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Introduction


New Structures

Organizational changes in various areas of the film industry were introduced during these years and influenced further developments. The effects of the relocation of the Berlin International Film Festival (IFB)—the Berlinale—to Potsdamer Platz were particularly visible to the interested public. This former center of the city had been deserted as a result of the division between East and West, a wasteland around which even Hans Scharoun’s magnificent buildings—the Staatsbibliothek, the Philharmonie, and the Kammermusiksaal—seemed like a no-man’s-land. After the fall of the Berlin Wall, a metropolitan flair was to be restored here. There was no festival palace like in Cannes or Venice, but the large hall of a building that was otherwise used as a musical theater offered far more seats as the Berlinale Palast than the Zoo-Palast, which had previously served as a premiere cinema. The multiplexes at Potsdamer Platz became the central venues for various sections. After the first Berlinale in the new location in 2000, the festival director Moritz de Hadeln concluded that the nostalgics were in the minority. The move had been a success; for some two decades, audiences, press, and the industry came together here. The closing of the CineStar in the Sony Center in 2020 and the reduction of available seats in the CinemaxX (2023) later changed the situation. Since 2000, the Deutsche Kinemathek – Museum für Film und Fernsehen, the Arsenal – Institute for Film and Video Art, and the German Film and Television Academy Berlin have found a new home in the Filmhaus, which was also built on Potsdamer Platz.
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1 Das Experiment, GER 2001, Director: Oliver Hirschbiegel

Tarek Fahd, prisoner no. 77 (Moritz Bleibtreu), film still





Moritz de Hadeln’s last programs were criticized for the small number of German productions in the Competition. In particular, the non-inclusion of Oskar Roehler’s Die Unberührbare (No Place to Go, GER 2000) was criticized. Dieter Kosslick became director of the Competition in 2002. So it seemed like a statement when he invited four German films in his first year: Baader (GER 2002, Director: Christopher Roth, awarded the Alfred Bauer Prize), Der Felsen (A Map of the Heart, GER 2002, Director: Dominik Graf), Halbe Treppe (Grill Point, GER 2002, Director: Andreas Dresen, awarded the Grand Prix of the Jury), and Heaven (GER/USA 2002, Director: Tom Tykwer). Later editions of the festival have also generally featured several German productions. In 2004, Fatih Akin’s Gegen die Wand (Head-On) was awarded the Golden Bear for Best Film. In the following years, German films also won prizes in various categories (such as Best Director, Leading Performance, Jury Prize, or Screenplay), but not for Best Film. Kosslick also gradually expanded the scope of the festival, adding new sections such as Perspektive Deutsches Kino and Culinary Cinema. Berlinale Talents, a program for young creatives who are invited to Berlin to exchange ideas with each other and with mentors (since 2003), the World Cinema Fund for the promotion of international productions (since 2004), and the Co-Production Market, founded in the same year, all three received funding outside the Berlinale budget.

The German Film Academy was founded in 2003 as an association of filmmakers from all related professions. Founded on the initiative of Helmut Dietl, Bernd Eichinger, and Ulrich Felsberg, the academy unites more than 2,200 members. Its mission is to represent the interests of all filmmakers.

Until 2004, the German Film Awards were presented by a commission; since 2005, the members of the German Film Academy have selected the winners in a multistage process, which has been criticized from the start because all awards are endowed with prize money provided by the German Federal Government Commissioner for Culture and the Media. The total prize money currently amounts to almost three million euros. In addition to outstanding individual achievements in various disciplines, the best feature films, documentaries, and children’s films are also honored. The winners receive the “Golden Lola” award statuette; the “Silver Lola” and the “Bronze Lola” are also awarded for feature films.
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2 The Filmhaus on Potsdamer Platz, Berlin, 2000s, exterior view








Film Production

The number of feature films and documentaries produced in Germany increased significantly during this decade, as did the number of co-productions with other countries. Various federal and state funding instruments, co-production agreements, and funding from EU programs led to this growth. Compared to eighty-seven feature films in 2004—twenty-seven of which were co-productions—five years later there were 150, sixty-three of which were produced with partners from abroad. The trend was similar for documentaries: thirty-four titles became seventy. Although German productions came close to or even equaled the number of titles from the United States, the market share of domestic films, which fluctuated between 17 and 27 percent, showed no fundamental trend reversal; the dominance of American films continued.
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3 Keinohrhasen, GER 2007, Director: Til Schweiger

Cover of the premiere invitation
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4 Der Rote Kakadu, GER 2006, Director: Dominik Graf

Poster: Darius Ghanai






[image: ]


5 Die fetten Jahre sind vorbei

GER/AUT 2004, Director: Hans Weingartner

Poster for the English version: Benjamin Baltimore





Individual titles were able to rank high on the charts, with children’s films and comedies being the most popular with audiences. These two genres dominated the ranking of domestic productions, while other types of films rarely made it to the top of the list of the most popular titles. Examples of such “No. 1 hits” beyond comedies and children’s films during this period were Anatomie (Anatomy, GER 2000, Director: Stefan Ruzowitzky) with over two million viewers, Die weiẞe Massai (The White Massai, GER 2005, Director: Hermine Huntgeburth) with 2.1 million, and Das Parfum – Die Geschichte eines Mörders (Perfume: The Story of a Murderer, GER/ESP/FRA 2006, Director: Tom Tykwer), which reached 5.6 million cinemagoers. Other films that attracted large audiences and were among the top ten titles of the respective year were Das Experiment (The Experiment, GER 2001, Director: Oliver Hirschbiegel, 1.6 million), Nirgendwo in Afrika (Nowhere in Africa, GER 2001, Director: Caroline Link, 1.6 million), Das Wunder von Bern (The Miracle of Bern, GER 2003, Director: Sönke Wortmann, 3.2 million), Luther (GER 2003, Director: Eric Till, 3 million), Der Untergang (Downfall, GER 2004, Director: Oliver Hirschbiegel, 4.6 million), Sophie Scholl – Die letzten Tage (Sophie Scholl: The Final Days, GER 2005, Director: Marc Rothemund, 1.1 million), Das Leben der Anderen (The Lives of Others, GER 2006, Director: Florian Henckel von Donnersmarck, 2.3 million), The Reader (USA/GER 2008, Director: Stephen Daldry, 2.2 million), and Die Päpstin (Pope Joan, GER/ITA/ESP 2009, Director: Sönke Wortmann, 2.5 million). However, comedies and children’s films almost always accounted for well over half of the titles in the top ten. Among the children’s films, animated films such as Der kleine Eisbär (The Little Polar Bear, GER 2001, Directors: Piet De Rycker, Thilo Graf Rothkirch, and Kris van Alphen) took a remarkable (and also internationally marketable) share. The films Die wilden Kerle (GER 2003, Director: Joachim Masannek) and, based on children’s books, Die wilden Hühner (Wild Chicks, GER 2006, Director: Vivian Naefe) and Bibi Blocksberg (GER 2002, Director: Hermine Huntgeburth) developed into series. Even more successful, though difficult to market internationally, were the comedies developed by Michael Herbig with Der Schuh des Manitu (Manitou’s Shoe, GER 2001) and, somewhat later, by Til Schweiger with Keinohrhasen (Rabbit Without Ears, GER 2007)—their sequels also stormed to the top of the charts.
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6 Das Wunder von Bern

GER 2003, Director: Sönke Wortmann

Set design “Haus Lubanski”: Uli Hanisch; drawing: Petra Maria Wirth

Uli Hanisch Archive





These years saw the beginning of a profound change that affected all areas of the film industry, from production to presentation: DVD, a new format for the video market, was introduced in 1999 and by 2001 was already generating more sales than VHS cassettes in Germany. The new possibilities of digital processes in recording, distribution, and projection had already become apparent in individual cases, but at the end of the decade a process began that led to digitization at all levels in the following years. The conditions for this technical change were created in the 2000s. In the middle of the decade, the first professional digital cameras appeared on the market; Arri, for example, launched its Arriflex D-20 in 2005 with successor models quickly following. International suppliers included Panavision, Sony, RED Digital Cinema Camera Company, and Nikon. Analog footage, usually shot on 35 mm film, could be digitized using high-quality scanners and then sent for digital processing. The data could then be edited and processed on digital editing suites such as Avid or Final Cut Pro.
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7 Knallhart

GER 2006, Director: Detlev Buck

Michael Polischka (David Kross) and Lisa (Amy Mußul)

Film still





However, an all-digital workflow was only gradually established. Initially, some filmmakers (especially cinematographers and directors) continued to prefer analog recording because of its special character. However, improvements in digital cameras and greater variability, which changed the initially perceived cool or sterile look of the digital image, led to increased acceptance. On the production side, digital processes first took hold in post-production: greater efficiency was evident in editing, image and sound processing, as well as in animation processes and the use of computer-generated imagery (CGI). By the end of the 2000s, the digital container format (DCP – Digital Cinema Package) had become the industry standard. However, converting to digital projection was costly and posed a challenge for cinemas, unless they were among the largest in the industry. In the early 2000s, German cinema chains, some of which operate internationally, also began to make the transition, but by the end of 2009, the market share of digital cinemas was still only about 13 percent, meaning that analog projection still dominated. Because of the high investment required, the nationwide conversion to the new technology required special funding from the federal government, the federal states, and the German Federal Film Board.
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8 Der Pianist, FRA/POL/GER/GBR 2002, Director: Roman Polanski

During shooting: Roman Polanski (center, wearing a red jacket), photo: Guy Ferrandis, set photograph








Contemporary History and Themes of the Time

Historical themes remained a feature of German cinema, with the Nazi era being the most common. In addition, the treatment of left-wing terrorism by the Red Army Faction (RAF) and episodes from the history of the German Democratic Republic (GDR) or the aftermath of its collapse played a greater role. Topics related to the GDR were also told in comedies or tragicomic stories, such as Good Bye, Lenin! (GER 2003, Director: Wolfgang Becker) and NVA (GER 2005, Director: Leander Haußmann). Der Rote Kakadu (The Red Cockatoo, GER 2006, Director: Dominik Graf), based on the memoirs and screenplay by Michael Klier (Co-Screenwriter: Karin Åström, Editor: Günter Schütter), traces the independent youth scene in Dresden in 1961, which tried in vain to resist the surveillance pressure of the Stasi. Even more successful was Das Leben der Anderen.

International co-productions focused on feature films about the Nazi era. Der Pianist (The Pianist, FRA/POL/GER/GBR 2002, Director: Roman Polanski), Valkyrie (USA/GER 2008, Director: Bryan Singer, German title: Operation Walküre – Das Stauffenberg-Attentat), and Inglourious Basterds (GER/USA 2009, Director: Quentin Tarantino) were largely produced at the Babelsberg studios. Singer’s film received significant support from the German Federal Film Fund (DFFF). The organization had been established in 2007 with the specific aim of strengthening Germany as a production location. Subsequently, Hollywood studios also took up the offer.

Among the titles dedicated to contemporary Germany and its problems was Die fetten Jahre sind vorbei (The Edukators, GER/AUT 2004, Director: Hans Weingartner), in which a subversive protest action against the distributive injustice of capitalism leads to a kidnapping. Young people and their self-assertion, as well as their very different problems in the rougher neighborhoods of Berlin and Hamburg, are taken up in Kroko (GER 2003, Director: Sylke Enders), Knallhart (Tough Enough, GER 2006, Director: Detlev Buck), and Chiko (GER 2008, Director: Özgür Yildirim), as well as in the documentaries Prinzessinnenbad (Pool of Princesses, GER 2007, Director: Bettina Blümner) and Ich gehe jetzt rein (In the Game, GER 2008) by Aysun Bademsoy, who concluded her long-term observation of young German-Turkish women, which she had begun in 1995, with Mädchen am Ball (GER 2006).

The fate of Murat Kurnaz, who traveled from Bremen to Pakistan after the terrorist attacks of September 11, 2001, and was arrested there by the Pakistani police and then handed over to the U.S. military, which interned him in Guantanamo, was the subject of several films: Fatih Akin’s contribution to the episodic film Deutschland 09 –13 kurze Filme zur Lage der Nation (Germany 09: 13 Short Films About the State of the Nation, GER 2009) was the first. Stefan Schaller made 5 Jahre Leben (Five Years, GER 2013), based on Kurnaz’s memoir Five Years of My Life. Andreas Dresen’s Rabiye Kurnaz gegen George W. Bush (Rabiye Kurnaz vs. George W. Bush) followed in 2022. rr
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