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Wim Wenders is cinema’s preeminent poet of the open road, soulfully following the journeys of people as they search for
themselves. During his over-forty-year career, Wenders has directed films in his native Germany and around the globe,
making dramas both intense and whimsical, mysteries, fantasies, and documentaries. With this retrospective of twelve

of his films—from early works of the New German Cinema (Alice in the Cities, Kings of the Road) to the art-house 1980s
blockbusters that made him a household name (Paris, Texas, Wings of Desire) to inquisitive nonfiction looks at world
culture (Tokyo-ga, Buena Vista Social Club)—audiences can rediscover Wenders’s vast cinematic world.

Booking: booking@janusfilms.com / Publicity: rtwerner@me.com

’

) JANUS FILMS WM e
STIFTUNG

janusfilms.com/wenders



BIOGRAPHY

Wim Wenders (born 1945) came to international prominence as one of
the pioneers of the New German Cinema in the 1970s and is considered

to be one of the most important figures in contemporary German film. In
addition to his many prize-winning feature films, his work as a scriptwriter,
director, producer, photographer, and author also encompasses an
abundance of innovative documentary films, international photo
exhibitions, and numerous monographs, film books, and prose collections.
He lives and works in Berlin with his wife, Donata Wenders.

Wenders studied medicine and philosophy before moving to Paris in
1966 to study painting. Though ostensibly pursuing an apprenticeship
in the studio of the graphic designer and engraver Johnny Friedlaender, he spent his afternoons and evenings in the
Cinémathéque francaise. This “crash course in the history of film” would become the most important stage in his
education, as Wenders soon began to think of film as an “extension of painting by other means.”

His career as a filmmaker began in 1967, when Wenders enrolled at the newly founded University of Television and Film
Munich (HFF Munich). Parallel to his studies at the HFF, he also worked as a film critic from 1967 to 1970. At this point,

he had already directed various short films. Upon graduating from the university in 1971, he, together with fifteen other
directors and authors, founded the Filmverlag der Autoren, a distribution company for films by German auteurs, which
organized the production, rights administration, and distribution of their own independent films.

After completing his debut feature out of film school, The Goalie’s Anxiety at the Penalty Kick (1971), Wenders turned to
shooting his road movie trilogy—Alice in the Cities (1974), Wrong Move (1975), and Kings of the Road (1976)—in which
the protagonists try to come to terms with their rootlessness in postwar Germany, among other things. His international
breakthrough came with The American Friend (1977). Since then, Wenders has continued to work both in Europe and the
United States, as well as in Latin America and Asia, and has been honored with numerous awards at festivals around the
world, including the Golden Lion in Venice for The State of Things (1982); the Palme d’Or and the British Film Academy
Award for Paris, Texas (1984); the Director’s Prize in Cannes for Wings of Desire (1987); and the Silver Bear for The Million
Dollar Hotel (2000) at the Berlin International Film Festival. His documentary films Buena Vista Social Club (1999), Pina
(2011), and The Salt of the Earth (2014) were all nominated for Oscars. During the 2015 Berlin International Film Festival,
Wenders was presented with the Honorary Golden Bear for his lifetime achievement. His most recent feature film, Every
Thing Will Be Fine, was shown in the official program of the Berlinale out of competition in 2015.

In the fall of 2012, together with his wife, Donata, Wenders established the Wim Wenders Stiftung in DUsseldorf. The
establishment of the foundation was deeply rooted in the intention to create a legally binding framework to bring
together the cinematic, photographic, artistic, and literary life’s work of Wenders in his native country and to make it
permanently accessible to the public worldwide. At the same time, the nonprofit foundation model serves to ensure that
Wenders’s whole body of work may belong only to itself as endowment capital, and that it thus remains beyond the reach
of any form of private self-interest. All proceeds from the licensing business are used to finance the central purpose of the
foundation: the promotion of the arts and culture through the restoration, dissemination, and preservation of Wenders’s
work on the one hand, and through the support of young talents in the field of innovative narrative cinema on the other.

THE RESTORATIONS

For decades, some of Wenders’s films either remained unavailable because of unresolved rights clearances or could be
seen only in poor quality due to damage to the materials. The foundation began to digitally restore them in 2014, and,
as a result, the public is today once again able to experience these films in optimal quality. Restoring Wenders’s body of
work represents one of the central missions and greatest challenges of the Wim Wenders Stiftung.

As a first step, the original film materials are brought together from various storage facilities and documented. The
production documents are examined and analyzed with regard to the legal situation. In addition, an archiving concept
with a classification scheme for the inventory and processing of both film and documentary materials is being developed.
The restoration work itself consists of several stages: the evaluation of all source material, the scanning of the analog
material, the retouching of individual frames from damaged film sequences by hand and the stabilization of individual
frames, and the reframing and color correction of the image. The sound was already processed digitally back in 2002 by
André Bendocchi-Alves. After completion of the restoration work, the source materials are then transferred to the German
Federal Film Archive for proper long-term storage. It almost goes without saying that a change of medium from analog

to digital will rarely pass unnoticed. For this reason, particular attention is paid to maintaining the visual “charm” of the
originally analog film images with the idiosyncrasies of the film grain. Whereas the reprocessing of classic films is typically
supervised and assessed by curators and archivists in order to make careful decisions for a restoration “in the sense of
the director’s original vision,” the Wim Wenders Stiftung situation provides one special advantage: the director himself is
involved in the restoration process, thus guaranteeing a processing of the films that is far from an outside interpretation.

The Wim Wenders Stiftung digitally restored eight films in the course of one year. Image processing was done by
the company ARRI Film & TV under the supervision of Wim and Donata Wenders and was supported by grants



from the German Federal Film Board (FFA) and the Centre national de la cinématographie (CNC). Further films were
transferred to current state-of-the-art high-resolution digital formats in order to be able to show them in cinemas and on
television. The foundation will continue to pursue the preservation of the cinematic work of Wenders and to thus make it
accessible to the public on a permanent basis.

Two of the already restored films offered special challenges in their restoration: the reframing of Alice in the Cities and
the music rights for The Goalie’s Anxiety at the Penalty Kick.

Alice in the Cities was shot on 16 mm black-and-white negative in the summer of 1973. For fifteen years, all copies in
circulation worldwide were made from the original negative. By the time a 35 mm duplicate negative was finally made in
1988, the original material was damaged by countless scratches, vertical lines, and cracks.

The digital restoration of the film was done in 2014. For this purpose, the original negative was scanned in 4K resolution
using the wet-gate method and retouched and color-corrected in 2K resolution. Individual sequences that were too
heavily damaged on the original 16 mm negative were replaced with sections from the 35 mm duplicate negative.
Although the film was shot in the 1:1.37 format commissioned by the German public broadcasting entity WDR, Wenders
and his cameraman, Robby Miller, composed the shots for the widescreen 1:1.66 format. At the director’s request,

Alice in the Cities was also screened in cinemas that way. With this digital restoration, the film is now finally framed in
Wenders'’s preferred format.

The Goalie’s Anxiety at the Penalty Kick was filmed in Vienna and Burgenland in 1971. Based on the novel of the same
name by Peter Handke, this was Wenders'’s first feature film. He worked with Mduller on it as well, as he would go on to do
for many years, as well as with composer Jirgen Knieper and film editor Peter Przygodda.

As the use of the music had not been cleared for international release, distribution was soon restricted to television, and
The Goalie’s Anxiety at the Penalty Kick remained more or less unavailable for three decades. With the 2014 restoration,
this problem was solved through the recording of new songs. For the restoration, the original 35 mm color negative film
was scanned, retouched, and color-corrected in a resolution of 4K.

THE GOALIE'S ANXIETY
AT THE PENALTY KICK

“His technique of using images to keep the plot intact makes The Goalie’s
Anxiety at the Penalty Kick a milestone in young German cinema.”
—Frankfurter Allgemeine

The goalkeeper Josef Bloch (Arthur Brauss) is sent off after committing

a foul during an away game. This causes him to completely lose his
bearings. He wanders aimlessly through the unfamiliar town, spends the
night with the box-office attendant of a movie theater (Erika Pluhar), and
strangles her the next morning. But instead of turning himself in or fleeing,
Bloch then goes to the country place of his ex-girlfriend (Kai Fischer) and passively waits there for the police to come
and arrest him. As Wenders himself has stated, the visual idiom of Alfred Hitchcock’s films provided the model for his
debut film. He adheres minutely to the thoroughly “cinematic” source, a novel by Peter Handke. With his cameraman
Robby Miller and his editor Peter Przygodda—both of whom had already worked with him on his film thesis at the HFF
(University of Television and Film Munich)—in The Goalie’s Anxiety, he set forth a collaboration that would weld this
team together for years.

West Germany/Austria * 1971 « 100 minutes « 35 mm color  Stereo « In German with English subtitles « 1:1.37
4K restoration and new sound mixing, 2014 « 4K DCP

ALICEINTHE CITIES

Technically, Alice in the Cities is Wenders’s fourth film, but he often refers
to it as his first, because it was during this film that he discovered the
genre of the road movie. (It would later become the first part of his road
movie trilogy, along with Wrong Move and Kings of the Road.) It was also
his first film to be shot partly in the U.S. and the first to feature his alter
ego, Philip Winter (Rudiger Vogler). Alice is often compared with Charlie
Chaplin’s The Kid. In 1974, it won the German Critics Prize.

The German journalist Winter wants to write a story about America
but is unable to accomplish anything but a series of Polaroids before




disappointedly beginning his journey back home. At the same time, he reluctantly agrees to take little Alice (Yella
Rottlander) with him, because her mother (Lisa Kreuzer)—whom he meets in New York on the day before his departure—
has urgent business to take care of there. In Amsterdam, the mother then fails to appear as they agreed, so Winter and
Alice set out to try to find Alice’s grandmother in the Ruhr region. During their search together, their initial mutual dislike
gradually transforms into a heartfelt affection.

West Germany ¢ 1974 « 112 minutes ¢ 16 mm blowup to 35 mm black and white ¢ Stereo ¢ In German with English subtitles « 1:1.37
4K scan and 2K restoration, 2014 « 2K DCP

WRONG MOVE

Glickstadt in northern Germany, Bonn, a palace along the Rhine, a housing
project on the outskirts of Frankfurt, and finally the Zugspitze—these

are the stations of the journey that the young Wilhelm Meister (RUdiger
Vogler) hopes will save him from the gloomy irritability and despondency
that plague him in his hometown. In unfamiliar places, he thinks that he will
be able to do what he has always had an uncontrollable drive to do—to
write. He wants to become an author. With the journey, which his mother
(Marianne Hoppe) gives him permission to make, he hopes to broaden his
horizons and, above all, to find himself.

In Goethe’s novel Wilhelm Meister’s Apprenticeship, which provided the
source material for Peter Handke’s script, a journey of this kind was still a “genuine movement.” In the literature of
the nineteenth century, particularly in the German bildungsroman, the topos of the journey is always linked to lasting
significant changes and experiences. Traveling is synonymous with the successful search for one’s own identity.

But the Wilhelm of Wrong Move must arrive at the painful recognition that today a journey alone no longer leads to the
desired goal. His path leads him into an unbroken series of failures, through his own fault and that of all the people he
meets on his way: the street singer Laertes (Hans Christian Blech), struggling with his Nazi past, the mute girl Mignon
(Nastassja Kinski in her first role), the poet (Peter Kern), and the actress Therese (Hanna Schygulla).

West Germany ¢ 1975 ¢ 103 minutes * 35 mm color ¢ Dolby 5.1 surround ¢ In German with English subtitles ¢ 1:1.66
4K restoration scheduled for late 2015 « 4K DCP

KINGS OF THE ROAD

Kings of the Road is about a friendship between two men: Bruno,

a.k.a. King of the Road (RUdiger Vogler), who repairs film projectors and
travels along the inner German border in his truck, and the psychologist
Robert, a.k.a. Kamikaze (Hanns Zischler), who is fleeing from his own
past. When Robert drives his old Volkswagen straight into the Elbe River,
he is fished out by Bruno. This is the beginning of their shared journey
through a German no-man’s-land, a journey that leads them from the
LUneburg Heath to the Bavarian Forest. Wenders began the film without
a script. Instead, there was a route that he had scouted out beforehand:
through all of the little towns along the Wall that still contained a movie
theater in this era of cinematic mass extinction. The old moving van with the film projectors in the back becomes a
metaphor for the history of film—it is no coincidence that the film is dedicated to Fritz Lang. This “men’s story” also
treats the themes of the absence of women, of loneliness, and of postwar Germany. At one point, Bruno says to Robert:
“The Yankees have colonized our subconscious.”

West Germany ¢ 1976 ¢ 175 minutes ¢« 35 mm black and white ¢ Dolby 5.1 surround ¢ In German with English subtitles ¢ 1:1.66
4K restoration, 2014 « 4K DCP

THE AMERICAN FRIEND

In 1977, The American Friend won the German Critics Prize as well as
gold in two categories of the German Film Prize, and it is now considered
a cult film. Wenders adapted Patricia Highsmith’s novel Ripley’s Game for
the film. Jonathan Zimmermann (Bruno Ganz) believes that he will soon
die of leukemia. The unscrupulous American Tom Ripley (Dennis Hopper)
learns of this and exploits Zimmermann'’s iliness for his own purposes.

He introduces Jonathan to the underworld figure Minot (Gérard Blain),
who offers to hire the terminally ill man as a professional hit man. He is to
be paid appropriately for his work and thus enabled to leave something




behind for his wife (Lisa Kreuzer) and their child. What does he have to lose, since he is going to die anyway? A
friendship develops between the two very different men, and this ultimately leads Ripley to intervene when Zimmermann
proves incapable of carrying out an additional murder. The cast of Wenders’s film includes not only the directors Hopper
and Blain but also filmmakers in many of the supporting roles of gangsters, such as Hollywood legends Sam Fuller and
Nicholas Ray, as well as Peter Lilienthal, Daniel Schmid, and Jean Eustache.

West Germany ¢ 1977 ¢ 126 minutes ¢« 35 mm Eastmancolor * Stereo ¢ In German, English, and French, with English
subtitles « 1:1.66
4K restoration, 2014 « 4K DCP

THE STATE OF THINGS

The State of Things is a highly personal film about filmmaking in Europe and
America. It is about a film crew stranded at the westernmost tip of Europe.
The director, Friedrich Munro (Patrick Bauchau), his cameraman (Sam
Fuller), scriptwriter, and actors have been abandoned by their producer.
After shooting their last feet of film (they are working on the remake of

a low-budget sci-fi thriller), there is nothing left to do but wait. Friedrich
finally sets out for Los Angeles to search for the missing producer (Allen
Garfield). Friedrich finally finds him on Sunset Boulevard, in his RV, where
he is hiding out from the mafiosi or loan sharks who are after him. The two
have to pay with their lives for their black-and-white film adventure the
following morning. Friedrich continues to “put up a fight” by “shooting
back” with his Super 8 camera until the moment of his death. Wenders’s parable on filmmaking has also been interpreted
as his way of addressing the difficulties that he faced during the production of Hammett, his first film in the United States.

West Germany ¢ 1982 ¢ 121 minutes * 35 mm black and white and color ¢ Stereo ¢ In English and French, with English
subtitles « 1:1.66
4K Restoration, 2015 « 4K DCP

PARIS, TEXAS

Paris, Texas is Wenders’s best-known and internationally most successful
film. Celebrated by critics, it won a series of important international awards,
including the Palme d’Or at Cannes. This unconventional road movie is
based on a script by Pulitzer Prize winner Sam Shepard and tells the story
of Travis (Harry Dean Stanton), a man who wanders out of Mexico and into
the blazing heat of Texas’s Big Bend one day. Travis does not speak a word.
He also seems to have largely lost his memory. But he is driven by his wish
to find his family again: his young wife, Jane (Nastassja Kinski), whose life
he seems to have placed in danger through his pathological jealousy, and
his seven-year-old son, Hunter (Hunter Carson). For four years, Travis was
thought to be dead. His brother, Walt (Dean Stockwell), flies from L.A. to Texas to bring back his lost sibling. Walt and

his wife, Ann (Aurore Clément), have become Hunter’s foster parents. It is very difficult for the two of them to now give
up this role, especially when they learn that Travis wants to take his son in search of Jane. They know nothing about her,
except that she probably lives in Houston . . . In addition to impressive performances by Stanton as Travis and Kinski as
Jane, a unique soundtrack by Ry Cooder has made Paris, Texas a cult film.

West Germany/France ¢ 1984 « 148 minutes « 35 mm color « Stereo * English * 1:1.66
4K scan, L'Immagine Ritrovata, and 2K restoration, Eclair Group, 2014 « 2K DCP

TOKYO-GA

Excerpt from Wenders’s narration:

If there were still sanctuaries in our century . . . if there was
something like a holy treasure of cinema, for me, that would
be the work of Japanese director Yasujiro Ozu. He made fifty-
four films. Silent movies in the 1920s, black-and-white films in
the 1930s and 1940s, and finally color films until his death on
the twelfth of December 1963, on his sixtieth birthday. Although
these films are distinctly Japanese, they are also global. In them
| recognized all families, in all the countries in the world, as well




as my own parents, my brother, and myself. Never before and never again was film so close to its
essence and its purpose: showing an image of the human in our century. A usable, true, and valid image,
one in which he cannot only see himself but rather learn something about himself. Ozu’s work doesn’t
need my appraisal. And such a “holy treasure of cinema” is just imaginary. So my journey to Tokyo was
no pilgrimage. | was curious to see if | could discover something from this time, whether something
was left of his work, images perhaps, or people even ... Or if in the twenty years since Ozu’s death so
much changed in Tokyo that there was nothing left to be found.

West Germany/U.S. « 1985 » 92 minutes « 16 mm Eastmancolor « Dolby 5.1 surround ¢ English and Japanese with English
subtitles * 1:1.33
4K scan and 2K restoration, 2014 « 2K DCP

WINGS OF DESIRE

Wings of Desire marked Wenders’s homecoming and was his first German
film after eight years in America. The main characters are guardian angels—
benevolent, invisible beings in trench coats—who listen to the thoughts of
mortals and attempt to comfort them. One of them, Damiel (Bruno Ganz),
wishes to become human after he falls in love with the beautiful trapeze
artist Marion (Solveig Dommartin). Peter Falk, playing himself, helps Damiel
during his transformation by introducing him to life’s little pleasures. The
film is narrated from the perspective of the angels, who see the world in
black and white. Only when Damiel becomes human does the world of color
reveal itself to him. He leaves behind his old friend Cassiel (Otto Sander),
who continues to be accompanied by Homer (Curt Bois), the “storyteller of humanity.” The film has achieved cult status
around the world; in 1998, it was remade under the title City of Angels, with Nicolas Cage and Meg Ryan in the lead roles.

West Germany/France « 1987 « 128 minutes * 35 mm black and white and color « Dolby 5.1 surround * In German, French,
and English, with English subtitles ¢ 1:1.33
4K restoration scheduled for 2016 « 2K DCP

NOTEBOOKONCITIESAND CLOTHES

This “diary film,” as Wenders calls it, investigates the similarities of
filmmaking craft to that of the Tokyo-based fashion designer Yohji
Yamamoto, who, in the early 1980s, shocked and revolutionized the fashion
world. Wenders shot the film mainly on his own, as a one-man crew. During
the production, which stretched over a year, Yamamoto and Wenders
became friends. Excerpt from Wenders’s narration of the film:

Fashion. | got nothing to do with that. At least that was my
reaction when the Centre Georges Pompidou in Paris asked me
if | would like to make a short film about a fashion designer . ..
The world of fashion. | am interested in the world, not in fashion.
But maybe my judgment was premature. Why shouldn’t | try to approach the topic without prejudices?
Why not look at fashion like any other industry, the film industry, for example? ... Filmmaking ... should
sometimes just be a way of life. Like going for a walk, reading a newspaper, writing something down,
driving a car, or making this film. From day to day it writes itself, driven by the curiosity for the topic.

West Germany/France « 1989 « 81 minutes « 35 mm color « Stereo ¢ In English and Japanese, with English subtitles « 1:1.37
4K restoration, 2014 « 4K DCP

- UNTILTHE END OF THE WORLD

(DIRECTOR’S CUT)

Until the End of the World is “the ultimate road movie,” a journey around
the globe, a modern-day odyssey—and it certainly bears similarities to
Homer’s saga. However, the aim of this journey is the spiritual reconciliation
between an obsessed father and his lost son, and, in Until the End of

the World, Penelope decides to set out in pursuit of Odysseus. In order

to enable his blind wife (Jeanne Moreau) to see, Dr. Farber (Max von
Sydow) invents a process that makes it possible to transmit the images
recorded in the brains of sighted people directly into the visual systems

of blind people. Farber’s son Sam (William Hurt) sets out on a journey




around the world in order to “see” and record the various stations of his mother’s life for her. The Frenchwoman Claire
(Solveig Dommartin) falls in love with him and sets out in pursuit of him. She, in turn, is followed by the author Eugene
(Sam Neill), who is recording her adventure. The film was shot in 1990 and takes place in the near future, around the turn

of the millennium. What most interests Wenders here is how humanity learns to deal with images—or becomes their victim.
Eugene notes: “In the beginning was the word. What would happen if only the image remained in the end!?” Frustrated
with the Reader’s Digest version of his film, which was forced upon him by his distributors, Wenders created a director’s cut
two years after its release: at a length of almost four hours, it lives up to his intentions and to the epic nature of the story.

Germany/France/Australia » 1991 « 295 minutes (director’s cut) * Super 35 mm, Eastmancolor ¢ Stereo * English ¢ 1:1.66
4K restoration, 2014 « 4K DCP

BUENA VISTA SOCIAL CLUB

With a small film crew, Wenders accompanied his old friend Ry Cooder,
who had written the music for Paris, Texas and The End of Violence, on a
trip to Havana. Cooder wanted to record his material for lbrahim Ferrer’s
solo album at a studio there—following the recording of the first Buena
Vista Social Club CD (which had not yet been released at that time).
Wenders immersed himself in the world of Cuban music. Over the course
of several months, he observed and accompanied the musicians—first at
home in Havana; then, weeks later, in April 1998, on their trip to Amsterdam
for the first public performance of the band (who had never played
together outside a studio); then, still later, in July 1998, to their triumphal
concert at New York’s Carnegie Hall. He thus followed the old heroes of
the traditional Cuban Son music on their path from being completely forgotten to becoming world famous—within the
period of just a few months. “I thought, I'll shoot a documentary,” Wenders has said, “and here we were, about to witness
a fairy tale that no one could have imagined in this form.” The music documentary became a cinematic sensation and

an international success. Along with an Academy Award nomination for best documentary film, Buena Vista Social Club
won the same category at the European Film Awards, the German Film Prize in Gold, Germany’s Golden Camera, and the
Grand Prize for Film in Brazil, as well as numerous other awards.

Germany/U.S. ¢ 1999 « 105 minutes ¢ Digital Betacam transferred to 35 mm, color ¢ Stereo ¢ In English and Spanish with English
subtitles « 1:1.85
2K DCP

TRIVIA

There was essentially no script for Kings of the Road. Except for the first scene after the opening credits when the two
protagonists meet each other, everything was improvised.

Rudiger Vogler, who played a character named Philip Winter in Alice in the Cities, also played a detective of the same
name in Until the End of the World.

On the set of The American Friend, actors Dennis Hopper and Bruno Ganz did not initially get along, getting into a
fistfight on set. After a night of drinking, the two returned to the set with their differences settled.

Nirvana front man Kurt Cobain claimed Paris, Texas was his favorite movie of all time.

In Wings of Desire, all of the black-and-white sequences were shot through a one-of-a-kind filter made from a stocking
that belonged to cinematographer Henri Alekan’s grandmother.

To create the soundtrack for Until the End of the World, Wenders asked eighteen bands to consider the proposition of
writing songs that could represent their music ten years into the future. He got sixteen tracks. The soundtrack wound up
being more financially successful than the film.

The original ending of Until the End of the World called for the finale to be shot in Congo among the Pygmy people
there, who were to chant the dream music heard on the soundtrack. Ultimately, the financing fell through and made that
infeasible. Wenders also couldn’t get clearance to film in China, so he sent his star Solveig Dommartin into China with a
handheld digital camera. That footage is in the film as a “video fax” that Claire sends her estranged lover Gene.

The Buena Vista Social Club album was put together by guitarist Ry Cooder in 1997 as a means of recapturing the lost
music of prerevolutionary Havana. That story is the basis for Wenders’s film.

Wenders has said that he actively resisted going to see Pina Bausch’s Café Mdller in 1985. He claims he had no interest in
dance whatsoever and was dragged to the production by Dommartin, who was then his companion. Once he had begun
to watch, however, he found himself so moved by the performance that he wept.



FILMOGRAPHY

FEATURE AND DOCUMENTARY FILMS

1970  Summer in the City

1971 The Goalie’s Anxiety at the Penalty Kick
1972 The Scarlet Letter

1974 Alice in the Cities

1975 Wrong Move

1976 Kings of the Road

1977 The American Friend

1980  Lightning over Water

1982 The State of Things

1982 Hammett

1984 Paris, Texas

1985 Tokyo-ga

1987 Wings of Desire

1989  Notebook on Cities and Clothes

1991 Until the End of the World

1993 Faraway, So Close!

1994  Lisbon Story

1995 Beyond the Clouds (with Michelangelo Antonioni)
1996 A Trick of the Light (with students of the HFF Munich)
1997 The End of Violence

1999  Buena Vista Social Club

2000 The Million Dollar Hotel

2002 Ode to Cologne: A Rock 'n’ Roll Film
2003 The Blues: The Soul of a Man

2004 Land of Plenty

2005 Don’t Come Knocking

2008 Palermo Shooting

20M Pina (3D)

2013 Cathedrals of Culture: Berlin Philharmonic Hall
2014  The Salt of the Earth

2015 Every Thing Will Be Fine

SHORT FILMS

1967 Schauplétze

1967 Same Player Shoots Again

1968 Silver City Revisited

1968  Police Film

1969  Alabama (2000 Light Years)

1969 3 American LPs

1974 From the Family of Reptiles / The Island
1982 Reverse Angle

1982 Room 666

1992  Arisha, the Bear and the Stone Ring
1998 Willie Nelson at the Teatro

2002 Ten Minutes Older: Twelve Miles to Trona
2007 War in Peace

2007 Los Invisibles: Invisible Crimes

2008 Person to Person: 8

2010  [If Buildings Could Talk

2012 Notes from a Day in the Life of an Architect (Peter Zumthor at Work)



