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Ungezählt sind die Menschen, die aus Kummer und Verz-
weiflung starben über die Auswirkungen des Mauerbaus 
auf ihr Leben.

Commemorative Geschichtsmeile near the ehemaliger 
Grenzübergang Sonnenallee discussing the death toll of 
the Berlin Wall.

Glückliche Menschen haben ein schlechtes Gedächtnis 
und reiche Erinnerungen.

Thomas Brussig, Am kürzeren Ende der Sonnenallee 
(1999).

Introduction: Bordering on Difference

In the closing scene of the 1999 hit German coming-
of-age film Sonnenallee, nearly the entire cast of East Ber-
liners—save for a few stone-faced border guards—partici-
pates in a choreographed dance sequence near the border 
zone.1 Breaking out in a spontaneous yet orderly line, the 
characters jive towards the border wall and the western 
Sonnenallee, while the final image of the eastern side fades 
into black and white as they leave it behind. The moment 
arguably points towards the joyful possibility of reunifica-
tion, as the film’s audience knows that the Wall, and with it 
the border crossing at Sonnenallee, fell in 1989. The dance 
sequence thus paints a picture of the cheerful community 
just behind the border as interconnected, lively, and full of 
exuberance, both in their current state as East Berliners and 
what lies ahead of them once Sonnenallee is reunited. 

In modern times, the actual former border zone on 
Sonnenallee contains neither the upbeat energy of a spon-
taneous dance sequence, nor much of a lively community. 
Where the border crossing once was is now surrounded by 
a few lonely apartment blocks, lush suburban greenery, 
and the terminal stop of Berlin’s cross-city M41 bus line. Wi-
thout the inclusion of several historical markers, it might be 
hard to imagine that the space once was a border crossing 
at all. The crossing is memorialised by the Berlin Senate’s 
Berliner Mauer (Berlin Wall) project, including several infor-
mational Geschichtsmeile, or glass remembrance plaques, 
signs and markers in the road indicating the exact location 

1 Throughout this article, Sonnenallee in italics refers to the 
film, while Sonnenallee unitalicised refers to the place name 
for the street in Berlin.
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of the Wall, and a few location-specific attractions. The re-
presentations of life near the border crossing on the stan-
dard, museum-like plaques and in the laugh-out-loud film 
seem almost as divided as Sonnenallee once was.

In the wake of the Wende and the fall of the Berlin Wall, 
many attempts to memorialise the history of the divided 
city have been undertaken. These have included official 
efforts, such as government initiatives or the endeavours 
of historical organisations, as well as various cultural and 
artistic forms of expression. Although much of the atten-
tion has focused on more popularised areas of the Berlin 
Wall border regime, such as Checkpoint Charlie, Potsdamer 
Platz, and Bernauer Straße, the ehemaliger Grenzübergang 
Sonnenallee has also not gone entirely unnoticed. In 1999, 
Thomas Brussig and Leander Haußmann, both of whom 
grew up in East Germany, teamed up to write and direct 
Sonnenallee. The film attracted massive domestic crowds 
of former Wessis and Ossis alike.2 Its success turned the ac-
tual border crossing into something of a tourist attraction, 
prompting the government of Berlin to mention it in official 
memorialisation efforts. But despite the film’s enduring po-
pularity within German post-reunification cinema, its initial 
reception was not entirely glowing.3 Some film critics slam-
med Sonnenallee upon its release for historical inaccuracy, 
dubbing it the beginning of Ostalgie, or propagandistic 
nostalgia for the German Democratic Republic (GDR).4 In 
sharp contrast, the official memorialisation efforts near 

2 The movie preceded a book written by Thomas Brussig in the 
same year, entitled Am kürzeren Ende der Sonnenallee, with 
the title referencing the portion of Sonnenallee that was in 
the East. The book follows a similar plot, but has a few key dif-
ferences, including an appearance by an implied Mikhail Gor-
bachev. Wessi and Ossi are terms used to refer to former West 
and East Germans, respectively, although in certain contexts 
they can carry negative connotations.

3 As an example of Sonnenallee’s enduring legacy, on 21 Au-
gust 2021, the film was shown at the former Stasi-Zentrale in 
Berlin-Lichtenberg, as a part of an open kino summer event 
showing films depicting life behind the Berlin Wall. Indeed, 
the film has a long-running legacy of being shown as a me-
ans of Wall remembrance. See also Sonnenallee, in: Fernseh-
serien, <https://www.fernsehserien.de/filme/sonnenallee>.

4 See for example the scathing review of film critic Claus Löser 
in the industry publication film-dienst, who wrote that Son-
nenallee was chock full of ‘fahrlässige politische Unbeküm-
mertheit’ (negligent political carelessness); Frank Junghähnel 
for the Berliner Zeitung, while less harsh, still referred to it as 
‘einen aberwitzigen Film über eine irreale DDR’ (a ludicrous 
film about an unreal DDR). See Sonnenallee, in: Bildungsser-
ver Berlin-Brandenburg, <https://bildungsserver.berlin-bran-
denburg.de/themen/medienbildung/unterrichten/filmbil-
dung/ddr-im-film/sonnenallee>.

Sonnenallee either noted the crossing’s relatively languid 
existence, or emphasised moments of tragedy, including 
the three shootings that occurred nearby. How, then, could 
Sonnenallee and the ehemaliger Grenzübergang Sonnenal-
lee be understood together, with such sharp differences in 
depiction? Was Sonnenallee merely a piece of historical fic-
tion, or were the official memorials missing crucial details?

This paper seeks to delve deeper into the different 
forms of memorialisation of the Berlin Wall border regime, 
and specifically the Sonnenallee border crossing, to un-
derstand the types of post-border remembrance and how 
they differ. By putting a piece of mass media in conversati-
on with the official remembrance efforts, the ways in which 
the Sonnenallee border crossing is preserved and retold for 
others will be clarified. In order to focus on one element 
of how these representational forms differ, this paper will 
assess displays of emotions in both the crossing’s remem-
brance sites and the film. Although the emotional langu-
age and imagery portrayed in Sonnenallee varies widely 
from that of official memorialisation efforts, both contribu-
te to forming an emotional Alltagsgeschichte of life behind 
the Wall, ultimately providing useful ways of encountering 
the question of how one can memorialise former ‘border 
regimes’.5 This paper thus aims to add continued nuance to 
the debate of how one ‘should’ remember life during the 
division of Germany, by maintaining that multiple interpre-
tations only reinforce the complex reality of life behind the 
border.6 

Perhaps because of its relative ‘averageness’ as a bor-
der crossing, the Sonnenallee site has not been subject to 
much, if any, critical historical attention. What little is known 
about it comes entirely from the official memorialisation ef-

5 Alltagsgeschichte, or ‘history of everyday life’, refers to the so-
cial historical subfield popularised by the West German his-
torians Alf Lüdtke and Hans Medick in the 1980s. The field 
connects with Marxian ‘histories from below’ and suggests 
that greater attention should be paid to the histories of ever-
yday people in their daily life in order to understand broader 
social structures. See David F. Crew, Alltagsgeschichte: A New 
Social History “From Below”?, in: Central European History 22, 
no. 3-4 (1989), pp. 394-407. Border regimes refer to the politi-
cal-military control of regions which have been sectioned off. 
The Berlin Wall border regime was implemented by political 
forces, and maintained by a militarised presence.

6 For another look at post-Wall memorialisation efforts from 
a cultural standpoint, see Katharina Gerstenberger’s work 
on memoir and fiction as forms of remembrance: Katharina 
Gerstenberger, Reading the Writings on the Wall—Remem-
bering East Berlin, in: German Politics & Society 23, no. 3 
(2005), pp. 65-82.
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forts of the Berlin state government, which will be explored 
presently.7 The film Sonnenallee, however, has generated 
several scholarly discussions, from its usage of humour to 
the debate on its place in the post-Wall perspective on the 
East.8 However, few of these studies detail or even menti-
on Sonnenallee in its relation to the actual border crossing, 
focusing on the film as a larger part of the memorialisation 
of the Wall. This study will therefore put the emphasis on 
the border crossing as a point of analysis in examining both 
types of representations. 

In addition to more closely considering the crossing 
itself, the role of emotions in memorialisation efforts will 
form the basis for examining differences between them.9 

7 While an official book released under the branding of the film 
contains a chapter entitled ‘Grenzübergang Sonnenallee’, the 
chapter emphasises general life in East Berlin and the con-
struction of the film set instead of the actual Sonnenallee 
crossing—contributing to the crossing’s relative ‘grey zone’ 
of historical information. See Lothar Holler, Grenzübergang 
Sonnenallee: Ansichten des ‚Mauerarchitekten‘ von ‚Sonnen-
allee‘, in: Leander Haußmann (ed.), Sonnenallee: Das Buch 
zum Farbfilm, Berlin 1999, pp. 64-71.

8 See Stephen Brockmann, Sonnenallee (1999) und die Geburt 
der filmischen Ostalgie, in: Dominik Orth/ Heinz-Peter Preu-
ßer (ed.), Mauerschau—Die DDR als Film. Beiträge zur Histori-
sierung eines verschwundenen Staates, Berlin 2020, pp. 191-
211; Paul Cooke, Performing ‚Ostalgie‘: Leander Haussmann’s 
Sonnenallee, in: German Life and Letters 56, no. 2 (April 2003), 
pp. 156-167; Paul Cooke, ’Productive’ Hybridity: Nostalgia 
and the GDR on Film, in: Representing East Germany since 
Unification: From Colonization to Nostalgia, Oxford 2005, pp. 
103-140; Helen Cafferty, Sonnenallee: Taking Comedy Seri-
ously in Unified Germany, in: Carol Anne Costabile-Heming/
Rachel J. Halverson/Kristie A. Poell (ed.), Textual Responses to 
German Unification: Processing Historical and Social Change 
in Literature and Film, Berlin 2001, pp. 253-272; Carola Daff-
ner, What Wall? Watching Leander Haußmann’s Sonnenallee 
and Herr Lehmann Side by Side, in: Rosemary A. Peters/Véro-
nique Maisier (ed.), Films with Legs: Crossing Borders with Fo-
reign Language Films, Newcastle upon Tyne 2011, pp. 58-72; 
Lynn Marie Kutch, The Comic Book Humor of Leander Hauß-
mann’s Sonnenallee, in: Jill E. Twark (ed.), Strategies of Humor 
in Post-Unification German Literature, Film, and Other Media, 
Newcastle upon Tyne 2011, pp. 202-223; Andrea Rinke, Son-
nenallee—‘Ostalgie’ as a Comical Conspiracy, in: German as 
a Foreign Language, no. 1 (2006), pp. 24-45; and Alexandra 
Ludewig, Positive (Re-)Discoveries of Heimat, in: Screening 
Nostalgia: 100 Years of German Heimat Film, Bielefeld 2011, 
pp. 295-360, p. 319-327.

9 For a study linking emotional practices to the task of memo-
ry culture in the German context (albeit more regarding the 
Second World War), see Sophie Oliver, The Spatial Choreogra-
phy of Emotion at Berlin’s Memorials: Experience, Ambivalen-
ce and the Ethics of Secondary Witnessing, in: Tea Sindbaek 
Andersen and Barbara Törnquist-Plewa (ed.), Disputed Me-
mory: Emotions and Memory Politics in Central, Eastern and 
South-Eastern Europe, Berlin 2016.

As of yet, there are few studies utilising a history of emo-
tions approach to the Berlin Wall.10 The Wall remains a re-
latively new historical subject, and emotions remain a rela-
tively new field of analysis. Emotions historians view them 
as not merely subjective, fleeting aspects of human be-
haviour, but rather as socially and historically constructed 
responses or practices to the environment.11 To study the 
emotional environment is to thus attempt to understand 
the social conditions which permit or forbid the ways in 
which we respond to our surroundings. In the case of the 
Berlin Wall and the inner German border regime, the physi-
cal spaces of division were sites of great grief, tumult, and 
loss for many. The inherently emotional response to post-
Wall memory politics thus facilitates the need to adopt an 
approach from the history of emotions to the Sonnenallee 
crossing. Marking these spaces in an emotionally respectful 
way has been the duty of those who have contributed to 
memorialisation efforts—in some cases with mixed results, 
as is the case in Sonnenallee. Official plaques, street signs, 
and public art displays form supposedly neutral, informa-
tive, and objective ways of looking at the crossing, while 
Sonnenallee has, as an example of so-called Ostalgie, inspi-
red distrust and concern for a type of false remembrance. 
While both official representations of the Wall and cultural 
variations are bound to elicit a multitude of emotional re-
actions, the emotions that are portrayed for remembrance 
and the emotions felt by those who encounter these me-
morialisations should not be seen as inherently in opposi-
tion to each other. Rather, the variation of emotional res-
ponses contributes to a greater understanding of what life 
in the shadow of the Wall was like, giving greater agency to 
those for whom border crossings were part of their every-
day reality.

10 Historian of emotions Ben Gook has done research on affect 
after the fall of the Wall and its relation to cultural aspects 
such as film (although not Sonnenallee). See Ben Gook, Di-
vided Subjects, Invisible Borders: Re-Unified Germany after 
1989, London 2015.

11 For some pivotal literature on the history of emotions which 
has informed this approach, see Jan Plamper, The History of 
Emotions: An Introduction, Oxford 2015; Peter N. and Carol 
Z. Stearns, Emotionology: Clarifying the History of Emotions 
and Emotional Standards, in: The American Historical Review 
90, no.4 (1985), pp. 813-836; Monique Scheer, Are Emotions a 
Kind of Practice (And Is That What Makes Them Have a Histo-
ry)? A Bourdieuian Approach to Understanding Emotion, in: 
History and Theory 51, no. 2 (2012), pp. 193-220.
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1. Ehemaliger Grenzübergang Sonnenallee

Sonnenallee has long made up a pivotal part of Berlin’s 
vibrant nature. Extending almost 5 km from Hermannplatz 
in northern Neukölln to the Britzer Verbindungskanal in 
southern Treptow, the road underwent a series of structural 
changes in its first decades.12 Trams which travelled down 
the thoroughfare were replaced by the long, wide roads for 
increased car traffic, as early twentieth-century industria-
lisation brought more business to the area. It also under-
went several name changes, from the original ‘Kaiser-Fried-
rich-Straße’ to ‘Braunauer Straße’, before finally being 
dubbed Sonnenallee in the immediate post-war era.13

‘Sun Alley’ did not stay sunny for long, however, with the 
division of Berlin also resulting in the division of the street 
between American and Soviet sectors. When the Wall went 
up in 1961, Sonnenallee was separated by a physical barrier. 
Around 400 meters of the southern end became East Ber-
lin, while the remaining majority belonged to the West. As 
elsewhere in the city, this decision separated families, pre-
vented employees and students from commuting to their 
respective occupations, and occurred without notice.14 The 
two governments agreed on establishing Sonnenallee as a 
border crossing point, to allow for West Berliners who had 
occupational pursuits in the East to move over for this pur-
pose. The same courtesy was, of course, never extended to 
East Berliners whose previous lives were in West Berlin. The 
crossing point itself almost never had long waiting times 
to cross over.15 The only occasions that it did were when 
the regulations on who was allowed to cross were relaxed, 
first with new permit agreements in 1963-64, and later with 
further relaxations in 1972.16 With these agreements, West 
Berliners who had family in the East could use the Sonnen-
allee crossing to visit their relatives. The first Easter holiday 
after this decision was one such event that inspired long 
lines of people making the crossing into the eastern part 
of Sonnenallee. However, in keeping with the GDR policy 
of strict limitations on citizens’ mobility, East Berliners were 

12 The canal was formerly called the Britzer Zweigkanal, and 
was renamed in 1992.

13 Jörg Sundermeier, Die Sonnenallee, Berlin 2016. Kaiser-Fried-
rich-Straße was the Prussian name, while Braunauer Straße 
was chosen by the Nazis, in reference to the birthplace of 
Adolf Hitler.

14 ‘Ehemaliger Grenzübergang Sonnenallee’ Geschichtsmeile, 
August 2009.

15 Ibid.
16 Ibid.

only afforded the same ability to cross in limited circum-
stances, such as the funeral of a loved one in the West.17

Although the Sonnenallee crossing is contemporarily 
remembered as not particularly contentious, the area sur-
rounding the crossing was the site of several tragedies of 
the border regime. The section near Berlin-Treptow is bor-
dered by a series of waterways and canals, including the 
Britzer Verbindungskanal. In the years when the Berlin Wall 
stood, the canal formed part of the todesstreifen, or death 
strip, as a sort of natural extension of the Wall, with border 
guards posted to ensure no one attempted to swim over 
to the West. On three separate occasions, individuals were 
killed by border guards near the canal. Seventeen-year-old 
Hans-Joachim Wolf was shot 61 times by border guards in 
1964 after jumping over a barbed-wire fence into the water. 
Werner Kühl, a West Berliner, was mistaken for an Eastern 
refugee in 1971 and suffered a similar fate.18 The most well-
known death occurred just eight months before the Wall 
fell, when 20-year-old Chris Gueffroy, believing a rumour 
that border guards were no longer shooting at fugitives, 
attempted to cross near the canal. He was shot and killed 
near the border fence, becoming the last refugee to die at 
the hands of East German border guards. Gueffroy’s death 
became a major incident in both East and West Berlin, with 
placards placed outside of the Reichstag demarcating him 
as a ‘victim of the Honecker dictatorship’.19 

17 ‘Ehemaliger Grenzübergang Sonnenallee’ Geschichtsmeile. 
Mobility between the German border was relatively looser 
for pensioners, who were thought to be less of a flight risk 
in their older age. East Germans could apply for permission 
to travel to the West as visitors, but the approval of such trips 
was limited and arbitrary, and the visits were subjected to 
strict rules. See Edith Sheffer, Burned Bridge: How East and 
West Germans Made the Iron Curtain, Oxford 2011, p. 225-
229, 233-234.

18 Hans-Joachim Wolf, in: Chronik der Mauer, <https://www.
chronik-der-mauer.de/todesopfer/171397/wolf-hans-joa-
chim?letter=W&todesopfer-jahre=-1&todesopfer-katego-
rien=-1&text-name=&show-all>; Werner Kühl, in: Chronik 
der Mauer, <https://www.chronik-der-mauer.de/todesop-
fer/171351/kuehl-werner?letter=K&todesopfer-jahre=-1&to-
desopfer-kategorien=-1&text-name=&show-all=>.

19 Chris Gueffroy, in: Chronik der Mauer, <https://www.chro-
nik-der-mauer.de/todesopfer/171315/gueffroy-chris?let-
ter=G&todesopfer- jahre=-1&todesopfer-k ategor i-
en=-1&text-name=&show-all=>. Gueffroy’s mother is a good 
example of someone who was given permission to cross over 
into the West to be allowed to visit her son’s grave—but only 
on the condition that she agree not to speak to Western me-
dia about the circumstances of his death.
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When the Wall eventually fell in November 1989, the 
crossing on Sonnenallee followed soon after. It was in 
operation for another few weeks before being shuttered 
and destroyed in December, rendering Sonnenallee who-
le once again. Much had changed in 28 years of separati-
on. The eastern chunk remained mostly uninhabited, with 
few apartment blocks, while the western part underwent 
massive building initiatives to accommodate the influx of 
working-class and migrant families. In the 1970s and 1980s, 
large social housing units like the High-Deck-Siedlung were 
built, some in close proximity to the crossing, allowing in-
habitants to peer towards eastern Sonnenallee from their 
windows.20 The disparities between the once-divided road 
were thus highly visible, if not particularly noteworthy in 
contemporary remembrance.21 Likely thanks to its non-no-
teworthiness, the crossing did not immediately have much 
of a ‘legacy’ as a fixture of Berlin Wall memory. Popularised 
checkpoints, such as the Kochstraße ‘Checkpoint Charlie’ 
crossing in Berlin-Mitte, dominated the conversation, as 
well as the efforts of private individuals in conducting pu-
blic memory campaigns. This may be understandable gi-
ven their prominence in people’s imagination of the Berlin 
Wall.22 But the Sonnenallee border crossing slowly entered 
the public discourse, foremost with the release of Sonnen-
allee in 1999. 

20 An interesting archival image on the website of the Stasi Me-
diathek, run by the German Federal Archive, shows a view of 
the western Sonnenallee from the eastern side. Two interes-
ting placards have been placed just behind the wall, promi-
nently facing the East: ‘Sie stehen im Blickpunkt. Denken Sie 
daran!’ (‘You are the focal point. Remember this!’) and ‘Freie 
Wahlen…auch für euch!‘ (‚Free choice…also for you!’) The 
photo was taken by an agent of the Stasi sometime between 
1961-1965, and suggests efforts from those on the West to 
communicate to those in the East. See Der Grenzübergang 
Sonnenallee in Ost-Berlin nach dem Mauerbau, in: Stasi Medi-
athek, < https://www.stasi-mediathek.de/medien/der-gren-
zuebergang-sonnenallee-in-ost-berlin-nach-dem-mauer-
bau/blatt/16/>.

21 Sundermeier.
22 More specifically, the Hildebrandts of the Museum am Check-

point Charlie fame. Alexandra Hildebrandt, in 2004, put up a 
display of crosses in remembrance of those who died under 
the border regime, prompting some of the first major gover-
nmental discussions on how to curate public memories of 
the Wall. See Hope M. Harrison, After the Berlin Wall: Memory 
and the Making of the New Germany, 1989 to Present, Cam-
bridge, 2019, p. 161-189.

2. ‘Es war die schönste Zeit meines Lebens’: 
Sonnenallee, Humour, and Outrage

The making of Sonnenallee might best be described as 
a post-Wende creative dream. The East Berlin-raised Tho-
mas Brussig and Leander Haußmann collaborated on the 
screenplay, with Haußmann taking the directorial helm.23 
The result was a coming-of-age film that quickly entered the 
German cinematic playbook of the late twentieth century. 
Sonnenallee takes place, unsurprisingly, on the eastern sec-
tion of Sonnenallee, directly next to the border crossing.24 
The film follows the angsty teenager Michael ‘Micha’ Ehren-
reich and his ragtag group of friends as they go about their 
daily lives. This includes family dinner scenes, classroom 
hijinks, and burgeoning romance. Throughout the course 
of the film, Micha’s main objective is to seduce Miriam, a 
beautiful blonde who also lives on Sonnenallee. Squeezed 
between scenes on the flimsiness of GDR furniture and the 
mandatory military service for young men after finishing 
school, Micha’s pursuit of Miriam ends successfully, with 
one of the final scenes culminating in a near-magical sexu-
al encounter.

The Sonnenallee border crossing features as a pivotal 
setting for many of the scenes in the film, often functio-
ning as a meeting point for the band of teenagers or as the 
backdrop of the elusive Micha-Miriam chase. Although the 
crossing barely resembles the real Grenzübergang Sonnen-
allee, the set is constructed as a perfect GDR-ification, with 
drab colouring of buildings, grumpy gun-wielding guards, 
the ubiquitous poorly-stocked East German produce stand, 
and the literal walled-off border.25 While the scenes near the 

23 Haußmann was born in Quedlinburg, in the East German sta-
te of Sachsen-Anhalt, but grew up in Berlin. Brussig is a born 
and bred East Berliner.

24 Brussig has, in interviews, alluded to his interest in Sonnenal-
lee as a poetic place-name for a fictional setting such as Son-
nenallee. A character in his earlier Wall novel, Helden wie wir, 
also lives on Sonnenallee. See Sandra Maischberger, ‘Sonnen-
allee‘—Eine Mauerkomödie: Interview mit Leander Hauß-
mann und Thomas Brussig, in: Haußmann, Sonnenallee: Das 
Buch zum Farbfilm, Berlin 1999, p. 8-24. A longer version of 
the same interview exists on Brussig’s personal website. See 
Sonnenallee: Interview mit Leander Haußmann und Thomas 
Brussig, in: Thomas Brussig, < https://www.thomasbrussig.
de/vielerlei/interviews/124-sonnenallee.

25 Most authors of secondary literature consulted by me were 
in agreement that Sonnenallee’s border crossing and its ge-
neral backdrop do not look anything like either the former 
crossing or that segment of Sonnenallee. The actual border 
crossing also had none of the community additions that the 
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crossing include the expected austere moments of authori-
ty and control—one of the first moments of the film invol-
ves Micha having his documents checked by the stringent, 
hapless ABV—the crossing also exposes a variety of emoti-
onal expressions.26 Sonnenallee’s depiction of the crossing 
and its subsequent nearby meet-up spot includes a playg-
round, a magazine kiosk, and a telephone booth. Everyday 
life therefore flourishes mere footsteps away from the Wall. 
The meeting spot on the playground, in spite of being a 
stone’s throw from armed border guards and barbed wire 
fences, also exists as a location where illicit information can 
be discussed. It is here where Micha and his friends listen to 
forbidden music burned onto cassettes, talk about parties 
being held, and provide sarcastic commentary on their fu-
tures in the GDR. The border crossing, then, is still a place of 
control and restriction, but is also a friendly common space 
for residents of Sonnenallee.

The border crossing is not only the site of positive or 
otherwise neutral scenes, however, with several moments 
touching on its primary purpose as a barrier. Reference is 
made to the family visitation allowance for West Berliners, 
as Micha’s Uncle Heinz is a frequent user of the crossing. His 
visits play heavily on the abundant humour of Sonnenallee, 
as his character is hardly the Besserwessi, or the more cun-
ning Westerner. For example, Heinz frequently smuggles 
items into the Ehrenreich home that are completely legal, 
from lychee fruits to nylon stockings. His sister, Micha’s mo-
ther Doris, also finds herself obsessed with the crossing, 
harbouring a secret dream of escaping to the West. After 
stumbling upon a West German older woman’s misplaced 
identity documents, she garners the courage one evening 
while her family is out to disguise herself and attempt to 
flee. Although it appears as though she will be successful, 
at the last moment she has a change of heart, leaving the 
crossing and returning home. Towards the end of the film, 
however, she receives the rare opportunity to travel back 
West—her brother Heinz unexpectedly, and somewhat iro-
nically, passes away of cancer, after spending much of the 

film portrays, and contained a lot of empty space in between 
East and West. The set was constructed, as in many Berlinfil-
men, at the Babelsberg studio, with a few schoolroom scenes 
filmed in Berlin-Köpenick. See Cafferty, Sonnenallee: Taking 
Comedy Seriously in Unified Germany, p. 267. For the tidbit 
on the East German Gemüse-Obst-Markt significance, see 
Holler, Grenzübergang Sonnenallee, p. 66-67.

26 ABV stands for Abschnittsbevollmächtiger, or literally section 
officer, a position of the Volkspolizei (people’s police) that pa-
trolled and surveilled in communities of the DDR.

film warning about the Eastern over-reliance on asbestos. 
This usage of the crossing is heart-breaking to Doris. She 
notes poignantly that Heinz’s Western residence means he 
will not be buried with their mother in the East. But, serving 
as the perfect foil to Heinz’s perpetual smuggling misun-
derstandings, Doris disguises Heinz’s ashes in a coffee tin, 
and the family is able to give him a proper East German 
burial. In these ways, Haußmann and Brussig play with hu-
mour to evoke the border, mobility, and flight as complex 
experiences, rather than singularly traumatic.

If any scene in the film is notable for its emotional in-
tensity, it is one that also has the border crossing as its main 
setting. One evening, as a result of an East German guard 
trying to plug in a confiscated Japanese radio, the power is 
cut, leading to a blackout on the eastern side of Sonnenal-
lee. The scene turns from otherwise cheerful to tense rather 
quickly, as flashes of border guards brandishing their guns 
and appearing on edge replace those of Micha longingly 
writing fake diaries to impress Miriam. Caught between the 
emotional dissonance is Micha’s friend Wuschel, another 
awkward teenager with an obsession for the Rolling Sto-
nes. Whereas Micha’s quest throughout the film is to win 
over Miriam, Wuschel’s is to obtain a proper copy of the Sto-
nes’ LP record Exile on Main Street, forbidden in the GDR. As 
Sonnenallee is plunged into darkness, Wuschel is running 
home having finally obtained a counterfeit of the album, 
hiding it under his jacket. As he runs, the ABV orders him to 
stop, interpreting his jaunt as an attempt to flee. Wuschel, 
fearing that the record may be confiscated, only runs faster, 
causing the guard to open fire and shoot him in the chest. 
The film instantly goes silent, as the characters who witness 
the chaos run to Wuschel immediately, fearing the worst. 
Miraculously, it is the vinyl which saves his life, taking the 
brunt of the bullet and shattering into pieces. Although the 
moment is then immediately played for laughs—Wuschel 
is devastated not at his near loss of life, but at the loss of 
the record—it marks one of the more serious moments in 
Sonnenallee, a silly yet ultimately sombre attempt by its 
creators to demonstrate that the border crossing was more 
than just a prop in a film. 

Sonnenallee and its comical portrayal of life behind the 
border crossing was immensely popular with both East and 
West German audiences. It even attracted the largest au-
dience to a German-made film in its year of release, noted 
as remarkable for the first ever so-called Mauerkomödie, 
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or wall comedy.27 Sonnenallee also went on to win several 
prestigious film awards, including the Silver award for Best 
Film in the Deutscher Filmpreis 2000.28 But if the film was 
met with praise and adoration, it also drew heavy criticism 
for what some deemed as being historically inaccurate, 
insensitive, and ushering in what began to be referred to 
as Ostalgie.29 The term, emerging in the early 2000s, was 
coined to highlight the growing feelings of longing and 
attachment for the GDR experienced by its former inhab-
itants.30 Examples of Ostalgie include the obsession with 
cultural mainstays (such as Deutsche Film AG (DEFA) films 
or East German rock bands), material objects (like the Tra-
bant or familiar food products), and the challenge of iden-
tifying as ‘German’ over ‘East German’.31 Ostalgie in the po-
pular conception is often viewed negatively, either as blind 
adoration of a bygone time or of purposefully leaving out 
the grief, violence, and trauma that life in the GDR entailed. 
The feelings of historical injustice and Ostalgie that Sonnen-
allee supposedly enabled even led to a lawsuit, as an orga-
nisation dedicated to representing victims of political vio-
lence sued the creators of the film, alleging that ‘Die Mauer 
ist nicht zum Lachen.’32 The criticism was echoed in 2006 by 
Hubertus Knabe, then-director of the Stasi-Gedenkstätte, 

27 Rinke, Sonnenallee—‘Ostalgie’ as a Comical Conspiracy, p. 
25; Cafferty, Sonnenallee: Taking Comedy Seriously in Unified 
Germany, p. 254.

28 Cafferty, Sonnenallee: Taking Comedy Seriously in Unified 
Germany, p. 253. It is also worth noting that Haußmann has 
continued to direct Mauerkomödie throughout his career. 
He followed Sonnenallee with Herr Lehmann in 2003, NVA in 
2005, and most recently with Stasikomödie in 2022. The films 
are not precisely related to each other, but take place within 
the same historical setting, and contain similar comedic takes 
on life in divided Germany. Sonnenallee, NVA, and Stasikomö-
die are thus often referred to as Haußmann’s ‘GDR Trilogy’.

29 Brockmann, Sonnenallee (1999) und die Geburt der filmi-
schen Ostalgie, p. 193-197.

30 There are several studies investigating what Ostalgie is and 
how it has played out in contemporary German culture. See 
Thomas Ahbe, Ostalgie: zu ostdeutschen Erfahrungen und 
Reaktionen nach dem Umbruch, Erfurt 2016. See also Cooke, 
’Productive’ Hybridity: Nostalgia and the GDR on Film, and 
Cooke, Performing ‚Ostalgie‘: Leander Haussmann’s Sonnen-
allee.

31 Sonnenallee itself can be argued as engaging in Ostalgie, as 
the film contains direct references to many East German cul-
tural hits. For example, the cult favorite DEFA film Die Legende 
von Paul und Paula is referenced as the character Paul shows 
up in Sonnenallee, and the East German song ‘Du hast den 
Farbfilm vergessen’ by a pre-punk Nina Hagen plays during 
the closing scene.

32 ‘The Wall is not a laughing matter.’ See Cafferty, Sonnenallee: 
Taking Comedy Seriously in Unified Germany, p. 255. The suit 
was eventually dismissed.

who claimed Sonnenallee and Mauerkomödien like it were 
dubious reinterpretations of a much more malicious past.33 

Notwithstanding the weight of the criticisms levelled 
against Sonnenallee, it must also be viewed critically as a 
piece of historical fiction. The film is no documentary, see-
king to portray the East Berlin border regime as particularly 
good or bad. It exists instead as a form of personal recollec-
tion, highlighting the affections and arguments between 
people in everyday life in the GDR, with the Wall appearing 
most often as a backdrop. Even amidst his looming future 
in military service, a reality that resurfaces frequently in the 
film, Micha reflects on his teenage years on Sonnenallee en-
dearingly. The film includes occasional voiceover narrations 
from what appears to be an older Micha. He recalls fondly, 
‘Ich war jung. Ich war verliebt—und es war die schönste 
Zeit meines Lebens,’ providing an individual rationale for 
his rosy view of his adolescent years spent under the border 
regime.34 Feelings of love and lust indeed justify much of 
the film’s cheerfulness. Aside from Micha’s quest for Miriam, 
his best friend Mario falls for the subversive Sartre-loving 
Sabrina, marrying her after she becomes pregnant towards 
the end of the film. Even Micha’s middle-aged mother has a 
sexual reawakening with her husband following her failed 
flight to the East, demonstrating the pull of the happy he-
terosexual relationship. These events clearly contrast with 
the violent, repressive actions of the state, highlighted to 
demonstrate how memory can be emotionalised in a posi-
tive light. Ostalgie, however controversial it might be, is ef-
fective because the experience of a first love is supposedly 
universal; anyone, whether born in the West or the East, can 
harness nervous excitement.

Sonnenallee’s contentious border crossing catered to 
multiple emotional interpretations, both on and off screen. 
While portraying the imitation-crossing simultaneously as a 
space for friendship, pleasure, romance, nervousness, grief, 
and terror, it invoked historical appreciation and critical 
disapproval. In spite of the mixed opinions, Sonnenallee’s 
impact in German cinema and the popular imagination 

33 Related in Ludewig, Screening Nostalgia, p. 320. The Stasi-Ge-
denkstätte is a historical site dedicated to documenting the 
legacy of the East German state security service, the Minis-
terium für Staatssicherheit, more commonly known as the 
Stasi. Ludewig compares Knabe’s comment to Sonnenallee’s 
portrayal of authority figures, such as the ABV and other state 
security guards, who are portrayed as goofy and moronic in 
the film, but in real life were much crueler.

34 ‘I was young. I was in love—and it was the best time of my 
life.’ See also Ludewig, Screening Nostalgia, p. 320-322.
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had the perhaps unintentional effect of garnering further 
interest in the crossing as a historical site. In response to 
the film’s success, and the overall desire for more public 
remembrance sites of the Berlin Wall, the former border 
crossing at Sonnenallee was soon included in governmen-
tal memorialisation efforts—albeit striking a very different 
tone from that of the rom-com Sonnenallee.

3. ‘Bei Verletzung der Staatsgrenze’: Gren-
zübergang Sonnenallee, Tragedy, and Neu-
trality

Most official state efforts to memorialise the Berlin Wall 
did not begin until the mid-2000s, following increased pu-
blic demand for memorials to the Wall.35 Although the Wall 
was still fairly recent history, conversations emphasised the 
need for public sites of remembrance in order to collecti-
vely come to terms with the division of Germany into Wessis 
and Ossis. In addition to this, tourists—both local and in-
ternational—wanted sites that they could visit, in order to 
‘authentically’ experience the Wall.36 Films like Sonnenallee, 
which highlighted specific former border sites, only drove 
the interest in increased public information.37

Several different types of memorialisation efforts 
around the ehemaliger Grenzübergang Sonnenallee exist, 
varying in detail and emotional expressiveness. Of the least 
informative and more symbolic are several of the visual 
markers of the Wall and the crossing’s existence. In 2006, 
following the petitioning of a private citizen, Berlin’s Mauer-
weg initiative was created, which includes signage around 
the city along the path of the Wall.38 In addition, near the 
site of the actual border crossing on Sonnenallee, a line 
in the road marks the spot where the Wall used to stand. 

35 Harrison, After the Berlin Wall, p. 181.
36 There is of course much to be said about whether memorial 

sites can or should satisfy the touristic gaze’s need for au-
thenticity, or what authenticity even represents, but that is 
unfortunately beyond the scope of this paper. More relevant, 
according to Harrison, was how German politicians occasio-
nally raised concerns over whether a memorial to the Wall 
should be emotional, or cater to tourists. See Harrison, After 
the Berlin Wall, p. 187.

37 Films which followed Sonnenallee, such as Haußmann’s Herr 
Lehmann (2003) and Wolfgang Becker’s Goodbye, Lenin! 
(2005) also contributed to the cultural cultivation of Berlin 
Wall interest.

38 These signs can be found today around the Neuköllinische 
Allee, across the Südlicher Heidekampgraben, and up to the 
former border crossing on Sonnenallee. See Harrison, After 
the Berlin Wall, p. 157-159.

While these markers give a certain visual impact to the Wall, 
inviting the viewer to place themselves where the Wall phy-
sically was, they are less apt to produce strong reactions, 
nor do they say much in the way of information about the 
border.

Other memorials near the former crossing provide si-
milarly little in the way of information or evocation. One 
nearby piece of remembrance is an art installation by the 
sculptor Heike Ponwitz, located several meters away from 
the crossing’s former location. The sculptures, entitled 
‘Nähe und Distanz’, feature four identical sets of telescopes, 
with two on each side of the Sonnenallee.39 The installation 
was chosen as a part of a crowdsourced memorial competi-
tion organised by the Berlin state government in 1996. Pon-
witz was one of seven artists whose ideas commemorating 
internal border crossing points were chosen. According to 
the judging panel of Ponwitz’s piece, the ‘symbol of past 
surveillance, for people’s longing for distance and space’ 
was situated ‘at the edge of an unspectacular residential 
complex, completely out of place’.40 In other words, an or-
dinary object was placed in a mundane neighbourhood, 
with the goal of connecting the viewer to a more insidious 
element of the border crossing and the East German gover-
nment: constant surveillance. Although the piece thereby 
strikes more of an emotional chord, one of terror and su-
spicion, it contains no on-site information to alert the vie-
wer. A passer-by on Sonnenallee might otherwise not un-
derstand its connection to the Wall, nor necessarily derive 
much emotion from it in the first place.

In comparison, the Geschichtsmeile dedicated to the 
ehemaliger Grenzübergang refers to the crossing directly 
and in a thorough manner.41 The Geschichtsmeile project, 

39 ‘Übergang—Nähe und Distanz‘, Heike Ponwitz, in: Berliner 
Mauer, <https://www.berlin.de/mauer/orte/kuenstleri-
sche-markierungen/uebergang-naehe-und-distanz-hei-
ke-ponwitz-148591.php>. While the websites maintained 
by the Berlin state government provide good information, 
they are also very under-sourced and often lacking key de-
tails such as dates. See also Sybille Frank, Competing for 
the Best Wall Memorial, in: Konrad H. Jarausch/Christian F. 
Ostermann/Andreas Etges, (ed.), The Cold War: Historiogra-
phy, Memory, Representation, Berlin 2017, pp. 266-282; Anna 
Saunders, Remembering Cold War Division: Wall Remnants 
and Border Monuments in Berlin, in: Journal of Contempo-
rary European Studies 17, no. 1 (2009), pp. 9-19, p. 13-15.

40 ‘Symbol für Überwachung in der Vergangenheit, für die 
Sehnsucht der Menschen nach Ferne und Weite…am Rand 
einer unspektakulären Wohnanlage völlig deplatziert“. ‘Über-
gang—Nähe und Distanz’, Heike Ponwitz.

41 There is also a website on Berlin.de’s official Berliner Mauer 
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set up after 2004, includes a variety of glass plaques around 
Berlin, each which give a brief glimpse at the history of a 
site particular to the Wall. The Geschichtsmeile dedicated to 
the Sonnenallee crossing was installed in August 2009, and 
contains a short paragraph about the crossing’s history, as 
well as a few historical photographs.42 The Geschichtsmeile 
sets a rather nonchalant tone about the border crossing, as 
it notes, ‘During the years of division, the border crossing 
site Sonnenallee, compared to other crossing sites, attrac-
ted little attention’.43 Besides the crossing being described 
as otherwise unremarkable, the plaque notes that the only 
causes of potential disturbance were the long lines to cross 
over following the relaxations on visitors from West Berlin. 
To illuminate these experiences, the plaque contains pho-
tographs of a long line of cars and a long line of people, 
from 1964 and 1972 respectively—the only ones which in-
clude any sort of human interaction with the border. In its 
neutral, straightforward summary of the Sonnenallee cros-
sing, the Geschichtsmeile, the sole on-site memorial to ac-
tually describe and illustrate the crossing’s existence, thus 
takes a non-emotional approach to depicting the border 
regime, paling in comparison to the colourful, emotional, 
community-based border crossing in Sonnenallee. 

If the majority of the memorials to the border on Son-
nenallee rely on neutral or unemotional depictions of 
border life, one particular set resonates. Near the Britzer 
Verbindungskanal, a series of memorials stand in remem-
brance of Chris Gueffroy, the 20-year-old East Berliner who-
se unsuccessful flight to the West resulted in the last death 
by shooting. In 2003, a Gedenkstele (memorial marker) was 
placed near the bridge to specifically remember Gueffroy 

site dedicated to seven of the former Grenzübergänge, inclu-
ding the Sonnenallee one. It does not contain any additional 
information than the Geschichtsmeile does, but it does con-
tain one additional image of a young family crossing at the 
Sonnenallee border. See Ehemaliger Grenzübergang Son-
nenallee, in: Berliner Mauer, <https://www.berlin.de/mauer/
orte/ehemalige-grenzuebergaenge/sonnenallee/>.

42 The Geschichtsmeile blurbs are presented in German, Eng-
lish, French, and Russian, symbolically. In addition, the Ge-
schichtsmeile concludes with the sentence ‘Several years 
after the fall of the Berlin Wall in November 1989, the film 
Sonnenallee (1998) made the border crossing famous outs-
ide of Berlin’. Strangely, the marker gets the release year of 
Sonnenallee wrong by one year.

43 ‘Die Grenzübergangsstelle Sonnenallee hat in den Jahren der 
Teilung, verglichen mit anderen Übergangsstellen, nur wenig 
Aufsehen erregt’. ‘Ehemaliger Grenzübergang Sonnenallee’ 
Geschichtsmeile.

and his untimely death 14 years earlier.44 The bridge and 
the street leading up to the bridge were also renamed af-
ter Gueffroy, in 2005 and 2010 respectively.45 The emphasis 
on Gueffroy’s death as a pivotal subject to be remembered 
thus marks the only human-centred, and emotional, border 
memorial out of the several that remain in the area.

But the most informative and emotive remembrance 
of Gueffroy near the Sonnenallee crossing is another Ge-
schichtsmeile, erected in 2014, which contains information 
not only on Gueffroy but also on the two other individuals 
who were killed near the canal. This Geschichtsmeile inclu-
des specific information on the details of the killings which 
evoke a deep sense of injustice and grief in the reader. In 
the case of 17-year-old Hans-Joachim Wolf, the plaque no-
tes that his parents were informed that their son was killed 
‘bei Verletzung der Staatsgrenze’ (‘violating the state bor-
der’); the soldiers who killed Werner Kühl were awarded the 
prestigious ‘Medaille für vorbildlichen Grenzdienst’ (Medal 
for exemplary border service); and in the case of Gueffroy, 
the paragraph places special emphasis on the fact that he 
was killed a few months before the fall of the Wall.46 On 
the opposite side of the plaque, small pictures of the three 
murdered men accompany their dates of birth and death, 
with a short paragraph also reflecting on the deadly nature 
of the Berlin Wall in general. The paragraph notes the 136 
officially-recorded deaths of people at or near the border, 
as well as an additional 251 deaths of individuals shortly 
before or after they underwent border controls. The section 
concludes with the aside that an untold number of people 
died as a result of the ‘Kummer und Verzweiflung’ (‘grief and 
despair’) of living under the border regime.47 This reference 
to the agony and loss felt by life under the border crossing 
thus marks the only direct emotional reference in all of the 
designated memorials to the Sonnenallee border crossing.

Although several remembrance sites to the Sonnenal-
lee crossing have popped up following the success of Son-

44 Gedenkort Chris Gueffroy am Britzer Zweigkanal, in: Berliner 
Mauer, <https://www.berlin.de/mauer/orte/gedenkorte/
gedenkort-chris-gueffroy-am-britzer-zweigkanal-297878.
php>.

45 Interestingly, the initiative to rename the bridge after Gueff-
roy was spearheaded by the Berliner SPD. See Britzer Brücke 
nach Chris Gueffroy benennen! in: SPD Neukölln, <https://
spd-neukoelln.de/news/britzer-brucke-nach-chris-gueff-
roy-bennenen/> (17.03.2005).

46 ‘Chris Gueffroy über den Britzer Zweigkanal’, Geschichtsmei-
le, 2014.

47 Ibid.
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nenallee, the memorials show a very different side of the 
border than the film. Depicting the crossing in short, ob-
jective historical facts or through abstract, non-informative 
scenic markers or art installations, the official Denkmäler 
place little to no emphasis on the experiences of individu-
als with the crossing, particularly in how they felt about it. 
The only exception to this trend remains the extensive me-
morialisation of Chris Gueffroy, seen as the ultimate victim 
of the border regime’s severity. His death and the killings 
of others are remembered in multiple forms, in ways which 
emphasise the anguish and misery of those who dared to 
challenge the borders imposed on them. The mixture of 
neutral or negative emotional forms of remembrance thus 
paints an opposing picture to the border of Sonnenallee, 
forcing one to consider whether the Wall really was not a 
laughing matter, as the victims’ organisation that sued the 
film once alleged. 

Conclusion: Feeling the Border

As Thomas Brussig famously noted in the novel version 
of Sonnenallee, ‘glückliche Menschen haben ein schlechtes 
Gedächtnis und reiche Erinnerungen’ (‘happy people have a 
bad memory and rich recollections’).48 Although the phrase 
was more narrowly meant to signify the characters’ relati-
onship to their life in the GDR, one where a teen romance 
took precedence over living under strict borders and state 
socialism, in the context of post-Wall memory, it begs an 
interesting series of questions. Sonnenallee depicts the 
border as a site of rich human experience, where a cros-
sing can be simultaneously joyful or heart-breaking, and 
where tragedy is a counterpart to laughter. The crossing’s 
current-day memorialisations, however, contain only brief 
facts emphasising its dispassionate existence, or, on oc-
casion, its devastation. Having a bad memory and rich re-
collections is what critics accused Sonnenallee of doing by 
creating a historical parody of the GDR to depict teenage 
antics while allowing mechanisms of authority and control 
to appear incompetent and relatively harmless. But could 
not the same poor memory be said of how the crossing has 
been officially remembered, sparsely and lacking in human 
experience except that of its waiting lines and death toll?

 The differences between Sonnenallee and the bor-
der crossing’s official government memorials are numerous 

48 Thomas Brussig, Am kürzeren Ende der Sonnenallee, Frank-
furt am Main 1999, p. 157.

and important to acknowledge. For one, a film is a vastly 
different type of media than a plaque, a sign post, or an art 
installation. It may be limited by the running time, but it 
contains a much broader scope upon which to tell a story. A 
Geschichtsmeile is erected in a particular place and remains 
unless some compelling reason to adapt it arises. In additi-
on, the two types of memory-makers are bound to tell diffe-
rent types of narratives given their respective authors. The 
official memorials to the Grenzübergang Sonnenallee, spon-
sored by the Berlin state government and other historical 
societies, depict the border crossing as a site of tragedy and 
heartache, if they depict it as emotional at all—it might be 
otherwise shocking for the government to depict any ele-
ment of the Wall as worth laughing about. The creators of 
Sonnenallee, meanwhile, drew on their own experiences as 
young adults growing up in the GDR when they envisioned 
the characters of the film, making clear in interviews that 
while the plot was fictional, the happy childhood recollec-
tions were real.49 Only in a cultural by-product could such 
claims of joy be openly told, and just as openly questioned, 
in defiance of the Wall’s trauma. Further, only following the 
film’s massive success was the public interest in the site ele-
vated, providing the impetus for public remembrance con-
struction and creating an emotional dialogue between the 
street and the screen. 

As emotions and how they are experienced are as di-
verse as the living beings who have them, no historical cir-
cumstance such as a border crossing will elicit a uniform 
emotional response. The official dedications to the Son-
nenallee border crossing depict it as a space where untold 
sorrow in the form of violence and death occurred near a 
barrier to free movement. All of these interpretations are 
true, and remain salient points in the history of the Ber-
lin Wall to communicate to visitors. However, Sonnenallee 
is not necessarily a complete work of fiction just because 
it tells an emotionally varied story of the crossing—one 
which emphasises laughter, love, and communal joy. The 
lived experiences of former Ossis such as Haußmann, Brus-
sig, and the fictional characters of Sonnenallee stand for the 
actual varied lives of those behind the Wall. While people 
may have experienced anger, annoyance, dismay, and suf-
fering over the borders, they were not always impoveris-
hed, anguished, wannabe-Wessi refugees—they also went 
to school, had romantic relationships, had encounters with 

49 See Maischberger, ‘Sonnenallee‘—Eine Mauerkomödie: In-
terview mit Leander Haußmann und Thomas Brussig.
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law enforcement, and sung and danced, much as Sonnen-
allee depicts. Thus, while Sonnenallee and the Sonnenallee 
crossing’s forms of remembrance may not always agree 
with each other, they are always in conversation with one 
another, forming a vivid emotional Alltagsgeschichte of 
what it really means to live under a border regime, both the 
good, the bad, and the ambiguous. 
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Appendix

Figure 1: The Geschichtsmeile on Sonnenallee,  
marking the border crossing and relaying its history.  
Image taken 10 September 2022 by the author.÷

Figure 2: One of the binocular sculptures made by the 
artist Heike Ponwitz entitled Nähe und Distanz. Four 
sculptures exist in the area and each are marked by a 
small plaque which states: ‚Übergänge: Künstlerische 
Zeichen zur Erinnerung an die sieben innerstädtischen 
Grenzübergänge, 1961-1989.‘ (‘Crossings: Artistic mar-
kers as a memory to the seven inner-city border cros-
sings, 1961-1989.’ This particular binocular sits near the 
intersection of Sonnenallee and Baumschulenstraße.  
Image taken 10 September 2022 by the author.÷

Figure 3: Four of the representational tools of the 
Berlin Wall on Sonnenallee in one photo: to the left 
in the background, the Sonnenallee Geschichtsmei-
le; in the center background, the standing place of 
the border wall is marked in the road with a plaque 
and cobblestones; directly in the center, one of the 
Nähe und Distanz binocular sculptures; and to the 
right in the background, a marker points out the 
direction of the Berliner Mauerweg walking path.  
Image taken 10 September 2022 by the author.

Figure 4: The street sign marking the renamed 
Chris-Gueffroy-Allee, near the Britzer Zweigkanal whe-
re Gueffroy was killed. A small plaque above the street 
sign gives brief information on Gueffroy’s life and de-
ath. Image taken on 9 June 2021 by the author.




