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FACTS 
Location Deutsche Kinemathek – Museum für Film und Fernsehen 
 Filmhaus, Upper Level, Potsdamer Straße 2, 10785 Berlin 
 
Informationen Tel. +49-30/300903-0, Fax +49-30/300903-13 
 www.deutsche-kinemathek.de  
 
Publication       Catalogue incl. Audio-CD „In the talkies every Sundy night:  
        Sound–Film–Music, 1929-1933, Edition Museum 18,90 €  
  
Opening Hours  Tes.-Suns. 10 a.m.-6 p.m. 
 Thurs. 10 a.m.-8 p.m.  
 
Admission 4 Euro / 3 Euro reduced 
  6 Euro / 4,50 Euro red. incl. Permanent Exhibitions   
 3 Euro School class per child 
 12 Euro Family ticket (2 Ad. 2 Child.) 
 6 Euro small Family ticket (1 Ad. With children) 
Public Transportation U-/S-Bahn Potsdamer Platz, Bus M41, 148, 200 
 
Guided Tours »FührungsNetz«: T +49-30/24749-888 
 
Area 450 Quadratmeter 
Exhibits ca. 230 

Idea and Direction Rainer Rother 
Project director Peter Mänz 
Curators team Peter Jammerthal, Peter Mänz, Vera Thomas, Nils Warnecke 
Special Consultation      Ursula Breymayer, Judith Prokasky 
AV Media program Nils Warnecke  
Exhibtion organization Vera Thomas 
Research assistent Anja Göbel 
Translations Wendy Wallis 
Exhibition construction  m.o.l.i.t.o.r., Berlin 
Exhibtion Graphics Jan Drehmel, befreite module 
Graphic Pentagram Design, Berlin 
Conservational supervision Wilfried Busch (Filmtechnik), Sabina Fernandez, Fernando Nino-
 Sanchez (Papier) 
Edition of AV Media Stanislaw Milkowski, Concept AV 
Speekers of Audiostations Simone Kabst, Jonas Ziegler 
Restauration of tone Christian Zwarg, Truesound Transfers, Berlin 
Collaboration Johanna Dietrich 
Technical assistance Frank Köppke, Roberti Siefert, Stephan Werner 
Press and public relations Katrin Kahlefeld, Christa Schahbaz, Heidi Berit Zapke 
Museum education Jurek Sehrt 
  
Supporters Akademie der Künste / Archiv, Brigitte, Bundesarchiv-Filmarchiv, 

F.-W.-Murnau-Stiftung, FdK / Kino Arsenal,  
 La Cinémathèque Française, Kineos GmbH, Transit Film sowie 
 Alfred Wagner, duo-phon records, Berlin, Gerd Ahlers, Friedrich 

Carhaser, Raoul Konezni, Walter Weist 
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In the talkies every Sundy night: Sound – Film – Music, 1929-1933 

Prologue 

Film and music went hand in hand from the beginning; even the first demonstrations of the film 

pioneers were accompanied by piano music. A rich musical culture established itself around silent 

movies in the 1920s. Orchestras were used in large film palaces and extensive accompanying 

programs were organized. In general, however, the "musical illustration" of films was often hastily 

patched together from existing melodies.Spanning a wide spectrum between waltz and jazz, silent 

films incorporated stylistic devices from the modern stage operetta: EIN WALZERTRAUM (1925, 

Ludwig Berger) ironically plays with Viennese clichés, while DIE KEUSCHE SUSANNE (1926, Richard 

Eichberg) sets the hurly-burly aspect of the city in focus.Early attempts were made to synchronize 

film and music. However, for a long time it remained difficult to bring the gramophone and the 

filmed image into synchronization. The first successful feature film to use phonographic sound, THE 

JAZZ SINGER (Alan Crosland), was produced in 1927 in the USA. However, the competitive optical 

sound recording method, with which sound could be recorded directly on the film strip, soon 

proved to be superior. With a vocal number by Richard Tauber, ICH KÜSSE IHRE HAND, MADAME 

(1929, Robert Land) presented this new technique for the first time in a feature film. The era of 

sound film had begun. 

The Sound Film Operetta 

In 1929, in the transitional period between silent movies and films with sound, the German film 

industry created the sound film operetta. Films such as DIE DREI VON DER TANKSTELLE (1930, 

Wilhelm Thiele) include song and dance where the song insertions are integrated into action, 

similar to the stage operetta. 

The music of this genre triumphed at the cinemas and reached millions. Its circulation through 

radio and records increased the popularity of well-liked screen stars such as Lilian Harvey and Willy 

Fritsch. The Ufa production group around Erich Pommer, which included the composer Werner 

Richard Heymann, was an especially creative center for making these successful films. In 1927, 

Pommer returned to Germany from Hollywood, bringing with him the concept of shooting 

schedules, which made an effective organization of film work possible. Simultaneously, the optical 

sound recording method was refined at the Babelsberg sound film studios, which Ufa had built. 

French and English language versions were created for the international market on the same sets. 

Consequently, sound film operettas like DER KONGRESS TANZT (English language version: 

CONGRESS DANCES, 1931, Erik Charell) became successful worldwide. 
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Crisis 

The introduction of the sound film in Germany took place against a background of economic and 

political crisis. Unemployment, housing shortages and political instability determined the daily life 

of many people.The cinema offered a diversion from these worries for a few hours. In EIN 

BLONDER TRAUM (English language version: HAPPY EVER AFTER, 1932, Paul Martin), Lilian Harvey 

sang "Irgendwo auf der Welt gibt’s ein kleines bißchen Glück" (There’s a little bit of happiness 

somewhere in the world), while the bicycling window cleaners in the same film warbled "Einmal 

schafft’s jeder!" (Everybody makes it some day!). In contrast, KUHLE WAMPE ODER WEM GEHÖRT 

DIE WELT? (Slatan Dudow), a communist film made at the same time, shows the unemployed on a 

hunt for work, desperately pedaling along on their bicycles.In numerous sound film operettas the 

themes of everyday life are not completely suppressed; the main characters are sales girls, window 

cleaners, waiters or unemployed actors. They are on a search for private happiness, and 

occasionally question the social structures and the relationships of the sexes. The happy ending is 

often staged with an ironic wink of the eye. 

 

City Lights 

The sound film operetta was characterized by the big-city culture of the Weimar Republic, whose 

creativity was concentrated in the Berlin metropolis. Friedrich Hollaender and Werner Richard 

Heymann brought the satirical jokes of the cabaret to film. Frivolity, sophistication and a parodist 

manner of dealing with temporary fashions corresponded to the spirit of Erik Charell’s revue and 

operetta productions.The Lewis Ruth Band not only accompanied the premiere of Brecht and Weill’s 

"Dreigroschenoper" (Threepenny Opera, 1928), they also played in the film DIE DREI VON DER 

TANKSTELLE (1930, Wilhelm Thiele), which takes the audience into the world of glamorous 

nightclubs. Jazz, which was spread by Afro-American artists in Europe, found its way into films 

such as EINBRECHER (1930, Hanns Schwarz) as an expression of the wild, big-city life. Even the 

matadors of the salon orchestras like Marek Weber, Dajos Béla and Leo Monosson can be seen on 

screen. IHRE MAJESTÄT DIE LIEBE (1931, Joe May) and other sound film operettas reflect the 

radiance of the dance palaces. However, ironically, the world of the rich frequently seems to break 

down and the bailiff is shown knocking on their doors as well. 
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Waltz Dreams 

After Berlin, Vienna was the second source of inspiration for the sound film operetta. Nevertheless, 

while jazz and cabaret stand for Berlin’s attitude towards life, it is the "Heuriger", or wine tavern 

romanticism, as well as movements measured in three quarter time that characterizes the image of 

Vienna. For the sound film operetta, the "Old Vienna" of the "kaiserlich und königlich" (imperial and 

royal) monarchy represented a lost paradise in an era of economical crisis.The introduction of the 

sound film also marks the decline of operetta culture in Vienna. Musical entertainment stages such 

as the "Apollo" turned into movie theaters. The 1931 premiere of Erik Charell’s DER KONGRESS 

TANZT (English language version: CONGRESS DANCES) took place in the former Johann Strauß-

Theater, later the "Scala" cinema. Artists, such as the composer Robert Stolz, the actors Willi Forst 

and Paul Hörbiger, and the author Walter Reisch, left the metropolis on the Danube and switched 

to German films. Many of them subsequently worked for the small Super-Film GmbH in Berlin, 

which became competition for Ufa with its first sound film operetta, ZWEI HERZEN IM ¾ TAKT 

(directed by Geza von Bolvary), in 1930.While films such as DER KONGRESS TANZT (1931) and 

ICH UND DIE KAISERIN (1933, Friedrich Hollaender) certainly made use of the Viennese clichés, 

but also ironically broke them down, after 1933 the sound film operettas set in Vienna froze into 

the stereotype. Carl Lamač’s film version of the operetta IM WEISSEN RÖSSL (Austria/Germany 

1935) domesticated everything that was frivolous and grotesque. The work’s Jewish authors went 

unnamed. 

 

Epilogue 

In January 1933, Adolf Hitler was appointed German Chancellor and the National Socialists set up a 

dictatorship. By March 1933 the Ufa had dismissed Jewish employees such as the director Erik 

Charell, the producer Erich Pommer and the scriptwriter Robert Liebmann. Numerous artists fled 

from the NS regime or went into the exile, since they were not allowed to work any longer due to 

anti-Semitic laws. Others did not manage to save their lives by taking flight. Kurt Gerron, a 

director and actor, as well as his fellow actor Otto Wallburg, became victims of the Holocaust.The 

film genre of the sound film operetta disappeared soon after 1933, specifically because its most 

capable designers had to emigrate. Because of their inclinations towards irony, frivolity and playing 

with the role of the sexes, these films had been a thorn in the sides of many National Socialists for 

a long time. With VIKTOR UND VIKTORIA (1933), the director Reinhold Schünzel staged one of the 

last sound film operettas in the spirit of the Weimar Republic. His film AMPHITRYON (1935), which 

ventured allusions to the self-portrayal of the NS regime in ancient garb, is also through-composed 

with music and song. Shortly thereafter, Schünzel, a "half Jew", had to leave Germany. The revue 

film dominated the musical films of the NS period from that time on. 

 

 
Press photos www.deutsche-kinemathek.de →Press→Press Photos→Link Download  →Special 

Exhibtions. Access via Press counter, Heidi Berit Zapke T. +49-030/300903-820 or  


