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Introduction


Film Production and Streaming Services

The clear trend of a continuous increase in the number of films produced in Germany—including co-productions—as recorded in the 2000s did not continue after 2010; instead, the number of films on offer remained largely stable. From 2012 to 2019, between 234 and 265 feature films and documentaries that were German productions or international collaborations were released in cinemas. In the feature film category, films produced exclusively by German companies slightly outnumbered co-productions, with around eighty titles. Together, they accounted for slightly less than two-thirds of the total. Between seventy-four (in 2010) and 108 (in 2019) documentaries were released in cinemas. This consistency over a longer period of time was an indication that German film production had reached a plateau. At the same time, it seemed to correspond to the possibilities and structure of the industry, which continued to be characterized primarily by small and medium-sized companies on the production side. Each year, well over a hundred different companies contributed to the range of films on offer, with peaks of up to 190. Approximately 80 percent released only one film each. The number of titles, which has increased in comparison to the years around the turn of the millennium and has remained stable at a high level, can be seen as a success for the various instruments of film promotion. At the same time, however, the large number of titles has reduced the chances of individual titles staying in cinemas for a longer period of time, especially since the dominance of American productions has remained unchanged.
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1 Pina, GER/FRA 2011, Director: Wim Wenders

During shooting: Wim Wenders and dancers of the ensemble for Le Sacre du Printemps, set photograph





In addition to this competition, the video market underwent a dramatic change. Although its revenues had been higher than those of the cinema sector for some time, the emergence of streaming offerings and their growing popularity shifted the ratio within the home movie segment, with physical media such as DVD and Blu-ray contributing to revenues compared to digital video-on-demand (VOD) offerings. By the end of the second decade of the twenty-first century, revenues from the subscription models of the various streaming platforms were already significantly higher than those from physical media. Amazon Prime Video and Netflix also dominated the German market. Together, they accounted for about 50 percent of the market by 2022; the Disney+ service, launched in March 2020, was able to position itself as the third-largest provider in Germany in its first year.

With in-house productions, the major providers also changed the hierarchy of video offerings. Physical media were typically used for the secondary exploitation of original cinema films and, to a lesser extent, television productions. Now, exclusive offerings, mostly series formats, but also feature-length films, were also established. Prestigious films from these productions were given short theatrical runs in order to formally qualify for awards such as the Academy Awards or to participate in competitions at international film festivals. However, the Cannes Film Festival initially did not allow such films to participate in its competition. In contrast, the 2018 Venice Film Festival hosted the world premiere of Alfonso Cuarón’s Roma (MEX/USA), which also won the Golden Lion. The Netflix production later went on to win Oscars for Best Director, Best Cinematography, and Best Foreign Language Film out of ten nominations. In 2019, the Berlinale presented Isabel Coixet’s black-and-white film Elisa y Marcela (Elisa & Marcela), also a Netflix production, in the Competition. A presence in cinemas, however limited, has so far remained the criterion for admission to festivals and film academies. Nevertheless, the exploitation of such productions—despite criticism from cinema associations in particular—is primarily aimed at streaming. The most recent prominent example of a Netflix production from Germany is the Oscar-winning film Im Westen nichts Neues (All Quiet on the Western Front, GER/GBR/USA 2022, Director: Edward Berger).


[image: ]


2 The closed Bundesplatz cinema during the Covid-19 pandemic, Berlin-Wilmersdorf, 2020

Photo: Julia Riedel





Public television broadcasters have also responded to changing viewing patterns. By setting up their own media libraries, they have made it possible for viewers to consume programs beyond the fixed broadcast channels of linear television. Not only do the productions stored in the media libraries remain available for a longer period of time. The fact that selected programs are activated online before they are broadcast also contributes to the attractiveness of the service.




In Crisis Mode

Edward Berger’s film is one of those that were made in whole or in part under the conditions of the Covid-19 pandemic. The effects of the pandemic hit the film industry in all areas. Streaming services benefited from the measures taken to combat the pandemic and increased their subscriber base as a result of the lockdowns imposed, and later the temporary requirement to wear masks in cinemas. The loss of publicity and the reduced attractiveness of cinemas, theaters, concerts, and museums led to an increase in the use of television, VOD offerings, and games providers.
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3 Victoria

GER 2015, Director: Sebastian Schipper

Poster





In Germany, the first cases of infection occurred in late January 2020. However, the Berlinale, which ran until March 1 of that year under the new direction of Mariëtte Rissenbeek and Carlo Chatrian, was still able to end as planned. In mid-March 2020, the German federal and state governments, like those in other countries, imposed far-reaching restrictions on public life in the face of a rapidly spreading epidemic that claimed many lives, especially among the elderly. On March 25, the German federal government declared an epidemic situation of national importance. This declaration was valid until November 25, 2021. This also had consequences for film festivals. In February 2021, the Berlinale was canceled (as was the Cannes Film Festival in 2020), and only a very reduced selection of films was later shown as the so-called Summer Berlinale. The following year, 50 percent fewer seats were allowed to be used so as to comply with the applicable distancing rules.
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4 Fabian oder Der Gang vor die Hunde

GER 2021, Director: Dominik Graf

Jakob Fabian (Tom Schilling) and Cornelia Battenberg (Saskia Rosendahl), photo: Hanno Lentz, film still
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5 Forgotten City – Deir Ezzor, exhibition of photographs and films by Hayyan Al-Yousouf at the Deutsche Kinemathek – Museum für Film und Fernsehen, Berlin, 2016, poster: Pentagram, Berlin





The total number of admissions fell sharply, partly because of the periods when cinemas, like other cultural institutions, restaurants, sports studios, et cetera, were closed, and partly because of the reduced capacity during the supposed recovery, which was hardly ever fully demanded by the uncertain public anyway. At 38.1 million, the number of admissions in 2020 was only a third of the previous year’s total; by 2023, it had risen to 95.7 million, but was still almost 20 percent below the 2019 figure. Thanks to extensive support programs, the number of cinemas and screens remained almost the same despite the pandemic. The volume of film production also declined, but not to the same extent as cinema attendance. Filming became more complicated due to distancing rules and daily testing for possible infection, among other things, but nearly 200 films were produced again by 2022.

Wars and civil wars increasingly challenged the international community, creating opposing fronts that have impacted the cultural sector as a whole. These include the ongoing suppression of democratic movements in Iran; Russia’s war against Ukraine, which began with the occupation of Crimea and expanded with the further invasion of the neighboring country by Russian troops on February 24, 2022; the ongoing civil war in Syria since 2011, which led to a massive refugee crisis in 2015; the terrorist attack by Hamas on October 7, 2023, which claimed the lives of more than 1,200 Israeli civilians and in which more than 200 Israelis were taken hostage by the terrorist organization, as well as Israel’s military self-defense, which in turn resulted in tens of thousands of civilian casualties, not least due to the strategy pursued by Hamas of hiding behind civilian facilities and to Israeli warfare. Many international festivals were marked by solidarity actions and activist protests. Iranian directors were not allowed to attend screenings of their often award-winning films, and some were arrested by regime officials. Berlin, Cannes, and Venice showed documentaries about the reality of the imposed war in Ukraine.
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6 3 Tage in Quiberon

GER/AUT/FRA 2018, Director: Emily Atef

Romy Schneider (Marie Bäumer), film still








Crowd Pleasers, Artistic Successes, New Approaches

Comedies and children’s films remained the most popular genres in German cinema. Til Schweiger, Matthias Schweighöfer, Karoline Herfurth, and Elyas M’Barek were the stars of these films and sometimes also directed them. Almanya – Willkommen in Deutschland (Almanya: Welcome to Germany, GER 2011, Director: Yasemin Şamdereli), a tragicomedy about the life experiences of several generations of German-Turkish immigrants and fellow citizens, was a surprise success. In addition, bestseller adaptations like Der Medicus (The Physician, GER 2013, director: Philipp Stölzl), Feuchtgebiete (Wetlands, GER 2013, Director: David Wnendt), Er ist wieder da (Look Who’s Back, GER 2015, Director: David Wnendt), and Ich bin dann mal weg (I’m Off Then, GER 2015, Director: Julia von Heinz) proved particularly popular with audiences. The latter, like Der Junge muss an die frische Luft (All About Me, GER 2018, Director: Caroline Link), is based on an autobiographical book by the entertainer Hape Kerkeling. Inspired by his own experiences and reflecting the reality of a Berlin neighborhood, Felix Lobrecht’s Sonne und Beton became a bestseller; the film adaptation of the same name by David Wnendt (Sun and Concrete, GER 2023) celebrated its premiere at the Berlinale.

During this period, three black-and-white films each won in more than seven categories at the German Film Awards, namely Das weiẞe Band – Eine deutsche Kindergeschichte (The White Ribbon, GER/AUT/FRA/ITA/USA 2010, Director: Michael Haneke), 3 Tage in Quiberon (3 Days in Quiberon, GER/AUT/FRA 2018, Director: Emily Atef), and Lieber Thomas (Dear Thomas, GER 2021, Director: Andreas Kleinert), as did Das finstere Tal (The Dark Valley, AUT/GER 2014, Director: Andreas Prochaska), Systemsprenger (System Crasher, GER 2019, Director: Nora Fingscheidt), and Edward Berger’s Im Westen nichts Neues. The black-and-white productions Oh Boy (A Coffee in Berlin, GER 2012, Director: Jan-Ole Gerster) and Die andere Heimat – Chronik einer Sehnsucht (Home from Home: Chronicle of a Vision, GER/FRA 2013, Director: Edgar Reitz) were also awarded Best Feature Film. The most recent winners were İlker Çatak’s Das Lehrerzimmer (The Teachers’ Lounge, GER 2023, Producer: Ingo Fliess), which was also shortlisted for Best Foreign Language Film at the Academy Awards, and Matthias Glasner’s Sterben (Dying, GER 2024, Producers: Jan Krüger, Ulf Israel, and Matthias Glasner).

In 2014, twelve women directors founded the association ProQuote Regie, which was renamed ProQuote Film in 2018 and is dedicated to the equal employment of women in all areas of television and film production. The starting point was the first diversity report of the German Directors’ Association, which showed that women directors were responsible for only 11 percent of prime-time productions and that the situation was not much better for feature films, especially those with higher budgets. Although the proportion of women in directing positions and in other professions has increased since the 2010s, thanks in part to the initiatives of ProQuote Film, parity has not yet been achieved. After 2002, when Caroline Link’s Nirgendwo in Afrika (Nowhere in Africa, GER 2001) won Best Feature Film, it took until 2016 for another film directed by a woman to win the Golden Lola: Toni Erdmann (GER/AUT/MCO 2016) by Maren Ade. This was followed by 3 Tage in Quiberon by Emily Atef, Systemsprenger by Nora Fingscheidt, and Ich bin dein Mensch (I’m Your Man, GER 2021) by Maria Schrader.

Self-determined female characters are presented in Luise (GER/FRA 2023) by Matthias Luthardt and Ivo (GER 2024) by Eva Trobisch. Both Luthardt and Trobisch were thus able to realize material for the cinema again a long time after their successful debut films. These examples illustrate the difficulties younger directors face in realizing their projects. The desire to develop new forms led to films like Victoria (GER 2015, Director: Sebastian Schipper). Shot in a single take, it surprises the audience with its formal daring as well as its intense genre story. With Wild (GER 2016), Nicolette Krebitz developed a vision of the radical self-liberation of a young woman (Lilith Stangenberg) who approaches a wolf and comes to terms with it (also with an erotic undertone). For her episodic film Das melancholische Mädchen (Aren’t You Happy?, GER 2019), Susanne Heinrich chose a narrative form that focuses on alienation and comedy. The Ordinaries (GER 2022, Director: Sophie Linnenbaum) is a rare example of an original and witty satire: ironically fractured science fiction and media-critical satire in one. Timm Kröger’s black-and-white film Die Theorie von Allem (The Universal Theory, GER/AUT/CHE 2023) also operates with elements of science fiction—and those of other genres. In Fabian oder der Gang vor die Hunde (Fabian: Going to the Dogs, GER 2021), Dominik Graf visualizes the entry into the narrative period of the Weimar Republic with a long tracking shot from a present-day subway station into daylight, where the camera encounters Jakob Fabian (Tom Schilling). Christian Petzold reveals the staging of the past even more clearly in Transit (GER/FRA 2018): although the action is set in the 1930s, as in Anna Seghers’s novel of the same name, it takes place entirely and obviously for the audience in the streets and buildings of present-day Marseille.
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7 Perspectives of Ukrainian Cinema, film series at the Deutsche Kinemathek – Museum für Film und Fernsehen, Berlin, in cooperation with the German Federal Agency for Civic Education, 2022, poster: Fünfzehn, Berlin








Digitization and Film Heritage

Digitization at all levels of production and distribution in the 2010s meant that fewer and fewer cinemas were able to adequately screen analog films. But other forms of exploitation—DVD/Blu-ray, streaming, television—also remained closed to these titles without prior digitization. The film heritage was in danger of becoming invisible or relegated to niches. The institutions cooperating in the Deutscher Kinematheksverbund (German Cinematheque Network) raised this issue through many channels, including expert panels organized by the German Bundestag’s Committee on Culture and Media. Since the beginning of the 2010s, the Federal Government Commissioner for Culture and the Media has supported the digitization of analog films with special funds, which initially benefited the Deutsche Kinemathek, the German Film Institute (now the DFF), the Friedrich Wilhelm Murnau Foundation, and the DEFA Foundation. The proposal, supported by the Kinematheksverbund, to transform these funds into longer-term financing was implemented in 2019 with the German Film Heritage Funding Program (FFE), administered by the German Federal Film Board (FFA). Since then (and until 2023 without cuts), the FFA, the federal states, and the federal government have each contributed 3.3 million euros to the program. Applications can be submitted under three equal so-called pillars: to support an economic (re-)exploitation interest; to prevent imminent material deterioration based on conservation findings; and following curatorial evaluation of films, for example in the case of special cultural-historical, aesthetic, or documentary value. The FFE has already made hundreds of films digitally accessible. However, the task of making the German film heritage as visible and accessible as possible remains unchanged in view of the large number of analog productions from more than one hundred years of film history. rr
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8 Toni Erdmann

GER/AUT/MCO 2016, Director: Maren Ade

Kukeri costume for the role of Winfried Conradi /Toni Erdmann, worn by Peter Simonischek (costume design: Brigitte Fuchs); shown here in the exhibition Der Deutsche Film – 1895 bis Heute, co-curated by the Völklinger Hütte World Heritage Site and the Deutsche Kinemathek, presented in the Blower Hall of the Völklinger Hütte World Heritage Site, 2023–24

Photo: Hans-Georg Merkel











“Honor Crimes” and the Struggle for Self-Determination

It was the best-known case in Germany, but by no means the only one: when Hatun Sürücü was murdered by her brother with three shots to the head at a bus stop in Berlin on February 7, 2005, this violent crime triggered a broad debate as a so-called “honor killing.” Questions of integration and mistakes on both sides, parallel societies, and whether Islam belongs to Germany or not were discussed. The Berlin-born Muslim woman had not conformed to the role assigned to her as a woman in her strictly traditional, patriarchal family.
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