.
WINGS OF DESIRE set a small fire in my imagination as
a young lranian just arrived on the soil of the Empire.
Back then, for me, Europeans were those who held the
key to truth and somber reality. With WINGS OF DESIRE,
the melancholy of the European outlook found a seat,
or, better yet, took wing. Wenders had forayed into the
heart of sadness. Later in life, | dropped the gatekeeper
view of Europe. WINGS became just melancholic. With
PINA, now, | had a chance to enjoy what the West had to
offer. With THE SALT OF THE EARTH it showed me how
the Western outlook is seeking a way out of the melan-
choly it so wants to dispel. | hope this is not vague. Let
me know if it needs further explication. // gatekeeper: i
mean europe ( - the west) as the holder of earnest truth;
- enjoyment: in me - when you don't think that a film
is holding some high-brow truth, you enjoy its dance!;
- melancholy: modern western cosmology is interested
only in being. it considers non-being a privation of being,
something evil. it doesn't deal with death head-on, as
such it is beset by bouts of melancholia (title, interesting-
ly, of yet another euro-auteur). death is a daily occupa-
tion of easterners. this is, of course, in the most general
sense, but you can just throw it out there as my truth :)
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BELMIN SOYLEMEZ

Born in 1966. Filmmaker. Lives in Istanbul.

The first Wim Wenders film | saw was PARIS, TEXAS.
| was 18 and curious about film and especially surreal
films. The opening of the film, the image of a man walk-
ing decisively in the desert, really struck me. | found the
lonely landscapes mystical. And although | didn't know
too much about the dynamics of relationships then, the
scene of Harry Dean Stanton and Nastassja Kinski talking
in a booth left a deep impression. This dream-like scene
seemed like a visual translation of a relationship and
dis-communication between a woman and a man. A few
years later, | saw WINGS OF DESIRE at the Istanbul Film
Festival. It was a time when | desired to become a film-
maker but the idea seemed far away somehow. It was a
time when we, as a group of young friends, were eager to
discover different ways of storytelling in world cinema.
The theater in Beyoglu (DUnya Sinemasli then, Fitas now
to be exact) was full, and we could only find seats just
behind the front row. We watched with great interest.
After the film, we went to have some tea to discuss the
film. We talked about the subway scene with the voice-
overs. There was one point of the film | really liked.
‘Isn't it great that only children could see the angels?,
| said. My friends made fun of me and said there was
no such thing, and the children couldn't see the angels,
and that | made it up. As | insisted, they also insisted.
So | gave up, and in self-doubt, | thought maybe | did
make it up. We didn't have Internet then, so | couldn’t
check the information. Sometime later, | read an article
in @ magazine, stating that the angels were invisible to
everyone except the children. | was relieved and happy.
Years later, | was looking through photography books in
a ‘cultural bookstore” in Berlin. | came across a book of
photography by Wim Wenders. | took it and sat down
in the crowded store, looking at his images and reading
his poetic quotes. It felt like | had suddenly come across
someone | knew well, in a city | am a foreigner to. Belmin
Saylemez, Istanbul
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THE NEW GERMANS

Rainer Werner Fassbinder, its most productive representative
who focused on analyzing German post-war society and the
Nazi past it had not yet come to terms with, saw himself as
a political and social critic. His criticism of capitalist produc-
tion and power relations was rather bizarrely mirrored by his
demand to totally submit to his working methods - there was
little room for play and humor. Another important filmmaker,
Alexander Kluge, also aimed at taking stock and criticizing so-
ciety through sometimes quite ironic portraits, documentary
scenes, and alienation effects that invited the audience not
just to consume the film but to actively engage with it.

Werner Herzog initially took a similarly escapist position as
Wenders: his early film Stroszek about the experiences of
a former prisoner who emigrates from Berlin to the United
States was not that different from Wenders’ road movies with
its episodic, open-minded attempts to break free, and in Her-
zog's wonderful documentaries, his protagonists continue to
head into the unknown from the civilized provinces. But with
Herzog (like with his protagonists), this search for the new and
the transgressive was more obsessive, more warlike; over the
years, he was increasingly fascinated by the bizarre, by risk,
by exceptional people and extreme athletes.

Wenders remains gentler and more interested in life. With him,
things are rarely “final” and over. After the “happy ending” -
if there is one -, the stories and developments continue and
the characters accrue new experiences. In fact, Wenders is fol-
lowing some of his figures through several films - or perhaps
they are following him. LISBON STORIES (1992) sees the reap-
pearance of the male protagonists of ALICE IN THE CITIES and
KINGS OF THE ROAD: summoned by his friend Friedrich Mun-
roe, the journalist Phillip Winter comes to Portugal, only to find
merely his traces, and once again, the search for somebody
else leads one to find oneself.

Despite his wanderings, Wenders has always remained indebt-
ed to his German origins, his origins as a Rhinelander from DUs-
seldorf. There is nothing creole about him, nor is he an enthusi-
astic orientalist or exoticist, donning a second skin to suddenly
shoot a film about the conflict in the Middle East, the war in
Bosnia or the Latin American conquista. He takes a gentle ap-
proach to the foreign and the other, motivated by curiosity; he
does not deliver statements but asks questions, and this why
his documentaries have kindled a Cuba craze (BUENA VISTA
SOCIAL CLUB) or an enthusiasm for modern dance (PINA).

It is in the backgrounds of his scenes and stories that he cap-
tures a central and currently virulent phenomenon of moder-
nity: migration. It is a phenomenon that is bigger than the con-
flicted German-American terrain, where many of his stories
and figures take place. While the German cinema continues to
have difficulty finding an appropriate way to visually capture
the migration society, while mainstream and arthouse films
frequently revolve around an “organic German” bourgeois mi-
lieu, even the early Wenders film are “intercultural” almost
in passing: among his pedestrians and extras, there are also
Turks, Africans, Asians. A nice Italian guestworker family lives
in the former apartment of Alice’s grandmother - signs of so-
cietal changes as a result of industrial migration. Migration
also takes place in the opposite direction: In PARIS, TEXAS,
the well-known Swiss director and actor Bernard Wicki (THE
BRIDGE) plays a veteran doctor who, with a heavy German ac-
cent, tells the main protagonist Travis (Harry Dean Stanton) that
they are not welcome in a desert outpost in the American west.

WHAT TO LIVE FOR

The era of the New German Cinema - a major reckoning with
the repression and entertainment culture of the post-war
cinema - ended with the death of its most workaholic rep-
resentative, Rainer Werner Fassbinder, with the rejection by
then-Federal Minister of the Interior Friedrich Zimmermann to
continue to fund these kinds of films, and with the capitula-
tion of the auteur directors to an increasingly commercialized
movie landscape. Never again has the German cinema given
rise to so many talents, such productive energy and interna-
tional significance as in those rebellious times.

There are, however, continuities and influences on the younger
generations; numerous representatives continue to be active
and successful, with many still committed to engaging with Ger-
man history, the two German dictatorships, and the extremism
of the protest movements. For some, the well-deserved break-
through came only later in life: it was only in the 1980s that
Edgar Reitz, who had already received multiple awards during
the 1960s and 70s, gained wide acclaim from audiences and
critics alike. His HEIMAT series, comprising three TV series and
a movie, again and again engages with the landscape, the tradi-
tions and the inhabitants of the West-German Hunsrick region.

From a distance, the historical, political and economic transfor-
mations of the twentieth century exert their influence on the
lives of the inhabitants of the remote province. DIE ANDERE
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NEGAR TAHSILI

Born in 1980. Filmmaker. Lives in Tehran.

If you wonder what is the relationship between delusion
and Wim Wenders you have to put yourself in my shoes!
Some years ago | was making a documentary about a
famous Iranian painter who was very much influenced
by Wenders. For making the film | decided to work with
some extracts of the movie WINGS OF DESIRE. | saw the
film once again after many years / even for the first time
and | realized these images are not only a film for me but
also what | usually see when | have fever! An angel on
a rooftop with his head down... “Delusion”! | wonder if
deep inside me | was that much influenced by this image
when | was a child or it just happens that Mr. Wenders
and me, we have the same delusion and he used it for
his film!

NOURI BOUZID

Born in 1945. Filmmaker, scriptwriter. Lives in Tunis.

Twenty years ago, | was sitting in my kitchen with my
eleven-year-old daughter. She looked at a small black-
and-yellow poster | had attached to the door; it was
the poster of Wim Wenders' film KINGS OF THE ROAD.
She asked me, “Papa, why did you put up this poster?”
| answered, confusing her, “This is a German film, made
by a director who knows better than any other how to
film time.” She was thoughtful, with a clever little smile,
and then said: “Exactly, | don't have time!” In the years to
come, she again and again curiously looked at the poster
which to her seemed to hide something. Now, she has
become an adult, a filmmaker who has just finished her
first feature film. | have moved the poster and attached
it to the ceiling, like a star. Still later, having become a bit
nostalgic, she realized that film was also an astonishing,
original and profound reflection on the cinema. She looked
for the film, and watched it again and again. Through this
film, she discovered the modernity of black and white. She
saw the links to Antonioni and Wong Kar-Wai. Eventually,
she became a part of the French famille de cinéma. Isn't
that wonderful?
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NECATI SONMEZ

Born in 1967. Filmmaker, festival director (“Documenta-
rist”). Lives in Istanbul and Cairo.

Well, I love Wenders! I'd love to write a more proper
article but I'm quite pressed for time nowadays (a lot
of deadlines are around the corner! Thus, | answer you
a little bit late). But here | try to put my feelings in a
few sentences: In fact Wenders' films (especially WINGS
OF DESIRE) are among the ones that motivated me to
write on films and ultimately led me to be a critic. First
time | saw WINGS OF DESIRE in 1989, before even be-
ing involved in any cinematic activity (I was a promis-
ing student at engineering school at that moment), and
when | went out of the cinema | felt like | could write
pages or talk for hours about that bizarre/poetic/utopian
film. Two years later | would start to write film reviews/
critics, and continue to do so till now. Eventually | saw
ALICE IN THE CITIES, HAMMETT, PARIS, TEXAS, one af-
ter another... That was when UNTIL THE END OF THE
WORLD came to the theatres of Istanbul in the early 90s.
As a young enthusiastic film critic | went to see it the
very first day at a morning session. | remember well that
there were very few of us in the room, the film began but
after a while, and the story started to take very puzzling
twists. | was sure that something was wrong, and when |
went to see the film again another day, | confirmed that
on that first day the projectionist had mixed up the reels,
and that's why we had to watch the whole story topsy
turvy! Anyhow, at that time many of my colleagues were
not very much impressed by the film, but | loved it, and it
inspired me to write a good review. - That's it.. You made
me remember this funny anecdote - thanks! Best, Necati

HEIMAT (Home from Home), for which he was awarded the
German Film Prize in 2014, looks back even further, highlight-
ing incidents of the first wave of migration to Brazil in the
early 19th century - exploration and appropriation of Heimat:
There are multiple overlaps between the subject of Edgar Reitz
and the work of Wenders, the more urbane filmmaker who
takes his cues rather from the zeitgeist, modernity and change.
“I'am a German Romantic,” is what Wenders says about him-
self. The most widely travelled among the German Heimat film-
makers, he explores art forms and genres as well as regions
and lifestyles. To do so, he uses moving and driving around,
landscape, melancholy, strong motifs and images, a sense of
both the attractions and dark sides of the American way of
life, and the importance of music both for his film and for his
lost but never unredeemable figures.

Wenders put it more simply: “The guestion that | have been
concerned with in all my films is, how does one manage, in our
time, given everything that we experience and that the world
is going through, how does one manage to figure out what to
live for”

HASMET TOPALOGLU

Born in 1968. Producer, scriptwriter. Lives in Istanbul.

WENDERS-LOVE

(or how | stopped being puzzled by and learned to love
the new German cinema)

Dear Amin,

what a motivating topic is that! Wenders was one of my
early icon figures of cinema (and still is). | discovered
him in 1983 at the 2nd Istanbul Film Festival. However
it was maybe too early for me because THE STATE OF
THINGS left me lost and exhausted. Maybe Fassbinder’s
VERONIKA VOSS which | had watched a day before had
already brought my with-mainstream-built film taste to
a brink and THE STATE OF THINGS pushed me off the
cliff ) Anyway, it stayed hidden beneath my “filmlove-
surface” for a long while until | started watching Wend-
ers films on VHS cassettes at the Goethe-Institut in Istan-
bul. | was a graduate of the Istanbul boys' school where
| learned German for 7 years (all subjects - chemistry,
math, biology - were in German). | liked a lot what | saw.
Later, on a winter day in 1990, | had a critical exam of
finance ahead of me at the uni. | took the boat back from
the uni to go home and cram until the morning. When |
reached Eminonu, | remembered that there was going to
be a screening of KINGS OF THE ROAD at the Teutonia
building of the Goethe-Institut (Semra Aktas, today based
in Cologne, was then the assistant director of the insti-
tute and helped us, the film freaks, a lot to make the 16
mm copies available for a university showing).

| didn't hesitate one moment to run across the Galata
Bridge, then up the Galip Dede ramp to reach the insti-
tute. It was already dark but the film started the moment
| let myself on a chair. In just five minutes, it took me out
of the reality of my exam, my house, the dinner waiting
for me and so on. It was one of the most impressive films
| had seen so far. As | was watching Vogler und Zischler
wandering through a ‘deserted’ landscape once again, |
got lost. But this time for good. When | came home late |
couldn't go back to finance or accounting, the day ahead,
uni, any daily, earthly routine. Maybe | had already made

up my mind to go and study film - but that film made my
belief stronger.

| finished business administration. Couldn't find a way to
go to the U.S. to study film. Tried my chance at the Ger-
man Film and Television Academy Berlin. Got rejected at
the application stage. Went on to become a reporter only
to be able to get on track in film production 25 years
later from that day at Teutonia.

Just six months ago, when my wife Belmin and | were
in Berlin for the summer, we went to buy some DVDs
at a shop. | was in a bad mood somehow and Belmin
got me a surprise present. | opened it and it was a book
by Wenders: ‘Places, strange and quiet.’ She was hoping
that it would inspire me about my mixed thoughts for
my future projects. It absolutely did. Wenders' photos
reminded me that pictures and feelings are the essence
of ideas.

He is a great master and | am glad that you are going to
write that essay.

Good luck and best regards,
Hasmet Topaloglu
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Otto Sander, Solveig Dommartin, Wim Wenders
DER HIMMEL UBER BERLIN (Wings of Desire)
1987
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SKYWAY MOTEL

IMAGE AS ANTI-IMAGE

/127

IN WIM WENDER'’S FILMS

By Gunther Hasenkamp

An airplane in the sky. The camera pans down, to the ocean.
A man is sitting on the beach, taking a photo with a Polaroid
camera. The ocean, the jetty. In front of him lie quite a few Po-
laroid photos. America, East Coast, North Carolina. The man is
called Phillip and has been commissioned to write a text about
“the American landscape” for a book publication. For hours, he
drives along highways, past signs advertising Texaco, Surf City,
Gulf, past the antenna tower of WTVR, past fast food restaurants.
Evening, neon lights. He stops at the Skyway Motel. The TV in his
room is showing a sappy romance that haunts his dreams. “Shut
up!,” he finally shouts at the TV set and throws it off the shelf.

These are the first fifteen minutes of ALICE IN THE CITIES
(1973), Wim Wenders’ “first real film,” as he once said, the film
where he “discovered his individual [cinematic] voice.” Shot in
black and white on 16 mm film. The two main characters are
polar opposites: the grumpy journalist and the cheerful and
much too clever nine-year-old girl called Alice. Like Alice in
Wonderland. For Wenders' Alice, the wonderland is the “city.”
The grey landscape of the cities, in America just like in Ger-
many, where every city looks the same. Alice’s grandmother
lives in one of them, and this is where both of them are going.

People take a lot of pictures in this film. One may almost say
that the Polaroid camera is the third main character, besides
Phillip and Alice. This is, after all, a film about images. At the
time, in the early 1970s, the Polaroid camera was a novelty;
Wenders was given a few cameras by the developing company
to test them. “What | found fascinating about it,” he once said
in an interview, “was the uniqueness of the image: it only exists
once. In that very image that is spewed forth by the device af-
ter the click, slowly, slowly taking on contours and eventually
becoming wholly visible.”

Every image an original, like a moment you capture with your
own eyes. Every image a slow coming-into-being, something

that is developing, that is not ready-made. Uniqueness instead
of reproduction, creative individuality instead of industrial
production. For Wenders, the invention of the Polaroid camera
must have come at just the right time.

However, the exposition, the first quarter hour of the feature-
length film, is about the impossibility of reproducing “reality”
in an “image.” Phillip flips through his Polaroid images, shaking
his head: “They never show what you've really seen.” Still, he
does not give up. On the contrary, throughout the film, Phillip
is taking pictures like mad. As though he - the character, or the
director, that is an open question - wants to test whether it is
even possible to mount an artistic defense against the ready-
made images of the contemporary culture industry.

“Skyway Motel” is, of course, not a random name. It is an empty
metaphor. Through its windows, one does not see (let alone
reach) the sky, but only blinking neon lights. Commercialism
everywhere, nothing but commercialism. Later in the movie,
Phillip says: “The inhuman thing about American TV is not so
much that they hack everything up with commercials, though
that's bad enough, but in the end all programs become com-
mercials. Commercials for the status quo.” And you can't escape
the images. At one point, Alice tells him about a nightmare she
had: She is tied to a seat in front of a scary movie, she cannot
run away nor can she close her eyes...

The “culture industry” was not in good standing among the
members of the generation of 1968, a rebellious youth that
Wenders also felt part of. According to the critics, TV and other
media turned art into a commodity and the autonomous indi-
vidual into a mere consumer. For Phillip, it is not just the im-
ages on TV but the entire “American landscape” that forms the
monotonous backdrop to a consumer society. “America,” Wend-
ers once wrote, “became a nightmare only ten minutes after |
left New York. Such a huge country where every village and
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town was exactly like every other.” In a world like this, the ro-
mantic Wenders hero has no choice but to become an aesthetic
revolutionary. Phillip seeks to escape from the continuous and
ubiquitous visual trash by creating images himself, albeit fugi-
tive ones. He wants his images to correspond to reality the way
he sees it, in order to feel “that I still exist.”

“Digging up” the real, true images and letting them shine - this
is a key motif in Wim Wenders' work. It is a motif that perme-
ates his oeuvre and that is the reason why his films are often
called “classic.” It is also an important motif, because it is about
the larger question of what art should be or do.

In his preface to “The Logic of Images” (1988), Wenders re-
sponded to the question of why he was making movies as fol-
lows: “I'm no great theorist. | tend not to remember things I've
read in books. So | can't give you Béla Balazs' exact words,
but they affected me profoundly all the same. He talks about
the ability (and the responsibility) of cinema ‘to show things
as they are’. And he says cinema can ‘rescue the existence of
things'. That's precisely it. | have another quote, from Cézanne,
where he says: ‘Things are disappearing. If you want to see
anything, you have to hurry." So back to the awful question:
why do | make films? Well, because... Something happens, you
see it happening, you film it as it happens, the camera sees it
and records it, and you can look at it again, afterwards. The
thing itself may no longer be there, but you can still see it, the
fact of its existence hasn't been lost. The act of filming is a he-
roic act (not always, not often, but sometimes). For a moment,
the gradual destruction of the world of appearances is held up.
The camera is a weapon against the tragedy of things, against
their disappearing. Why make films? Bloody stupid question!”

“To show things as they are” - today, we have, of course, be-
come more skeptical. Postmodernity has taught us that all im-
ages are constructed, informed by interests, that it is more
important than ever in our digital age to deconstruct rather
than gaze or look naively. The Skyway Motel, the slow creation
of authentic images, and the resentment of a homogenizing
culture industry date from an earlier time - but that does not
mean that such an aesthetic creed is outdated. Art can “impart
the sensation of things,” wrote Viktor Shklovsky in his essay
“Art as Technique”: “And so life is reckoned as nothing. Habitu-
alization devours work, clothes, furniture, one’'s wife, and the
fear of war. ‘If the whole complex lives of many people go on
unconsciously, then such lives are as if they had never been.”
This is exactly where art intervenes, to “increase the difficulty
and length of perception,” writes Shklovsky. “Art exists that

69 \\

one may recover the sensation of life; it exists to make one feel
things, to make the stone stony.”

Making the stone stony, reclaiming the conscious existence of
things and of himself - this is what Phillip wants. Or, what
Wenders wanted with this film, which he followed up with an
enormously productive and varied oeuvre. “Skyway Motel” had
been a false promise. Wenders has always rebelled through
“images” (he later also became a celebrated photographer), so
that his films are an invitation to go hunting for motifs, as it
were. For there you find images that you will not forget, im-
ages that live on and that are understood all over the world.
(This is impressively shown by the statements on Wenders that
Amin Farzanefar collected from his film friends in Turkey, Iran,
and across the Arab World.)

It does not come as a surprise, then, that this director would go
on to make films about a choreographer (PINA) and a photog-
rapher (THE SALT OF THE EARTH). Wenders and Pina Bausch,
the world-famous innovator of dance theater, were no doubt
kindred spirits. Pina, too, was “no great theorist”; she was ac-
tually strangely taciturn and reserved when asked about her
work. Words simply were not what she dealt in. Her “pieces”
(that's what she called them) cannot be “retold.” And yet one
remembers them. And one also remembers Wenders' taciturn
documentary about Pina Bausch, with its ur-images, relics of
another time now set to reemerge.

Archetypes, then, true images in a false world. Or, as Wenders
once said in a speech he gave on Pina Bausch: “In today's soci-
ety, not all that glitters is gold. We are increasingly dealing in
fake currency. If something has a particularly strong shine, it is
often particularly unreal, artificial, fake. Fool's gold is the nice
English term for the fake gold that one is attracted to. This is
nowhere shown more clearly than in our entertainment indus-
try, describing, evoking, even producing feelings. The pathetic
gestures of an opera singer, the studied facial expressions in
video clips or the imitation of emotions in every other TV show
(let's not even talk about soaps), defy every notion of authen-
ticity and frequently make you wonder whether it is possible
to come across something convincing and halfway credible in
any representation at all. The other day, | drank some orange
juice, and while still swallowing it | began to feel sick. When
| looked at the bottom of the plastic bottle, | read: Artificial
substitute for imitation orange juice.”

Images - and music. Wenders made several documentaries
in which he searches, finds, “digs up” and presents music.

His feature films contain sequences where musicians such as
Nick Cave (WINGS OF DESIRE) or Madredeus (LISBON STORY)
play one or several songs for minutes on end. Ry Cooder, the
American slide guitarist and world music producer, produced a
very catchy soundtrack to Wenders' PARIS, TEXAS, which crit-
ics hailed as the “American voice of landscape.” Later, Cooder
discovered the once-famous elderly Cuban musicians of the
Buena Vista Social Club, and Wenders made a successful docu-
mentary about it. This film has a very clear structure: an inter-
view followed by a full-length musical piece, and at the end a
tableau vivant in the form of a big concert. A similar approach
is taken by Wenders in his musical documentary THE SOUL OF
A MAN, about blues musicians in the American South, and in
ODE TO COLOGNE, a film about the Cologne-based rock band
BAP. The pattern is always the same: It is about liberating mu-
sic, the artifact, from the rubbish heap of a commercialized
culture and to give it time, give it space, to exhibit it and let it
unfold its “sound.”

The truth as it manifests itself in the films by Wim Wenders has
been, from his early works, an anti-truth to the “fool’s gold” of
the shopping mall or the media. It is an artistic truth that needs
no words.
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“I HAVE ALWAYS
BEEN FASCINATED
BY IMAGES.

Wim Wenders
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A
Rudiger Vogler Yella Rottlander
ALICE IN DEN STADTEN (Alice in the Cities) ALICE IN DEN STADTEN (Alice in the Cities)
1974 1974
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MUNCHEN

Yella Rottlander, Rudiger Vogler Rudiger Vogler, Hanna Schygulla
ALICE IN DEN STADTEN (Alice in the Cities) FALSCHE BEWEGUNG (Wrong Move)
1974 1975
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Rudiger Vogler, Hanna Schygulla Dennis Hopper
FALSCHE BEWEGUNG (Wrong Move) DER AMERIKANISCHE FREUND (The American Friend)
1975 1987
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Dennis Hopper, Lisa Kreuzer
DER AMERIKANISCHE FREUND (The American Friend)
1977
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“The cinema is Wenders' window on the world. He does not present
the world, but invites the viewer to stop and have a look. His aim
from the outset is to prolong the exploratory view of the world
until the viewer sees what he understands. He is not interested in
evidence, vouchers or documents. He says the cinema can describe
things by showing them as they are.” // Norbert Grob in Cinegraph
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Hanns Zischler Rudiger Vogler, Hanns Zischler
IM LAUF DER ZEIT (Kings of the Road) IM LAUF DER ZEIT (Kings of the Road)
1976 1976
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DER STAND DER DINGE (The State of Things)
1982
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“The story is about a man who appears
in the desert from out of nowhere and
returns to civilization." // Wim Wenders on
PARIS, TEXAS
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DER STAND DER DINGE (The State of Things)
1982
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Harry Dean Stanton
PARIS, TEXAS
1984
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“[Wenders] welcomes American influences more than ever in
terms of the film's aesthetics: these range from the painter Edward
Hopper's images, the works of photographer Walker Evans, through
to wonderful guitar music composed for the film by Ry Cooder, which
acts like a kind of ‘voice’ and accompanies the characters on their
journey. During one scene, on a bridge passing aver a highway, the
restless wanderer Travis meets an apparent madman who, though
alone, is loudly lamenting the state of the world: a voice in the
wilderness which represents this film's true landscape of the soul.” //
Hans-Gunther Pflaum on PARIS, TEXAS
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Hunter Carson Nastassja Kinski, Harry Dean Stanton
PARIS, TEXAS PARIS, TEXAS
1984 1984
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Preés fiir die beste Regie - 40.Int Filmfestspiele Cannes |

BRUNO GANZ
SOLVEIG DOMMARTIN. OTTO SANDER CURT BOIS
- PETER FALK. o WIM WENDERS

wess HENRI ALEKAL

Bruno Ganz, Otto Sander
DER HIMMEL UBER BERLIN (Wings of Desire)
1987
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Bruno Ganz, Otto Sander
DER HIMMEL UBER BERLIN (Wings of Desire)
1987
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Bruno Ganz, Otto Sander
DER HIMMEL UBER BERLIN (Wings of Desire)
1987
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“The angels have been in Berlin since the end of the war, condemned
to remain there. They have no kind of power and are only onlookers,
watching what happens without the slightest possibility of taking a
hand in any of it. Previously, they had been able to influence things;
as guardian angels they could at least give whispered counsel, but
even that is now beyond them. Now they are just there, invisible to
man, but themselves all-seeing. They have been wandering around
Berlin for forty years now. [..] So it can't come as a complete surprise
that one day an angel has the extraordinary notion of giving up his
angelic existence for a human life!l It's never been done. Perhaps the
angels know as much. But the consequences are unknown.” // Wim
Wenders, The Logic of Images
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Bruno Ganz Bruno Ganz
DER HIMMEL UBER BERLIN (Wings of Desire) DER HIMMEL UBER BERLIN (Wings of Desire)
1987 1987
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“It's always a place calling the people and history. In PARIS,
TEXAS, it was the American West, in UNTIL THE END OF THE
WORLD, it was Australia. In Germany, the feeling was strong-
est along the Rhine or at the inner-German border. History is
a kind of intersection between the possibilities of this place
and the people who turn up there.” // Wim Wenders in an
interview with Michael Althen, 1995
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Michelle Williams Sarah Polley, Sam Shepard, Tim Roth
LAND OF PLENTY DON'T COME KNOCKING
2004 2005
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PINA
20M

Pina Bausch

\\ 34

35\



64 // // 65

Ein Film fir PINA BAUSCH von WIM WENDERS

“If anything like a hero exists in my films, then he
would be called ‘Odysseus, and the characters in
my films would be his friends who are trying to
find him to tell him that it is still too soon to come
home.” // Wim Wenders, 1982
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