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Ozet

Baslangicindan itibaren, Tirkiye’den Avrupa’ya gocintelenmesi ygun olarak nicel
verilerle ve uluslararasi skiler yaklsgimlariyla deerlendirilmisti. Almanya’da yaayan
Tarkiye kokenli gocmenlerin kiltirleri ise uzun slg6z ardi edilgi ya da incelenmeye
alinmamgtir.  Tudrk-Almanlar kultirel olarak incelenginde ise, ulus devlete dayall
yaklasimlarla, dejenere ya da arada kalmlarak dgerlendirilmistir. Oysa, yaklaik kirk yildir,
Almanya’da yaayan Turkiye kokenli go¢cmenler kiltirel alanda ohemserler ortaya
koymaktadirlar. Ozellikle bu ¢camanin konusu olan sinema alaninda, ulusal sinenagiginve
gocmen sinemasi arasindaki gerilim gocmen yonegnienkonumu Uzerinde de énemli bir rol
oynamaktadir. Bu c¢aimada, kultirel ve toplumsal ggheleri sabit ve dg&smez olarak
deserlendiren gorgle, Ozellikle kaltiri devam eden bir slre¢ olaraggatiendiren gori

arasindaki gerilim ve bu gerilime gatartismalar sunulmaya c¢alimistir.

Bu calsmanin amaci, 1970'li yillarda Almanya’da ortaya apkgd¢cmen sinemasini
incelemek ve filmlerin ayirt edici Ozelliklerini vgulayarak, sinema anlgyni donemlere
ayirmaya cadmaktir. Calsmada, tim donemlerden secignfilmler incelenmg, genel bir tablo
olusturulmaya cakilmistir.  Ayrica, Tilrk-Alman yonetmenlerle roportaj yhpastir.
Yonetmenlerle, kilttrel kimlik, gécmen yonetmentekagilastigl genel sorunlar, giamacilik,

kadin sorunu, sinema dagdlestirilmis “Turk” imaji hakkinda kongulmustur.



Abstract

Ab initio, researches on migration from Turkey tar@pe were mainly evaluated by
guantitative data and approaches of internatioglations. For a long period of time, culture of
Turkish migrants residing in Germany was neglece@asn't taken into a serious consideration.
When Turkish- German migrants were taken into diwally consideration in cultural context,
researchers generally applied nation-state basedriés to make evaluations. And in the
outcomes of these evaluations migrants were redaadedegenerates or people who are “in
between”. Nonetheless, for approximately 40 yeawskish- German migrants produced radical
works of art that are highly significant in culturaanifestation. Especially in the medium of
cinema, which is the main theme of this researdnflict between national cinema and
migration cinema had a major role in defining thendpoint of migrant directors. This research
is an attempt to present the conflict between thevvthat considers cultural and social
developments as being stable and unchangeable ladview that considers cultural
developments as an ongoing process that consteh#gge. Also, debates arising from this

conflict are analyzed.

The main aim of this research is to view migramteana, which roots back to 1970s
Germany, and to divide this concept of cinema iepmchs by emphasizing the distinctive
characteristics of the movies. To form a genesbpective | tried to select movies from all
epochs. Moreover, interviews with the Turkish-Gemmairectors were conducted. In the
interviews, the notions of cultural identity, theoplems that migrant directors are confronting,
discrimination, the problem of Turkish woman figuesd the stereotypical image of the "Turk"

were interrogated with the help of Turkish-Germaedators.
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Introduction

“Strange times back then, they were burning pesghieiuses down!

On 22 of August 1992, the Asylum residences called Sobhenenhaus in
Rostock-Lichtenberg were under attack of hatefulngp people and right-wing
extremists. This event was one of the most hatefnbphobic attackghat occurred
in the early 1990s. Lasting 3 days long, physasaslaults and arson attacks on asylum
residences in Rostock-Lichtenberg were indicatofsxenophobia and the re-

occurrence of neo-Nazi marginal groups in Post-\@aifmany’®

Six years after the xenophobic attack in RostoaksdtKutlucan was to make
his award winning and acclaimed mowd Chef, Du Turnschui.welve years after
making his movie, Hussi Kutlucan, in our intervietold me that, the Rostock-
Lichtenberg attack was his main motivation for nmagkihis movie.

“The wall fell down, people first hugged each othHarit unemployment turned
out to be a big problem. They said: ‘First, we Gans get jobs, then the
foreigners!” After seeing that there were probleniey began hunting the
most powerless down. In 1992, 2000 people atta&@uhenblumenhaus. 3
days long they tried to burn people living insitie tesidence. Asylum seekers
were stoned to death. | want to make movies aliusitteak and poor people.
But | thought to my self, | have to do somethingywifferent, so they shall hit
back! (...) I try to do something, | try to encourggople, and | want to win!”

(Personal Interview with Hussi Kutlucan)

! Personal Interview with Hussi Kutlucan. Still misig in Berlin, he is one of the important Turkisks@an
directors. One of his movies Ich Chef, Du Turnsciubvaluated as a key movie among others directatei
second half of 1990s that signify the shift frore tinema of duty towards a cinema of hybridity.

2 “Throughout the 1990s in now-famous sits such @fivand Solingen, Turkish and other minortiy pagidns
became the targets and victims of extremist neda-iazh groups calling for the elimination of ‘paites’ who
were feding on the German welfare system” (Man2i@08: 53)

3 http://www.n-tv.de/politik/dossier/Rostock-Lichtesren-article227835.html



Mentioned by Kutlucan, the fall of the Berlin Watiggered mass-migration
and therefore the demographics of the Federal Riepehianged dramatically. In the
1990s, immigrants, refugees and asylum seekers pereeived as “freeloaders”
abusing the Federal Republic’'s magnanimity (Gokti@kemling and Kaes, 2007a:
12).

According to many scholars, the second half of 2880’s, when Kutlucan
made his second movie, indicates a break-throughudfish-German cinema. The
nature of cinema of migration changed, when unplected stories and figures were
filmed, different approaches started to dominagesitene. Turkish-German directors,
labeled as migrant until then, tried to come outhadir shell. In this context, four
movies are very important: Fatih Akin'Kurz und Schmerzlo$1999), Hussi
Kutlucan’s Ich Chef, Du Turnschul§1998), Yiksel Yavuz'sAprilkinder (1998),
Kutlug Ataman’s Lola+Bilidikid (1999). These movies illustrated the way both
Turkish-German and German cinemas were on. Mayleeriéw German Cinema was

Turkish?*

The idea of conducting a migration study througlalyring the Turkish-
German cinema emerged after examining many stusids many different focal
points and different approaches. When we look atstadies where Turkish diaspora
in Germany is considered, we encounter a periodfierdntiation also mentioned by
Ayhan Kaya. He points out that there are threeebffit stages in the studies on

Turkish migrants in Germany:

“In the early period of migration in the sixtiebgetsyncretic nature of existing
migrant cultures was not of interest to scholaralyming the situation of
Turkish Gastarbeiter (Quest worker) in Germany. The studies carried out
during this period were mainly concerned with tleeremics and statistics,
‘culture’ and dreams of return. (...) The reason betthis neglect is twofold.
First, at the beginning of the migration processirkish workers were
demographically highly homogenous, consisting ¢fiexi males or females,

and were not visible in the public space. Secormtkers in this period were

*“The New ‘German’ Cinema is ‘Turkish’?” is the namithe article written by Tuncay Kulgti (1999).



considered temporary, and they themselves regatasd situation as such.”
(Kaya, 2001: 13 — 14)

Kaya (2001) also differentiates a second and al tsiage in the studies on
migration. He argues that the second stage colierpdriod between the 1970s and
1990s. Studies of this period focus on the “reoizmion of family, parent-child
relationships, integration, assimilation and ‘atawtion’ of migrants to German
culture (2001: 14).” Studies in the third stageulsed on citizenship, discrimination
and racism, socio-economic performance, diaspatewaorks and cultural production
(Kaya, 2001: 14). This differentiation can be seenmany academic migration
studies. Kaya points out in his own study -aboukiBh hip-hop youth in Berlin- that
Turkish immigrants in Germany are no longer juspapulation with inadequate
education, living on unemployment pay or serving herman state at Gastarbeiter

status. Furthermore, he argues that they are batitrg to society culturally.

The first topic | chose to work on was the relasiop between Turkish
immigrants and football. | aimed to clarify the fpapation to social life through
sport further on. The first reason why | chose thjgic was the football player flow
from Germany to Turkey. This flow is in accordamgéh a concept that is frequently
seen in diaspora studies, namely the dreams ahré&tu'homeland”. | was interested
in football as an instrument leading to a functioredationship used by Turkish-

German youth who perceive Turkey as a mainlaneétiam to.

The second reason for me to choose this topic ik wo is that because |
consider the term resistance could be reconcilett wie Turkish-German youth
playing football in Berlir’. Since | believed the troubles encountered in eihrca
were one of the main reasons why the Turkish-Getpanth tended to play football,
in this context football turned into a resistana@np for the youth. However as |
started to consider football and interviewing ther@an-Turkish youth playing
football, | found out that | was about to conducditady focusing on the topics that

have been already analysed by most of the prevaoademic studies on migration.

5 The term resistance will also be used in the obgpters when analyzing the German-Turkish moviesthe
definition of culture. | also refer to Gardeniehemn | use this term. (Gardenier, 2000: 1 - 23)

5 The term “Turkish-German” will be analyzed in thext parts of the study.



The results of my study or the point of view abhilave pointed out that German-
Turkish youth playing football has the same tendenesuch as having the dream of
return, that they are not integrated with the dolkife, that they are experiencing
discrimination and that they are highly excludeahirGerman society. | realized that
my point of view and my premises were insufficiewrong and repetitive, when
considering the stages pointed out by Kaya. | wasutito confirm the clichéd-
stereotyped image of Turkish migrants.

At that point in my research | decided that theesa need to shift the study
to a more cultural dimension. Taking into consitiera how powerful migrant
literature or the ‘literature of affected’ has begeapecially influencing and providing
an input to migrant cinema, | decided to make dyston migration through cinema.
This is a fertile area worth studying since mamestn migrant cinema has kept
flourishing in the past four decades.

My main aim is to present the cinema of migratieriGermany that has been
made since 1970s as a means to conduct an altermaigration study. As Kaya put
it, since 1990s migration studies have been dealitty—among other issues- cultural
productions (Kaya, 2001: 14). While Turkish-Gernraovies in 1970s and 1980s
were about the social and material reality of Tsikguestworkers, the movies made
in 1990s indicated a similar shift when they arepared with the academic studies.
Since 1990s, the Turkish-German movies do not maielal with the social and
material reality, rather they question ethnicitygrant identity and culture, everyday
life, discrimination and criminality etc. | try tguestion whether the Turkish-German
cinema underwent the similar changes that acadstonites did.

In order to illustrate the changes and shiftshie Turkish-German movies, |
selected twenty six movies from different decadexording to studies and also that
| went through, these movies are among the mosbiitapt ones in their decades they
were produced. While many of these movies indi@fgarticular breakthrough in
terms of themes, genres, characters that are ddpitly a few do not coincide with

the changes that | suggested.

Selected movies are analyzed by focusing on tlagackers, genres, themes,
important dialogues and scenes. | analyzed movwisst ljike the way that Hamid

Naficy, Deniz Gokturk or @z Makal did. These scholars also focus on the main

6



themes, movie plots, protagonists, Turkish womauré, important dialogues and
scenes. Apart from these focal points, it is alepadrtant to focus on the director of

the movie and on the differences, if there is d&ag the movie makes.

Furthermore, | conducted interviews with six imjpot Turkish-German
directors, one Turkish-German actor, and one Thrlderman sociologist in order to
enrich my study. First of all, | explained my hypesis and my study to the directors,
and then | asked them whether they encountered slifffr@ilties in the process of
making a movie. Funding problems, the figure ofKlsh woman depicted in the
movies, space for creativity of migrant directorgnlg in Berlin, criminality as a
common theme in the movies, prejudices of Germariego towards directors,
clichéd images of Turkish-Germans, the lack of hummothe movies were other
topics that | have talked about with them. Anotberies of interviews were planned
with a Turkish-German sociologist from Berlin, wtspecialized in the second
generation Turkish migrants in order to interrogtte reality of the stories and

figures presented and depicted in the movies.

The first chapter deals with the discussions ditumel and with what culture
means for immigrants in a broad sense. By the daken, it will be mentioned the
importance of culture for this study, and how it Iscated and approached.
Furthermore, a brief summary of the Turkish emigrato Germany will be given.
This process of emigration, when Germany becamegaation-receiving country,
will be scrutinized through perceptions of Germaniety towards Turkish workers,
and through how Turkish guest workers were presentéhe media. It will be argued
that a clichéd image of Turkish guest workers wemeated through a xenopohic
understanding and this stereotypical image werdechon by the literature and by
even well-meaning film productions. Thirdly, thepimgnated term “Turkish-German”
will be discussed. This term is used to cover thaieally diversified community that
originates from Turkey. First chapter is designatedorder to delineate the

atmosphere and social structure that Turkish migraave been living in.

Second chapter is built upon three different atspéarst, the debates over the
term “national cinema" are presented. It will bguaad that this term was associated
with a national identity and consciousness. Onativer hand, the term tends to limit
the cinema within the boarders of a nation statewéver, there have been many



developments in cinematic landscape that transghesboarders of nation state, and
therefore the use of the term “national cinemahaslonger capable of defining the
cinema of today. Second, the term “cinema of migrédtwill be determined, and it
will be discussed the influence of cinema of migmraton “national cinema.” Third,
from the general concept the cinema of migratiospiecific, Turkish-German cinema
will be scrutinized. In order to do so, the movasthe German directors of New
German Cinema wave, who dealt with migration inirthmovies; the movies of
Turkish directors who were born and raised in Tyrkaend the movies of Turkish
migrant directors living in Germany will be analgzd-inally, the space for creativity
of Turkish-German directors and how they have besduced to a one limited

understanding of cinema will be discussed.

Third chapter analyzes the movies of 1970s and4.9Bhese movies mainly
deal with the social and material reality of thegraints in Germany. It will be argued
that these well-meaning movies confirm the clichéthges of Turkish migrant
workers, even though they try to do exactly theasie. Generally speaking, the
movies of these two decades depict the migrantrdigas a victim, and divide the
society into two different communities, namely tl@pressors and oppressed.
Therefore, although the main concern of these nsoieto defend the migrants in
Germany, they rather create a label for them, wigcthe oppressed victim. In this
chapter, there is also an important discussion tabatkish-German directors who
have been reduced to a “cinema of duty” mainlyulgtofunding. It is argued that this
limited space for creativity forced Turkish-Germatirectors depict Turkish
protagonist in the movies of this period as an epped and victimized person who

needs to be tolerated.

Fourth chapter indicates a generational shift akiBih-German directors and
therefore a breakthrough in Turkish-German cinemgerms of themes and figures
depicted in the movies. In 1990s, the new generdtime directors who were born to
migrant families) of Turkish-German directors beginmake movies in their own
style and they tell stories of life in Germany thetve never been told before in

German cinema.

Fifth chapter analyzes the movies of 2000s. Thade can be considered as

a continuity of 1990s. Furthermore, there is alsaeav kind of film that can be



observed, namely the “Turkish-light.” There are Kisin-German comedy movies
analyzed under this category. These movies haght"lthemes, funny characters and

interesting plots, and they are directed as if theye commercial films.

Finally, 1 conclude that by and large migrants hahféerent positions than
Germans in German society, even though they migie lsame fundemantal rights
and freedoms. Their positions are questioned acohstructed constantly. Turkish-
German directors are also afflicted with this pesb] and they created a unique

cinema as a resistance point.



1. Terms and Concepts

In this chapter, | will try to introduce culturadect, terms, and concepts used
in this study, and try to give a brief summary @fcdissions on them. First, | will try
to summarize two differen notions of culture, theaming of culture for migrants, and
| will suggest how migrant culture can be perceieadl understood. Second, | will
outline the migratory process and try to summahiae/ Turkish guest workers have
been perceived and presented throughout the histamd, the hyphenated term used
for the identity associated with the Turkish migeahiving in Germany will be

analyzed.

1.1. Cultural Aspect:

An important reason for me to analyze cultural disien of migration is that
culture has another meaning for Turkish-Germansndivin Berlin. In their
comprehensive study Castles and Miller addressjtlestion: “What does culture for
the immigrants mean?” According to the authorstucalis a source for identity, and
has a key role as a resistance point against ghis@tion and exclusion (Castles and
Miller, 2008: 53).

Scholars studying migration have different appreactowards culture of
immigrants, Kaya denotes. According to him, there two essential notions of

culture:

“The first one isthe holistic notion of cultureand the second is tlsgncretic
notion of cultureThe former considers culture a highly integrated grasped
static ‘whole’. This is the dominant paradigm o&thlassical modernity, of
which territoriality and totality were the main chateristics. The latter notion
is the one, which is most obviously affected byréasing interconnectedness
in space. This syncretic notion of culture has bgeoposed by the

contemporary scholars to demonstrate the factdhiéires emerge in mixing

10



beyond the political and geographical territories) The term culture came to
the fore in Europe during the construction of aatunationalist identities. As
the main constituent of the age of nationalism teastoriality, culture was
defined as the cumulative of ‘shared meanings ahgeg’. This is the holistic
notion of culture that has provided the basic fa@ €émergence of the myth of
distinct national cultures.” (Kaya, 2001: 33- 34)

The holistic notion of culture underlines that aults can only exist as
separate and integral entities struggling for irad@l@nce or dominance as Benedict
Anderson also showed in his argument on nationalismiimagined communities”.
This notion of culture is conservative in the setiza the scholars adopting this
notion to their studies tend to perceive develogsienculture as intruders subverting
‘unity and authenticity of culture’. The holistiparoach revolves around the terms
such as shared meanings and values, which tripgethemes such as identity crisis,
in-betweenness, split identities and degeneratmobraced in studies on immigrant
culture. Kaya also argues that, the tendency talse&urkish migrants as victims is
also caused by this approach. Scholars tend tohsee as victims who cannot cope
with the new circumstances and obstacles in thepdia’ Thus, the tendency of
linking ethnicity and culture allow polities usitige term multiculturalisf which is
to see different cultures are unified, homogenatigictured and separated wholes

belonging to ethnic groups.

Zafer Senocak and Martin Greve criticize the notion ofteré dominating the
cultural landscape of Germany. They try to discines separation of German and
Turkish culture from one another, and the fact thaikish culture is invisible in the
German public sphere. They argue that culturabenier and exchange intimidate
German society. According to them, in Germany,welf a migrant is understood a
key term to overcome the foreignness. Migrant &ftextistic values are reduced to a
concept that confirms the existing policical messad herefore, it is argued that the

artistic works of non-German artists become sugpef this situation of unbalanced

" This point of view also coincides with the nawatistrategies of seeing the migrants as victimshviill be
discussed in details when analyzing the New Ger@iaema of the 1970s and 1980s and works of litesatur
migrants.

8 Also, this term will be discussed in the part “G&etations of and Perceptions towards Turkish migra

11



cultural encounterSenocak and Greve also denote that the promotiomigfant
artist is a patronizing assistance, and this assist has a social objective, namely
social integration. This situation of non-Germatisés will be also discussed in the
second chapter by focusing on Turkish-German dirgtspace for creativity. In their
article first published as “Aufbruch ins Leben” Ziity (March 30, 2000), they assert
that:

“(...) It is necessary to depart from two perceptidirst there is the notion of
liberal bilateral cultural exchange, whereby thdtures of different states-
Germany and Turkey, for example- meet as thougly theere at an
international match, carefully separated from ometlzer, in order to gauge or
marvel at each other from a distance. Both cultteains have long since
found themselves in a permanent internal dysfunctMoreover, countless
additional players who can no longer be attributeda national team are
running around on the playing field: the migrantsl aheir descendants. How
would one define ‘German culture’ today? The sithmlent right to define
culture exclusively as an expression of nationehtdy has been overhauled
by reality. (...) In Germany there are not even alighés about Turkish high
culture. (...) Turkish cultural institutions are widly absent in the German
public sphere. (...) Second, the idealization of weltas a means for
international understanding and integration of mires is common. Since the
1970s, (...) any kind of German-Turkish cultural emuer was absorbed
through social integratiorCulture, stood as a key term for foreignness as well
as for overcoming it. Cultural encounter and exgearbecame concepts
fraught with unreasonable expectations; but actigtork, in contrast was
downgraded to a triviality, and the artists themsglbecame the bearers of
prescribed political messages. In the public sphame still finds the illusion

of an unrealistic cultural homogeneitySgnocak and Greve: 461)

Kaya points out that the second onehe syncretic notion of culturélhe
focal point of this notion of culture is that cuks main characteristics should be

viewed as a mixed bricolage. Kaya states that:
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“In this approach, culture does not develop alotigieally absolute lines but
in complex, dynamic patterns of syncreticism [Gjlrd987:13]; and cultural
identity is considered a matter of ‘becoming’ adlvas ‘being’ [Hall, 1989,
1994]. It seems more appropriate for this perspedt treat migrant cultures
as mixing their new set of tools, which they acquin the migration
experience, with their previous lives and cultuegdertoires.” (Kaya, 2001: 35
- 36)

Focusing on Turkish immigrants residing in Germathere are not many
studies employing the second notion of culture. ®hes adopting this notion avoid
labeling immigrants as degenerate, problematicafinchg them with concepts like
in- betweenness, lost generation and split idestit{Kaya, 2001: 37) Tuncay
Kulaoglu, for instance, prefer describing the culturemfrant directors not by using
the term ‘in-betweenness’, rather he interpretsndpewithout an identity as an
advantage, or a value which can one gain by ‘gitbetween the chairs’ (Kulgh,
2002c)? Giindiiz Vassaf's argument paraphrased by Kaya éscos that migrants’
“children have developed their own cultural spa@gé&iya, 2001: 37).

Following Kaya, | also find very interesting whagri€lun Zaimglu - as a key
figure in literature -established in his literaryorks in order to aestheticize the
language of the migrants. According to Tom Chees(@804), “Zaimglu’s strategy
involves the invention of a pseudo-ethnicity, Kanakh a stylized language, ‘Kanak
Sprak’ which disrupts the state-sanctioned dialdgeveen ‘German’ and ‘Turks™
(Cheesman, 2004: 83). Cheesman points out thatiimégrant artists, like Zaimgu,
are often critical of political fictions of a homegeous national Leitkultdf. In this
context, the language Zaigla uses includes a fictive slang, which is embraogd
the youngster, because it annoys their elders. Sbae argues that “Turks’ Malcolm

X" Zaimoglu with his powerful hate speech, undermines Ldithku{Cheesman: 84-

° The phrase that Tuncay Kufgo used was: “...zwischen den Stiihlen sitzen.” (@ebinterview with Tuncay
Kulaoglu)

10« Leitkultur refers to values of political cultumssociated with Englightement and constitutiorehdcracy,
calling fort his ‘culture’ to be vigorously assetfeespecially, against theocracy.” (Cheesman: 84)e&han
points out that German Leitkultur is defined inrethor exclusionary cultural terms, and therefooes not
correspond with European values. Cheesman alsoatedithat a chair of the CDU used Leitkultur to méan

putative essence of national culture to which intamigs must assimilate (Cheesman: 84).
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85). Ruth Mandel also discusses Za@ts work focusing on the ways foreign

subjects in Germany are represented:

“Semantic inscriptions of foreignness reveal howrkish subjects are
exposed, humiliated, and deposed through a conssbeial logic that finds its
symbolic referent in the lowest site of the sobiadly and the social hierarchy.
In turn, many Turkish social actors have interralizhis negative symbolism
of social inferiority, sometimes in ironic, playfulvays as in Feridun
Zaimoglu’'s work, through the production and reproductairthe language of
jokes and the idiom of work and leisure. The fotwese is the way this
negative symbolism enters into a cultural dialotheg often places only the
German collective body, with its imagined homoggneat the apex of social
hierarchies. The deployment of these divergent s§isias has deep roots in

everyday uses of language.” (Mandel: 51)

Zaimaglu has become a key figure in the literature anituce, in terms of
creating “his” own or migrants’ own cultural aspedoreover, in this study, a movie

scripted by Feridun Zaingtu is one of the selected movies analyzed in thidys

This dichotomy between notions of culture shapkdedinitions and concepts
throughout one’s study, which notion of culture @heoses, accordingly. In a similar
fashion, parallel to these contradicting notionlture, discussions on cinema are
going to be held in the following parts. The abawentioned dichotomy coincides
with the discussions on national cinema and cin@mhanigration. One group of
scholars, who argue that national identity is &a#hd fixed, define “cinema of
nation” in the terms of Benedict Anderson. On tkieeo hand, there are scholars who
try to define national identity as an ongoing psseand underline the hybrid
character of cinema, accordingly. The former, vethonservative sensitivity tries to
support and defend cinema of nation against Amerieggemony; the latter tries to
include all emerging features such as co-produstiand migrant cinema, and to

avoid to label and categorize movies.

Like Kutlucan put it, all directors that | condudteny interviews with tend to

perceive the culture and cultural productions ahigrants as a resistance point. Seen
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in many film productions, resistance changes fromdifg ways to survive everyday
life (like in the moviePolize) to criminal tendencies (lik&urz und Schmerzlps
depicted in the 1990s. But of course, the movieSurkish-German directors cannot
be reduced only to resistance; motivations, apprescand the genres of the movies
underwent significant changes, therefore the plotiaf Turkish-German directors is
highly diverse, with themes ranging from social andterial reality and political
criticism to criminality, from patriarchy to sexuféleedom. In this context, it is
improper to categorize all the movies under onesllaBrom the movie40 nf
Deutschlandoy Tevfik Baser (1986) t8oul Kitchen(2009) by Fatih Akin, the feature
films transgress the limits of stories of resiseaaad they are on the way to pleasures
of hybridity.

Moreover, needless to say, these movies of T®&erman directors help
scholars to understand both the history of migratiad the life of Turkish diaspora
living in Germany, because of the fact that theyehkheen providing, so to say, the
hidden aspects of Turkish diaspora living in Gernmdn this sense, the movies of
Turkish-German directors can be evaluated as Igsigprojects on anthropological
and sociological level, on the other hand since Thekish-German movies had
eroded many terms such as national culture or mationema and since they have
been focal points of many researchers in termsiightransnational, they can be also

interest of scholars of international relations.

1.2. Presentations of and Perceptions towards Turkish Mjrants

“We called for labor, but people carmstead.*

Max Frisch

In this part of the study, a brief summary of Tisrkkmigration to Germany and
current situation focusing on perceptions towardgration will be given, in order to

conceptualize the following parts of the study imare efficient way. As | mentioned

1 “Man hat Arbeitskraefte gerufen, und es kommen $¢ten.” is the original phrase of Max Frisch (Melnd
51).
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before, | tend to evaluate the Turkish-German cenesh migration as individual
history projects or a general perception of theaors towards their lives they lived
in Germany. In order not to miss the relevant gocdincide with the themes of the
movies; | assume that a brief history of migraowacess might be helpful in terms of
allowing me to associate the movies with the hist&ecause, both selected movies
and also the Turkish-German directors, | conductgdinterviews with, are really
sensitive to the situation of Turkish immigrantsGermany — even, there are some
movies by German-Turkish directors dedicated tdrtparents or to migrants in
Germany* and they reflect their concerns in their movies.

According to Castles and Miller (2008: 29), praced migration cannot be
analyzed through an individual-based approachgratiey argue that migration is a
collective action caused by social changes andh@énges both emigration and
immigration countries. Furthermore, this procesterofresults in development of
ethnic minorities.

In respect of the beginning of the Turkish emigratto Germany, it can be
argued that the theory dbevelopment in Dual Economthat suits the Turkish
emigration history is the one focusing on migratioh labor in the process of
economic developmelit On the other hand, as Toksoz also put it, eveepry
focuses on different aspects and motives of migmatnd considers the cultural and
international changes. Accordingly, Migration Netiw® Theory, which focuses on
the informal boundaries and interactions establishetween emigration and
immigration countries in terms of perpetuating thegration process, can be also
considered as a suitable approach to the Turkisgration story (Toks0z: 16 — 24).
Because, the migration history of Turkey is nothe same situation as when it has
began, therefore it is entirely logical to emploiffedent theories to different

situations.

12 Mein Vater der GastarbeitefYiiksel Yavuz, 1994)Denk ich an Deutschland - Wir haben vergessen
zurlickzukehrer{Fatih Akin, 2001),Ich Chef, Du TurnschulfHussi Kutlucan, 1998) are important examples
among others.

13 Giilay Toks®z, differentiates 8 different theoréeglaining migration, she argues that all theogeshand in
hand and complete each other. Theories focusinglifferent motive in migration are as follows: Thgaof
Development in Dual Economy, Neo-Classic Theory,ofeof Independence, Dualist Labor Market Theory,
World System Theory, Theory of Migration Systembkedry of the New Economy of Proffesional Migrangnd
Theory of Migration Networks (Toksdz: 16 — 24).
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When we look at thénistory, one of the most important researchers, Unat
(1995: 279) scrutinizes Turkish migration to Eurapeix stages. These stages cover
a period between the 1990s and the 2000s. Sheedethait:

“Beginning in the late 1950s, Turkish migration &md settlement in, European countries

occurred in six major phases:

* recruitment through intermediaries (1956 — 61);

* migration on the basis of bilateral agreements 11962);

» recession and the employment of foreign workers #ra legitimation of illegal
(‘tourist’)

migrants (1972 — 75)

* introduction of visa, the increase in asylum retgiesnd growing xenophobia (1978 —
85)

» spread of ethnic business, the role of ethnic imlg associations and the demand for
political

rights. (1986 — onwards)”

In 1961, when the newly constructed Berlin Walt otf the flow of workers
from East Germany, labor shortage became inextacdbr West Germany.
Therefore, West German Labor Ministry appealechtotemporary worker program.
In 1961, the Federal Government of West Germanwyesiga labor recruitment
contract with Turkey, which was one of its anticoomist allies in NATO. Between
1960 and 1970, 2.3 million West Germans left tias in order to become managers
and clerks, while foreign workers took up the vadagpositions. In 1964, the number
of guest workers totaled 1 million, when Germanyesged its contract with Turkey.
Until Germany passed a law in 1965, governmentr@dew legislation on foreign
workers. This law, the Auslaendergesétzhad a destabilizing effect on migrant
workers and famili€d. Furthermore, Germany wasn't willing to grant zetnship to
guest workers because Germany’s principle of aish@ was based on the Empire-
and State Citizenship Law of 1913. According tcstlaw, one could be born and
work for years in Germany, without becoming a Gerrogizen because what really

14 «“Foreigners could reside in Germany as long ay tred a valid visa and continued to serve ‘the sesfd
Federal Republic™. (Goktirk, Gremling and Kaes, 28010)
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mattered was ethnicity and descent. In 1973, theme more than 605.000 Turks in
Germany, the biggest immigrant group in the countrny 1974, the government
passed a law for family unification. This law inased the immigrant population
dramatically. However, Germany'’s intention was éoluce the population of guest
workers. One of the most significant attempts tuce guest worker population was
Helmut Kohl's, who was the chancellor of Germargnir1982 to 1998. In the 1970s
and 1980, naturalization was restricted to immitgamho had lived in Germany at
least 10 years and could prove his/her commitmei@drmany. In the beginning of
2000, a law was passed that allows a child bornoim-German parents with eight
years of residency be granted German citizenshijki{iek, Gremling and Kaes,

2007a: 3-12).

Throughout this history mentioned above, Germadyndt accept that it was a
country of immigration. Until recently, the poli¢gwards immigrants had remained
exclusionary. Even the law passed in 2000 did méitedy subvert the principle of
citizenship based on ethnicity; rather it broughtirhmigrants not originating from
Europe a limited and hyphenated citizenship with esnphasis laid on German
identity (Kaya and Kentel, 2005: 21).

In 2005, in Germany, there were 6, 75 million igrants (Minz, 2007: 90).
According to numbers collected in 2003, there gr87Lmillion Turkish immigrants
living in Germany (Kaya and Kentel, 2005: 17). Buling, | will try to display and
evaluate briefly the ways and approaches of reptasen of immigrants and

migration, and xenophobia in Germany towards imamtg.

Xenophobia Towards and Representation of Immigrants

1f someone gets stabbed, a Turk is usually invdlved

Today, in Germany there are almost two milliongnants originating from

Turkey and after a period that covers over 5 dexatles still a contradictory issue to

15 (First published asDie Tirken kommen: Retten sich wer kamm"Der Spiege[30.07.1973]), translated by
David Gramling (Gramling, 2007: 111)
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define the position of a Turkish immigrant in tleeigty. One can argue that, in terms
of xenophobia, it is apparently possible for a raigrin Germany to face different and
changing forms of xenophobia. In addition to tlmatism and discrimination are not
“entirely” dissolved. Furthermore, not only in Geany, but also in other countries of
Europe, securisation -the term emerged to a laxtgneafter 11 September, shapes
the political landscape, because it is believedt tBarope was threaten by
transnational “flows”, which include organized candrug trafficking, environmental
disasters. Migration was also located into thiscleirrevolving around these
“transnational threats” (Faist, 2007: 19 — 20).

Notwithstanding, migration has become in the ldasicade increasingly
associated with transnational threats; it is noeatirely a new way to perceive and
express the concerns about foreigners. In her stMidydel interrogates the ways,
foreign subjects in Germany are represented. Marefels to the German word
Uberfremdung(wich can be translated as over-foreignizationaseifyn infiltration),
and points out that the reason for concern lieshenperception of Germans that
foreigners do not belong to their social spherendiéh (2008) points out that the
West-German government discovered that short-tecruited manpower tended to
remain for long terms. Furthermore, these incomet®) were discovered as being
also “people”, began claiming the same political ancial rights enjoyed by German
citizens. These people were called “Fremd”, thentersed by the Nazis for the
imported slave laborers in the Third Reich (Man&al).

Albeit, it is claimed that there have been somanges of perception towards
and representation of migration in the sense tl@teépresentation of migration is not
uniformed in general (Yal¢in-Heckmann: 310), thare also scholars arguing that
there is an observable tendency to assess andteb&lrkish immigrants, as if they
were a homogeneous community.

Referring to Zizek, Bilent Dikmen tries to assiégstendency of Nazi Germany
in terms of the use of the heterogeneous figuren"J®o define the Jewish
community®. This discursive strategy of the Nazis aimed tiingeJews as disturbing

and dirtying the unity of Nazi society, and also as external factor giving an

18 After these two examples, | think it is necessargnention that | do not tend to draw an analogyben
current perceptions towards migrants and the Narir@ny. | try to indicate the power of manipulatared

homogenizing discourses.

19



antagonistic character to the society. In this exttthe “pure Aryan” identity was

constructed in a retrospective way claiming that ighentity had existed before the
“Jew”. The figure “Jew” carries all the negativaafieres in a way that it is depicted
the anti-thesis of the society. According to Zizek, anti-Semite is a person who
believes in Jews, who believes that Jews have@ana homogenous identity. In this
sense, there is only one way to subvert or elirsirati-Semitism: we have to claim
that Jews do not have features as indicated; we taelaim that the figure of Jew
does not exist (Dikmen, 2007: 43 — 45).

In a similar fashion, this is exactly what | wdrgue in the following parts.
There is not any features attributed to a Turkighir@an, there would not be any. The
Turkish-German society is not homogenous. Througbverting the features
attributed to Turkish immigrants, it can be possital prevent manipulative discourse
strategies of anti-immigration. When this is ackigyv the migration processes,
imagined superiority of a German towards an imnmgraenodern identity, Leitkultur

and perception towards “Kanakas” could be reevatliat

“The Turks are coming! Save yourself if you caf!”

A synopsis of the current situation regarding pptions and representations of
immigrants is given by Kaya (2007). He discussesv hmigration, immigrants,
Muslims and Turkish-Germans are perceived in Geynaaguing that, as Faist also
put it, immigrants are considered in the lighttoé tiscursive strategy of securisation.
Therefore, it is claimed that immigrants threatea hational security, social security
and cultural unity. According to Kaya, the issuenaifjration and migration related
topics are being evaluated on a neo-liberal dineenand therefore the main concerns
such as equality, justice, share and access tanesare overlooked, because of the
fact that governments are not able to find perm@nstiuctural and long-term
solutions to these problems. When facing socialitipal and financial problems,
there is a tendency to create temporary solutiossead of permanent and long-term
ones. This tendency is associated with the ternmvégumentality” which allows

politicians indicate immigrants as the main causexisting problems. By doing so

17 (First published asDie Tiirken kommen: Retten sich wer kaimDer Spiege[30.07.1973]), translated by
David Gramling (Gramling, 2007: 110)
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governments may create an “enemy among us” feetingrder to mobilize the
masses in a political way (Kaya, 2007: 81 — 83).

Emphasizing on illegal migration and statisticatad the issue of migration is
turned into an issue of fear by governments. Kagaes that statistical data are used
in order to construct new dimensions of fear amdat On the other hand, in order to
present the strength of ideological manipulatioay& argues that two different maps
-the one is the current routes of migration and dbieer shows the directions of
Second World War's armies-might have the same enites on people: assault,
invasion and take over what essentially belondsist. Numerous prejudices towards
them, Turkish immigrants, in contrast to supposgioare not conservative enough,
not ghetto-centric enough, not radical Islamistwgyig not patriarchal enough and not
chauvinistic enough to meet the needs of thosearbavilling to label them using the
above mentioned tags. Even, Turkish immigrants dioceincide with the term of
immigrant, argues Kaya, transmigrant is a more @gmate term for them, because of
the fact that Turkish immigrants have constructéthasnational space, and because
they are able to live in this transnational spameated between two nation-states
(Kaya, 2007: 84 — 89).

Limited by these xenophobic strategies, theretame discourses —freed from
terms such as class, social status, equality- ssvammigrants dominating the
political landscape, especially in Berlin. The ffiane is tolerance, the second is
multiculturalism.

Tolerance is a highly disputable term, when it is used ir ttontext of
migration. One example can be given from the hystir migration in Germany;
instead of structural and coherent solutions; @1860s and 1970s, guest workers on
temporary visas were expected to go back, on therdtand asylum seekers and
refugees were informally tolerated by the Federatn@n Government (Goktirk,
Gremling and Kaes, 2007a: 4 - 5). Interrogated alboe term “tolerance”, Zizek

argues that:

“Why are today so many problems perceived as pnoblef intolerance, not
as problems of inequality, exploitation, injustid&My is the proposed remedy
tolerance, not emancipation, political struggleerevarmed struggle? The
immediate answer is the liberal multiculturalisiiasic ideological operation:

the “culturalization of politics” political diffemeces, differences conditioned by
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political inequality, economic exploitation, etarg naturalized/neutralized into
“cultural” differences, different “ways of life”, fich are something given,
something that cannot be overcome, but merelyratdel.” To this, of course,
one should answer in Benjaminian terrfrem culturalization of politics to
politicization of culture The cause of this culturalization is the retréaiture,
of direct political solutions (Welfare State, sdisigprojects, etc.). Tolerance is
their post-politicakrsatz” (Zizek, 2008: 660)

One can argue that Germany has not been providjagligy; it just promotes
this strategy in order to avoid having comprehemssolutions. With tolerance,
position of all others, like lesbians, gays, immamgs, persons with headscarf,
individuals from other cultures are located sogidilelow the German citizen.
Because, groups need to be tolerated merely whendbre perceived as not being
worth having the same rights, although they legaihjoy the same rights as the
majority does. In this context, majority becomies tBoss, and minorities become

the “sneaket.

Second strategy mmulticulturalism . In a similar fashion, although Berlin is a
“multicultural” city, the main weakness of multitutalism dominating Berlin is the
separation of the culturesom one another. Referring to Parekh, Kaya disesighe

definition of multiculturalism:

“Parekh defines multiculturalism as numerical plityaof cultures that is creating,
guaranteeing, encouraging spaces within which rdiffe communities are able to
grow up at their own pace. (...) multiculturalism is possible, but only if
communities feel confident enough to engage irabbdue and where there is enough

public space for them to interact with the dominauiture.” (Kaya, 2001: 105)

However, Kaya argues that the definition of Paredgnifies to an ideal
situation, which is not the case, when Germanyoissiered: *“... the dominant
ideology of multiculturalism aims to imprison miityr cultures in their distinct
boundaries, even closing up the channels of diadgpiween cultures.” (Kaya, 2001:
105)
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Furthermore, Goktirk criticizes the assumptionainging that there were
homogenous cultural identities. Well-meaning prtgesupporting multiculturalism
often result in the construction of binary oppasitibetween “Turkish culture” and
“German culture” which hinders the dialogue andssroultural exchanges instead of
facilitating it. The separatist criteria of multltwralism also dominate cultural space,
where film productions are created (Gokturk, 20@218). As a matter of fact, Angela
Merkel was to say that in a press conference, viRaho Multi-Kulti — one of the key
projects of multiculturalism- was about to be shadosvn in 2009:

“Multi-Kulti has been disused, we have to grow tibge... For this purpose,

first of all one has to learn the language of thentry he/she lives in®

Analyzing the New German Cinema in the followirgyts, | will indicate three
categories of criticism. The first category is lwhea the figure of the seventh man.
The muted character, who cannot communicate usedder to depict immigrants,
which coincides with the perception of immigrartsoughout the above mentioned
history. The second one is the separation of conttrearfrom one another: oppressor
and oppressed. Similar to multiculturalist progecthis category sustains the
separation of different communities. The third asehe figure of the woman: This
category embodies almost all the stereotyped dichéthis context, in the study |
will claim that there is not any seventh man to idgphere should not be any
differentiation of oppressor and oppressed, ancetienot a Turkish woman to be
saved by man.

A conclusion to be drawn is that it can be seanithmigrants were labeled and
categorized with different terms and tags throughthe history of migration.
However, although there are significant changesategorizing immigrants, the
approaches to perceive them, did not undergo as rananges in accordance with
these classificatory attempts. Migrants need toehagual rights and the proper

opportunities enjoy them within the society; theyribt need to be tolerated.

18 hitp://www.welt.de/politik/article2473722/Angela-Mel-haelt-Multikulti-fuer-Auslaufmodell.html

“Multi-kulti hat ausgedient, wir muessen zusammecivgn... Dazu muss man erstmal die Sprache lernen des
Landes, in dem man lebt.”
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1.3. Turkish-German or German-Turk:

In his novel,The SnowQrhan Pamuk (2004) depicts a secret meeting at the
Hotel Asia, and he makes the characters talk att@uturrent political problems. A

Kurdish youth comes up with a harangue interrupigd the questions of the others.

“What | would say is very simple’ said the passts youth. ‘All I'd want
them to print in that Frankfurt paper is this: “Velee not stupid! We are just
poor! And we have a right to insist on this distion™ (...) ‘Who do you
mean, my son when you say “we”?’ asked another rfiam.you mean the
Turks? The Kurds? The Circassians? The people i KBo whom exactly are
you referring?’(...) ‘Because mankind’'s greatest etracontinued the
passionate youth, ignoring the question, ‘the kstjg#eception of the past
thousand years is this: to confuse poverty witlpislity.” (...) ‘Please listen to
what | have to say’ said the passionate Kurdishttyoll won't speak long.
People might feel sorry for a man who'’s fallen ardchtimes, but when an
entire nation is poor, the rest of the world assuateonce all the people of that
nation must be brainless, lazy, dirty clumsy fodhstead of pity, the people
provoke laughter. It's all joke — their cultureethcustoms, their practices. As
time goes by, some of the rest of the world betprigel ashamed for haaving
thought this way, and when they look around andiserigrants from that
poor country mopping their floors and doing all titeer lowest-paying jobs,
naturally they worry about what might happen ifshevorkers one day rose up
against them. So, to keep things sweet, they &iliihg an interest in the
immigrants’ culture, and sometimes even pretenthittk of them as equals.’
(...) ‘It's about time he tells us what nation hedking about’ (...) ‘That's
why | want to tell this German paper that even et a chance to go to
Germany one day, even if they give me a visa, lahgoing to go.’ (...) ‘But
say they did and | went, and the first Western inaet in the street turned out
to be a good person who didn’t despise me. I'di siistrust him, just for being
Westerner. I'd still worry that this man was loaidown on me. Because, in
Germany, they can spot people from Turkey justheyway they look. There'’s

no avoiding humiliation except by proving at thesfiopportunity thay you
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think exactly as they do. But this is impossibled & can break a man’s pride
to try.” (Pamuk, 2004: 282 — 284)

This chapter of the Pamuk’s book coincides botthwiite representation of
and perceptions towards Turkish-German migrantS@mmany, and also with the
ethnic diversity of the “Turkish” community livinqh Germany. There is no doubt
that it is hard to explain, to talk about or tonfmlate hyphenated identities in a study.
Especially in migration studies a special sectisnpreserved for details of these
hyphenated identities and what the researcher mbgnthem. It is not easy to
introduce Turkish-German or German-Turkish as amtitly into a study. In this
particular study, it is aimed to cover with the hgpated word Turkish-German all
migrants living in Germany who have Turkish origaya (2001) explains in his

study why he chooses to use the term German-Turk.

“A separate note is also needed for the contexisalof the term ‘German —
Turk’ in this work. The notion of German-Turk isitheer a term used by the
descendants of Turkish migrants to identify theor, is it used in the political
or academic debate in Germany. | use the term Geffuak in the Anglo-
Saxon academic tradition to categorise diasporigthg the term attributes a
hybrid form of cultural identity to those gropusyafung people. There is no
doubt that political regimes of incorporation apglito the immigrants in
Germany are very different from those in the Uni®ttes and Englang.
Accordingly, unlike Italian-American or Chinese-fish, Turks have never
been defined as German-Turks or Turkish-Germanhbyafficial discourse.
They have rather been considered apart. That is ptactically it does not
seem appropriate to call the Turkish diasporic comities in Germany
‘German-Turks'. Yet, it is a helpful term for my qposes for two reasons: the
term distances the researcher from essentialisimg descendants of the
transnational migrants as ‘Turkish;" furthermoreuitderlines the transcultural

character of these youths.” (Kaya, 2001: 18)
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Despite the variety of ethnicities originatingrfrorurkey, | also prefer using
the term Turkish-German in my study. Yalcin-Heckmamngues that migrants adopt
this hyphenated identity and use it tactically &feshd themselves. Moreover, this
term gives strength to the migrants to embracai@lltraditions rooted in both from
Turkish and German side, so that they refer tdfdlbethat they belong to both sides
(Yalgin-Heckmann: 315 — 316) or to none. In terrh§arkish-German directors, to
use this hyphenated term becomes more difficultni@é indicates that Thomas
Arslan questions the label Turkish-German thatshenwilling to be grouped with the
other migrant directors, and that he does not watie called as a Turkish-German
(Mennel, 2002: 133). On the other hand, Gemind@&042180) gives Fatih Akin’'s
speech as an example and explains that he exptaasssf as a director who makes
German movies. However, it is also a tactical sggtemployed by the migrants in
order not to be reduced to the cinema of duty fimgusnly on the problems of social
and material reality of migrants. In the next cleapthis tactical strategy will be
discussed in details in the part where the coicglabetween displacement and

creativity is examined.
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2. Turkish-German Cinema

In this chapter of the study, | am going to trym@rk the boundaries of the
main concept, which | am willing to focus on. Irder to depict the Turkish-German
Cinema, which has to be categorized under the gbrafe'migrant cinema’, | will
approach the concept step by step. Therefore, dirsll, | will proceed with the
discussions of national cinema. After pinpointinge tmain statements of the
discussions, | am going to try to relocate my foonsan international level and try to
present the term ‘migrant cinema’. As the thirdpséand also as the main research
topic of this study, the cinema of Turkish-Germdminaker’'s will be the center of

this part.

2.1. Paradigm of National Cinema and its Failure

There are many studies that discuss the linkagereeet nationalism and
national cinema. They try do define national cindmgebringing the term “imagined
communities”, introduced by Benedict Anderson, undearticular scrutiny
Anderson’s argument was based on the assumptiomatians were constructed by
nationalism; that is, nation and nationalism weuiuzal products (Ozkirimli, 2008:
181). According to Anderson, print media such asspapers, novels, maps and the
census had the key role in creating a sense ofdsulness between people. Although
these people have never been in personal conkemst,are connected in one nation
state or colonial empire (Gokturk, 2002a: 214). fikesthe fact that Anderson did not
directly mention the role of the cinema, cinemad&s often employ Anderson’s
theory to examine the role of cinema in creatingonal identity. Deniz Gokturk
points out:

“This view of modernity is still a poignant argunteim times of global

audiovisual transmission and mass migration. Howesemmunities in our
mediated world often connect across national bouesiand proliferate into a
multitude of disconnected networks.” (Goktlrk, 280214)
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Associating Anderson’s theory of nationalism wiidtional cinema, there are
prominent aspects used by film studies in ordeddéine the position of national
cinema. Essentially, two aspects of the theory,etgmeographical boundedness and
calenderical time are used by researchers. Thgsstas above all, allow them to
locate their definitions of cinema into the Anderso theory of “imagined

communities”.

Shohat and Stam (1994) dwell on Anderson’s arguroktdalenderical time”
and argue that we can easily associate cinemapwitted media that create the sense

of boundedness or what Anderson calls it “imagio@hmunities”.

“The fiction film also inherited the social role tife nineteenth-century realist
novel in relation to national imaginaries. Like ets; films proceed
temporally, their durational scope reaching frostay time ranging from the
few minutes depicted by the first Lumiere shortstite many hours (and
symbolic millennia) of films like Intolerance (191&nd 2001: A Space
Odyssey (1968). Films communicate Anderson’s ‘aideital time’, a sense of
time and its passage. Just as nationalist litefemtyons inscribe on to a
multitude of events the notion of a linear, comgredible destiny, so films
arrange events and actions in a temporal narrdina moves toward
fulfillment, and thus shape thinking about histalitme and national history.
Narrative models in film are not simply reflectivaicrocosms of historical
processes, then, they are also experiential gnidemplate through which
history can be written and national identity figiird_ike novels, films can
convey what Mikhail Bakhtin calls ‘chronotopes’ maalizing time in space,
mediating between the historical and the discursipmviding fictional
environments where historically specific constalas of power are made
visible. In both films and novel, ‘time thickenskes on flesh’ while ‘space
becomes charged and responsive to the movemetitaenfplot and history’.”
(Shohat and Stam, 1994: 102)
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In terms of geographical boundedness, Yaren (20@&ns that the theory of
Anderson was employed by studies on cinema mostipe 1990s (Yaren: 29). In
accordance with Anderson’s theory, scholars triedié¢fine national cinema within
the national borders. One of the key scholars, éwdrigson tried to circumscribe
the term national cinema in his early writing. Amtiog to Higson (2002 [his article
was published first in 1989]), there are two methotlestablishing or identifying the
imaginary coherence, the specifity of a nationalema. The first method is to
compare and contrast one cinema to another. Bygdwiis, the “otherness” can be
easily highlighted. The differences among otheromal cinemas might allow us to
establish the identity of one national cinema. edther hand, the second method is
an inward looking process, which depicts the natiazinema in relation to other
“already-existing economies and cultures of thatomastate” (Higson, 2002: 54).
What Higson emphasized here is the differentiabbmations from one another.
Furthermore, national identity is acknowledged t@ble, borders of nation-states as

unchanging.

In his article discussing the European Cinema, t&dgr criticizes Higson'’s
study in terms of limiting cinema within the natistate boarders. According to
Bergfelder (2005), Higson’'s approach seems to fosec the possibility of a
European cinema beyond national boundaries. Euspéso a geographical space,
where different nation-states do not have a comnstable and homogeneous
identity. And European cinema, if there is oneleaing the European identity cannot
be based on pure national cultural identities,erathhas to be based on the common
stylistic approaches of directors. In fact, everth# case is European cinema, “any
study which centres on a national definition ofecira reflects to a large extent the
critic’'s own investment in the formation and exatus processes of national
identities” (Bergfelder: 319).

Ten years later, after publishing “The Concept atibhal Cinema”, Higson
was to reconsider his conceptualizing of nationaéma. He criticized himself for
taking for granted terms such as nation, nationhoodtional identity and

geographical boundedness. First, he revisits the ad modern nation.
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“...it is now conventional to define the nation as thapping of an imagined
community with a secure and shared identity andesa@f belonging, on to a
carefully demarcated geo-political space. The natitom this perspective, is
first forged and then maintained as a bounded p@phere. That is to say, it
is public debate that gives the nation the mearang, media systems with a
particular geographical reach that give it shapmsg who inhabit nations with
a strong sense of self-identity are encouragedntagine themselves as
members of a coherent, organic community. Rootatiergeographical space,
with well-established indigenous traditions. As BaAwWorley and Kevin
Robins put it, ‘the idea of “nation”... involve[s] pple in a common sense of
identity and ... work[s] as an inclusive symbol whigtovides ‘integration’
and ‘meaning’. (...) National identity is, in thisrs®, about the experience of
belonging to such a community, being steeped itratditions, its rituals and
its characteristic modes of discourse. This sefisgtonal identity is not of
course dependent on actually living within the getitical space of the nation,
as the émigré experience confirms. Thus some di@spmmmunities,
uprooted from the specific geo-political space h#f hation or the homeland,
still share a common sense of belonging, despite even because of — their
transnational dispersal. On the one hand commumityhe other, diaspora. On
the one hand, modern nations exist primarily agimed communities. On the
other, those communities actually consist of higlagmented and widely
dispersed groups of people with as many differemsesimilarities and with
little in the sense if real physical contact witlick oter. If this is the case, it
follows that all nations are in some sense diaspdhey are thus forged in the
tension between unity and disunity, between homd &aomelessness.”
(Higson, 2000: 64 — 65)

Then, Higson addresses the question of what radtisn Higson mentions
three important media experientesand he claims that they are by no means trigger
for anything related to national. First, he arguégre was not enough audience
among “Britons”; therefore these experiences cargreite a national identity.
Second, the audience of these events were nothaaad all, rather the audience was

global that transgress the boundaries of natiae-sfhird, since all the audiences

19 Funeral of Princess Diana, British based soap epamd typically British films such as Four Weddiregsl a
Funeral (Higson, 2000: 65).
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around the world have different cultural heritagiegy will translate the mentioned
experiences into their own cultural frames of refie. Fourth, the British national
audience watches also non-indigenous films, esibpeéilans from Hollywood, which
is a transnational experience, rather than nati@gson, 2000: 65-66).

According to Higson, attempts to describe “natlatinema” focus on films
that narrate the nation as limited space, inhaliated unified community. Therefore,
the theory of “imagined communities” associatedhwititional cinema often lacks a
comprehensive understanding that allows scholansetceive diversity within and
outside of boarders of a nation-state. Consequeittlg required an understanding
which is not limited within the boarders of a natistate, and focuses on pure national
identity. Higson introduces the term “transnatiomaema” arguing that cinema
operates more on a transnational basis in two rdifte ways: first, production
processes (co-productions) and second distribwdiwh reception of films (Higson,
2000: 66-67).

Co-productions mentioned here are not only filmedpced by two companies
from same nation-state — although a company framten state is also a debatable
issue- rather they are multinational cinematic eepees. They have a direct
influence on the definition of national cinema, terms of not creating and not
awaking a national identity, or not presenting aephomogenous culture. From
spoken languages to directors, from scriptwritecs lbcation sets they are
multicultural (in a good sense this time) and nmaitional. Therefore, it is improper to
label these movies as national in an over menticoatext. Because they don't allow
communities imagine themselves. Higson discussés ifsue by giving some

examples:

“When a German director like E.A. Dupont is basadEngland, and makes an
Anglo-German co-production simultaneously in Ergliand German Atlantic,
1929), can it usefully be called a British film? Wha British director like Alan
Parker makes a Hollywood film about Argentineaneledgevita, 1996), to which
nation should the film be attributed? When a Britdirector teams up with an
American producer, a multinational cast and crawd American capital, to adapt a

novel about the contincgency of identitiy by Srinkan-born Canadian residefithe
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English Patient 1996), can its identity be called anything otliemsnational?”
(Higson, 2000: 8)

On the other hand, co-productions within the Eaesp boarders mark an
indeterminacy of the term national cinema. Tim Belder mentions that European
co-productions trigger a cultural protectionism,iethis basically meant against the
American film industry’s relatively unchallenged gton as the market leader.
Although this is an industrial imperative, theraigendency to perpetuate the illusion

of pure identity of national cinema:

“... the issue of co-production has featured in naidihm histories at best as a
cursory footnote, or as a tolerable exception ® thore desirable norm of
indigenous and self-reliant national film produatid\t worst, co-productions
have been denounced, somewhat hyperbolically,raatéming the very fabric
of national identity. This strategy of demonizatiand exclusion, in my
opinion, helps to perpetuate rather defensive tieesaof national containment

and homogeneity.” (Bergfelder: 323)

Trying to label a co-production with a nationakmdity is quite difficult as
well as meaningless. It is also a great challergetifose who tend to protect the
“pureness” of national cinema. New co-productioeguire new criterion, and a
comprehensive classification with a national cineamghasis needs countless criteria

for cinemaMoreover, Goktirk mentions in her chapter of Ger@amema Book:

“Given so much ‘foreign blood', it is difficult tdefine the boundaries around
‘pure’ German cinema. The large number of travelawjors and directors
suggests that international collaboration has kmemtegral element of film
production all along, and calls for a rethinkingnaftional canons constructed
in film histography. If we add aspects of internatl co-production,
distribution and reception, the picture gets evemencomplicated.” (Gokturk,
2002a: 214)
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According to these discussions, arguments, termelamsificatory attempts
mentioned above, it can be argued that: first, ithea of national identity and
definitions of nation underwent significant changésey are no longer postulated as
stable, rather they are considered as ongoing gsese Second, parallel to this shift,
the understanding and defining of national cinemnelchanged. Although many film
studies remain anchored in a rhetoric of culturakgrtionism and lag behind other
disciplines in accepting and analyzing the infleenaf cultural co-productions,
hybridization and transnational transactions, thegerlooked and denied features

have always been the main substances of cinema.

This dichotomy between definitions of cinema cailes with the formerly
mentioned dichotomy between two notions of cultiile scholars trying to define
national cinema imprison the film production intoeonation-state and one national
culture, therefore they employ more stable anddfiterms; others acknowledge the
dynamic characteristic of the culture, and therefastain from labeling cinema with

a name of a nation.

In the next part of the study, | will try to defitlee cinema of migration, and
to discuss its influence on the definition of natibcinema, protectionist approaches

towards Turkish-German directors, and limited sdaftdfor them to make movies.

2.2. Accented Cinem&% Cinema of Migration

In this part, to begin, | will address the questi6What is the cinema of
migration?” Then, discussions of its influence dre tnational cinema will be
mentioned. As a second step, classification of amgrmovie makers and also
different approaches towards them will be analyZBurd, the issue of creativity
associated with migration and displacement willdiscussed. Along with the above
mentioned general questions and topics on migraiimema, the focus on the specific

issue of this study will also put into question.

20«paccented Cinema” is the name of the book writtgrHamid Naficy (2001).
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2.2.1. Cinema of Migration and its Influence on ‘National Cinema’

The term “cinema of migration” or the “migrant cma” often refers to the
films made by “film-makers who themselves had eigrered displacement and exile,
either by choice or through forceful events” (Gilis2008: 1239). Often cited
scholar in cinema studies, Hamid Naficy (2001) yred this kind of filmmakers and
this sort of film productions under the categoryaifcented cinema’. Naficy’s book

begins with the chapter where he tries to analgeeatcented filmmakers:

“The exilic and diasporic filmmakers discussed hene ‘situated but
universal’ figures who work in the interstices ofcal formations and
cinematic practices. A majority are from Third Wbrlnd postcolonial
countries (or from the global South) who since #960s have relocated to
northern cosmopolitan centers where they exist igtete of tension and
dissension with both their original and their catrbomes. By and large, they
operate independently, outside the studio systenther mainstream film
industries, using interstitial and collective mod#gsproduction that critique
those entities. As a result, they are presumecetmére prone to the tensions
of marginality and difference. While they sharestheharacteristics, the very
existence of the tensions and differences, theynateneatly resolved by
familiar narrative and generic schemas-hence, t@uping under accented
style. The variations among the films are drivennigny factors, while their
similarities stem principally from what the filmmads have in common:
liminal subjectivity and interstitial location inosiety and the film industry.
What constitutes the accented style is the comibimaind intersection of these

variations and similarities.” (Naficy: 10)

It can be argued that, in his important study, &iaé approach towards
cinema of migration is based on three factors:tFplicements or displacements of
filmmakers originated from various parts of the ldprsecond, the stylistic
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similarities and third, a focus on how they prodticeir work. Stylistic similarities

and production circumstances will be analyzed enfthlowing parts.

In my study, needless to say, the focus will badadly on Turkish-German
cinema of migration. Therefore, Germany will be lgpad as a territorial space
because it is the migration receiving country, Byrlas the origin of the migration,
and Turkish diaspora in Germany as the source aliyaed movies.In this context,
my study will concentrate on three different sosroéfilm productions. The first one
is the New German Cinema, movies of German direcad the literature concerning
Turkish immigrants in Germany. The second one B ¢imematical productions
originated from Turkey. The last but not the ledkg third source of my study is

Turkish-German cinema.

2.2.1.1. German Cinema and German Literature on Migration: Big
Brother Defends You, Big Brother Labels You, Big Bother

Humiliates You:

New German Cinema wave covers a period of time &&tmi962 and 1982 in
Germany. Amongst others Rainer Werner Fassbinderng Herzog, Wim Wenders
were the key directors of New German Cinema. Esflgcin Fassbinder's movies
there is an appearant interest in immigrant probl&mectors of New German
Cinema are considered by Rob Burns as “filmittecedent of Turkish-German
cinema” (Burns, 2007: 4).

As Burns points out, there are two dominant themnatincerns of New
German Cinema in regard of migration problem: Toeiad and material reality of
Gastarbeiterexperience and the problems of “living between tmitures”. At the
same time, this period also is a signifier for #mmergence of the “guestworker
literature” (Burns, 2007: 3 — 4).

The importance of this period lies on that botherdture and movie
productions were trying to put guest workers’ penh$ into question; however, on

the other hand and at the same time they were abaneate and cement stereotyped
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clichés by portraying migrants as victims in numeravays, and this stereotype of
victim cannot be easily reversed. Although the ntitens of these well-meaning
projects -both from filmic and literature side- weto bring the social and material
reality of immigrans into the light, the result whg sterotype of “victim Turk” which
can be considered another form of already exigteigeptions mentioned before in
this study. Even, ironically this approach to pereghe social and material reality of
immigrants creating cliché of downtrodden, opprdssauted “other” was to be
carried on by Turkish-German directors until thel ef the 1990s, when the second
generation of Turkish-German directors emergedlan#éle the circle with their new

concepts and stories.

Germans’ Literature on Immigrants

As it was mentioned before, there is a considerabileunt of literature has
been published on problems of immigrants. WrittgriAblene Akiko Teraoka (1989)
an important text analyzing three key works of Gammesearchers will be mentioned
here, in order to show, how singled out examplepstihe cliché.

In her study, Teraoka (1989) argues that theretlaree crucial texts to
mention. ‘Leben im gelobten Land: Gastarbeiterportraettife in promised Land:
Guest Worker Portraits) written by Max von der Grue 1975; Guenter Wallraff's
“Ganz Unten(Lowest of the Low) written in 1985; and Paul Gsl®ach’s Bruder,
Muss zusammen Zwiebel und Wasser essen!:EinedcieekiFamilie in Deutschland”
(Brother Must Together Eat Onion and Water!: A Tisihk Family in Germany)
written in 1982.

Teraoka’'s argument is based on the assumptiorMbatvon der Gruen’s text
(1975) is simply biased in favor of creating steéypes. Teraoka tries to clarify how
this text presents a Turkish guest worker whoseengn®sman Gurlik, as a signifier
for all other guest workers coming from Turkey. Témected chapters of the text
point out the beginning of the Turkish guest workéché which is the “typical
Turk”. She begins with describing the cover of tlo®k:
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“Before we read even a word of text, our image od aelationship to the

‘Turk’ are subtly guided by title and book coverakvon der Gruen’s Leben
im gelobten Land: Gastarbeiterportraets [Life inrRised Land: Guest Worker
Portraits] (1975) displays a photograph of a Turkizan sitting on a suitcase,
holding a cigarette in his fingers and a jug in mésds. The man looks in his
forties; he is dressed simply, in a white shirt dadk pants; he is thin, and his
face is deeply lined; his thick curly hair, darkolms, deep-set eyes, and

moustache offer the typical ‘portrait’ of a TurTeraoka: 104)

Teraoka denotes that the text, is based on thetdicty of “rational Self and
“emotional Other” von der Grin acting as a mediaftine text is designated to
compose the Turk by using his own voice and theevof the narrator-commentator,
speaking in turn. In the text of Von Der Gruen, thenotional Other” begins to tell
us, how big his homesickness is, and that he $e&s an illness. He mentions his
problematic experiences such as the work ethictrdament of Turks in his factory,
in restaurants and in stores. He mentions alsaéssres such as women and cars.
(Teraoka: 106 — 108) Moreover, the Turk presemetthis text seems that “he cannot
speak in ordered sentences; rather, he simply dpemsouth for a flow of words that
comes eventually and arbitrarily to an end.” (T&eadL08) On the contrary, Teraoka
points out that the German voice is distanced asphdsionate and presents concrete
information so that readers can have a clear imatjee Turk:

“When the German commentator speaks, we hear ngimdtetistics and hard
facts that allow us to measure Gurlik's succeghenFRG in contrast to his
former life in Turkey. The Turk offers disjointedemmories and observations;
the German presents documentary evidence that belfs structure what we
have heard from the Turk. (...) Such stereotypinghef Turk, mirrored in the

rhetoric with which he is presented (or presentiimgself), is consistent with

the general image we are given of his life in thfGE For in many ways the
specific case of Osman Gurlik reflects the widedldhstereotypes of the
underclass Turks: the narrator’s first speech tedlshat Gurlik and his family

live in a Turkish ghetto in Dortmund, a part of ity where German children
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come only to play cops or cowboys to the Turkislidcbn’s robbers and
Indians, in an apartment furnished with applianeesl furniture from the
garbage dumb. Also noteworthy is the use of thegmetense: ‘Osman Gurlik
is living today...."” (L7); ‘Osman Gurlik is thirty yes old.... Gurlik has been
living in the Federal Republic for five years [Qiklis seit fin Jahren in der
Bundesrepublik]....” The effect is to set the Turlaitimeless realm untouched
by historical and cultural change — in our mindgl@i(who will stand for all
Turks in Germany) is always thirty years old, wathhree-year-old child and a
wife, living in a tiny apartment with garbage dumecor.” (Teraoka: 109 —
110)

On the other hand in the very same text, someldeta presented in order to
subvert the Osman Gurltuk’s Turkish image. Teradlgues that the way he speaks
German and his openmindedness amazes the autlets.lika her wife giving up her
headscarf and “dressing German” or Gurlik readimg oppositional newspaper
Kurtulus are extraordinary. The Turk portrayed here is “os Way to becoming
acceptably ‘German’ by giving up all signs of Tigthness, which is, according to
Teraoka, is the implicit subtext a&keben im gelobten Lanals a whole. Furthermore,
text includes some comparisons between Gurluk'sdhand and Germany. Gurluk
and other workers from other countries mention tatmany is a place with much
better opportunities and life conditions, also veheultural and personal liberation
come true (Teraoka: 110 — 112).

“After three thousand years, guest workers are rapand for the first time

what moden civilization and a supposedly enlighteseciety have to offer —
SO runs the metanarrative of von der Grin’s tdsttitle, Leben im gelobten
Land, is meant completely without irony. Yet theerttes of prosperity and
increased liberality, the vision of social harmamd cultural progress that the
guest worker portraits display and which their autlelearly intends, are
belied, undermined, subverted by the very narrasitrategies employed in
their transmission: the Turk can ‘pass’ for a Gerntaut the magnitude of his
achievement is measured only against the prevaititagge of Turks living in

ghetto apartments furnished from the garbage dwhp,urks who cannot
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think or speak in an orderly fashion. Von der Gsimessage of liberal
humanism, it seems, is put in question by the wsteyeotypes it reinforces.”
(Teraoka: 113)

Before continuing, it is necessary to dwell oniscekpancy related to the
image of the Turkish-Germans. Both my personal B&pees in Germany and the
interviewees expose the fact that a differentiabetween Turkish people is made in
Germany, whether they measure up or they do npedislly Remziye Uykun who is
a sociologist working with the second generatiomgramts suggests that Turkish-
Germans are discriminated through an awkward diffeation based on stereotyped
image of “the Turk”. According to Uykun, there ameo essential categories: “The
good Turk” and “the typical Turk”. The figure ofdlhtypical Turk is someone who is
associated with all the “bad” features attributedtereotyped migrants. It is assumed
that a typical Turk cannot speak German very wieles not have a proper job, or is a
hateful migrant etc. This cliché figure is based tbe prejudices dominating the
discriminative point of view. On the other handitiges such as; speaking German or
English properly, being graduated from a univerdiging not religious or nationalist,
even not having scarf for the Turkish-German wonteaying a regular salary etc.
establish the figure of the “atypical Turk” or thgood Turk”. Uykun maintains her
argument: “They say, then, ‘you are a good Turky goe not like them.” (Personal
interview with Remziye Uykun) This short phrase d@nseen as a summary of the

perceptions towards Turkish-German migrants.

In a similar way, still residing in Berlin, one tdfe most important Turkish-

German directors, Neco Celik argues:

“The state invites us to explain them the situgtiblecause they don’t
understand the Turks living here. They ask me: f&hie 30% unemployment
rate among Turks, what about that?’ | respond: ‘et tell you something,
why do you ignore the other 70%?’ They have a stahkhge in their minds,
you can't change it. (...) The image is so dominamgen the people from the
same class push the Turks around. Here, unempf@getian sees the Turk as
a problem. They say: ‘l am not... You are the proble@xnGerman commits an
illegal act, or kills his wife, has a fit of jealsy in addition he kills himself. If

a Turk did the same thing, they would say honollingi A German’s crime is
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smaller than a Turk’s crime, because the natutbetrime a Turk commits is

less civilized than a German’s.” (Personal intewivith Neco Celik)

Gunter Wallraff's “Ganz Unten” (Lowest of the Lowg another important
text to mention here. Moreover, Ganz Unten funaiboth on the literature side and
also on the filmic side. Ganz Unten was writtenl#85 and released in 1986 as a
documentary directed by Joerg Gfroerer. The doctangnvas a companion to
Wallraff's literary reportage of the same title.r@pared to the previous one, this text
seems to be a “well-meaning” attempt. This fly-be-tvall documentary was initiated
by Gfroerer in order to depict the “Turkish migra(@urns, 2007: 4).

“Disguising himself as a Turkish worker, Wallraffsumed the identity of a
real immigrant in order to penetrate Germany'gydlidlabour market. Equipped
with a hidden video camera and microphone, he floensome two years

recorded his experiences in a variety of dangerimgghitary and badly paid
jobs. Lowest of the Low is but one of many nonifiot films made in the

1970s and 1980s that issue from a ‘social workemtality with regard to ‘the

problem of foreigners’ in the Federal Republic. ikalthese documentaries,
however, Wallraff's became the centre of fiercetomrersy. For despite the
everyday manifestations of fascistic behavior henasked, Wallraff was

himself not spared criticism from those who felattiowest of the Low

presents a patronizing and chlichéd portrait of Thek as uneducated,
unskilled, intrinsically subaltern and oppressedd &ence ultimately pitiful

(Ozakin 6-9).” (Burns: 5 — 6)

Although, it can be argued that his intention wagavour of revealing the
social and material reality of the Guestworkers, plortrait of the Turk presented in
the work confirms the clichéd-stereotyped imageTofkish guesworker in Federal
Germany. Teraoka cited the criticism of Paul Peteegers argues that Ali, which is
the Turkish name used by Wallfraf throughout wask,not a real Turk; on the
contrary Ali is a Turkish immigrant in the eyesho$ German environment (quoted in
the footnote, Teraoka: 113) Teraoka comments that‘truth” which is presented in
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the text is manipulated by Wallraff in order to a#phe Turk in a fashion with full of
clichés; Ali is “out of way”, Ali is “at the bottoiy Ali is a “piece of trash.” The
Turkish figure is not a real or even a fictive mersit can only exist in very limited,
well-defined situations, Ali stands not for the Kurather Ali stands for all the
victims of capitalism (Teraoka: 113-114-126). Wallirseemed to have constructed
his own Turkish identity with his prejudicies towlarit, he find a social life with this
very identity, and lived and work through it, whithalso a special case that cannot
be generalized to all Turkish workers in Germanywdver it was generalized

throughout in this work.

Only the text of sociologist Paul Geiersbach isyvearefully designated in
order not to be manipulative, and create a stepedtyl urk; (rather Geiersbach tried
to focus on the heterogeneity of the migrant comiguon the contrary Geiersbach
tries to avoid stereotyping. In his study, whereiriterviews ‘a Turkish family’, he
acts as a mediator and does not take an activatak. Stereotyping is replaced by
the approach based on individuality and heteroggm@enong the Turkish population.
“The Turkish and especially the foreign worker fhntoes not exist.” (Teraoka: 119
—121)

German Movies

Focusing on the ‘German’ movies, it was already tweed that directors of
the New German Cinema were more focused on theleons of migrants and that
they were the antecedents of Turkish-German directGerd Gemuinden denotes

discrepancy between the aims and results of theskigtions:

“...representation of so-called guest workers anérothinorities in films such
as Katzelmacher (Fassbinder, 1969); Angst essde Sak(Ali: Fear Eats the
Soul) (Fassbinder, 1973); Shirins Hochzeit (Shi&inWedding) (Helma
Sanders, 1975); and Yasemin (Hark Bohm, 1988) egipbd the status of the
victim, the oppressed, the silenced, and the abjdatle by German leftist

filmmakers, these films aim to raise the consciessmof viewers about social
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and gender injustice and racial prejudice... Yet msisting on the

fundamentally different experiences of Germans awh-Germans, they

invariably cement the popular narrative of ‘losttvibeen two cultures™.
(Gemiinden: 183)

These movies will be analyzed in the following paim details; they are
categorized according to the decades they wereupeadin. Although the intentions
of these directors were good, constructed landsoép@amigrants are criticized by
many scholars studying cinema of migration in degdenerally speaking, these
criticisms can be classified into three categosied these objects of criticisms cement

the prejudices, as Gemuinden put it.

The first category to mention coincides with thetimy figure of theSeventh
Man. In his award winning movieKatzelmacherFassbinder plays himself a Greek
from Greece. Again, as mentioned, the protagoffigtis movie does not speak at all.
Similarly like the figure of John Berger, that paits a migrant, this man is unable to
communicate and integrate (Gokturk, 2002b: 248y amthermore cannot speak
back.

The second category is on a constructed separagittveen two communities
namely Germans and non-Germans, oppressors andsspft. Migrants were
depicted in movies as objects of sympathy who rteelde tolerated, however they
were neither equal nor on the same level as Gernharer article Angelica Fenner
(2000) denotes that:

“Rather, the abject figures in such a diverseohisal cross section of
contemporary West German films as Rainer Wernestiader's Angst Essen
Seelen Auf [Ali: Fear eats the soul] (1974), Hel8enders-Brahms’s Shirins
Hochzeit (1976), Jan Schiitte’s Drachenfutter [Dregdood] (1987), and
Hark Bohm's Yasmin (1987), to name just a few, addra hegemonic
viewership by evoking the viewer's pity and sympattemotions which
essentially affirm and perpetuate the static Maageim configuration of

oppressor and oppressed. In assessing the pompealsof Guinter Walraff's

2l This dichatomy between oppressors and oppressidevievaluated when analyzing the movie of Hussi

Kutlucan,“Ich Chef, Du Turnschuch”.
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reportage, Ganz Unten (1985), Anna Kuhn has silyilargued that eliciting
Mitleid (empathy) merely enables German audiencts placate their

consciences and to feel superior at the same tiffrehner; 116 - 117)

This dichotomy is not able to solve the claimedigbems of immigrants, unless
a conscience is created dwelling on that both sadegqual.

The third category of criticism discusses theueg of the Turkish woman
depicted in German movies. Also seen in Turkishrier movies, the figure of the
Turkish woman did not much change throughout ttstohy. Movies depict Turkish
women with a double-identity which is reminiscefheghibition called “Germany by
day time, Turkey by night.” With this name, it refeto the discrepancy of life of
Turkish women in Germany in the 1980s. While woraesn “free” in the day time in
the public, they have to behave like traditionarkish women at home (Goktirk,
2002b: 251). On the other hand, home is a key thopleis context, because it refers
to a prison or a claustrophobical, stygian haveniomen?? By depicting the
Turkish woman figure, directors can cope with maayncepts such as patriarchy,
repression, honour killing, dependence of womelngiom etc. In the following parts
of the study, when analyzing the movies categorizecbrding to the decades they
were produced in, it will be seen that although Tlkekish woman figure underwent
some changes, it has not been entirely changedkishurwoman still needs to be
emancipated by man!

Essentially, these three categories can be assdcwith immigrants being
oppressed and victim. On the other hand, espediadiyiirst two categories coincide
with the strategies Tolerance and Multi-culturalisihe first category, criticizing the
movies in terms of presenting the figure of the naang as not equal to a German, as
one who needs to be empathized with, can be as$sdciaith the strategy of
Tolerance. The second, criticism centers on thargimpposition that the movies
constructed while depicting immigrants as oppressetGermans as oppressors. In a
similar context, as it was mentioned before, meltturalism today creates a binary
opposition that hinders dialogue and interactiogtsveen cultures.

However, one should not forget that these moviegsatimization were not the

22 This figure of the imprisoned woman will be alsonsidered in details when analyzing acclaimedienof/

Tevfik Baser 40 m2 Deutschlandnd other movies respectively.
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products of only the German directors; they weeefaplicated also by Turkish

directors living in Germarfy.

2.2.1.2. Turkish Cinema in Germany

The analysis of the film productions by Turkishediiors living in Turkey
composes a little yet important part of this stufiyncay Kulaglu, in our interview
mentions that he does not classify these movieemidrkish—-German cinema,
nevertheless he highlighted the importance of thmeegies, especially oAlmanya
Acl Vatanwhich he sees as a masterpiece of its time (Parguerview with Tuncay
Kulaoglu). Although these movies are not perceived askiShrGerman movies,
because of the fact that they were directed by iShr#irectors living in Turkey, they
give some clues about how these directors undetstow presented the living

conditions of Turkish immigrants in Germany.

When reconsidering the theory claiming that natioase “imagined
communities”, the Turkish-German community (or dguesrkers, the historical
period accordingly) can be reckoned as a part dbraader Turkish ‘imagined
community’ that exceeds the nation’s geographicarters” (Fenner: 103). Martin
Greve, for instance, calls the Turkish diasporaGermany as “imagined Turkey”
(Greve, 2006). In this context, the main motivatal these projects can be assessed

as to present and defend “our citizens living inrGany” 2*

The movies directed by Turkish directors living Berlin also underwent
considerable changes throughout time. Like manyiesomade in the 1970s and
1980s trying to depict immigrants’ problems, thesenmon tropes of these movies

can correspond with the German woietroffenheit 2°

Kulacglu, defines the first
movies of both Turkish-German directors and alsovie® dealing with “first

encounters” with this term. Protagonists of theswies come to Germany; however

2 The reason, | chose the present simple is that e still some Turkish-German movies depicthmg woman
as victim, oppressed, on the other hand, therestdtramovies focusing on the reality of Turkish magts.Die
Fremde(2010) by Feo Aladg or Kleine Freiheit(2003) by Yiksel Yavuz can be examples.

24«Qur citizens living in Germany” is a governmentaim used for Turkish-Germans living in Germany.

See also: berlin.be.mfa.gov.tr (The internet sit€wkish ambassadorship in Berlin)

% Betroffenheitan be translated to English as “consternatictii§rhay” or “astonishment”.
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the place where they find themselves in is quitieint than where they come from.
The movies dealing with migration from the ruraas to urban spaces also thematize
the same problems with almost the same tropes (IM&R87: 28-52). The cultural
shock phenomenon, the attempts to find a job aild bdife, the “metamorphosis” of
turning into robots because of the German factptieig in Turkish enclaves, the
tendency to focus only on money, or needless to tbayTurkish woman figure are

generally the main elements of these movies.

In accordance with the shift of generation of rargrand the changes of
themes, the protagonists of the movies changecn® began to depict protagonists
of the movies differently. The second generatioaikish migrants were depicted as
not only as guest workers but as proprietors, whad build up an existence, who
could speak back, who could find resistance pa@gtsnst society. In this context, the
movies ofSerif Goren are significant in terms of analyzing tbhift. In his movie
Almanya Aci Vatarf1979), Goren depicted the migramis confused and paralyzed
guestworkers experiencing cultural shock when fadserlin; 14 years later in his
movie Amerikal (1993) (in spite of the fact that this movie ist mtout Turkish-
Germans), the protagonist is a Turkish rich anardsyed businessman living in the
US, who comes to Turkey to find his girlfriend. @rinistanbul, he is amazed at how
changed everyting is and experiences a culturackshitbe other way around.
Moreover, while the genre of the first movie is mrda which does not involve
almost any humor at all, the latter is an absurdemxty set iristanbul.

The time for Turkish directors living in Turkey é@ndepicting migrants
unilaterally seems to be over now. Current situmteodifferent. For instance, one of
the most important documentaries on musidstanbul was made by Fatih Akin
(Crossing the Bridge2004); also Neco Celik came to Istanbul and tée@@ movie
which does not have anything to do with immigraiitsik Atgte 15 Dakika 2006).
Now it is the time for Turkish-German directors whearnt “Turkish culture” by
watching VHSs (Personal interview with Neco Celik) understand and depict

Turkey and the time for mutual interactions.
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2.2.1.3. Turkish—German Cinema

Turkish-German cinema is a term used by many schel&ien scrutinizing
the movies of directors who were born to immigraarents living in Germany.
Although Tevfik Baer, Ylksel Yavuz, Kutly Ataman were not born to guest-worker

families in Germany, they are also considered akiSl-German in this study.

Turkish-German cinema can be scrutinized undeetbtages. The first stage
covers two decades the 1970s and 1980s. The sstage covers the 1990s. Third
stage focuses on the 2000s. Turkish German cinemarwent similar changes like
musical productions of Turkish-German immigrant. d/hen we look at the table of
Martin Greve, it is clear that obvious changes o@zlin the 1990s. Because, while
in three decades covering the period of betweerl8&®s and late 1980s, the music
that migrants were interested in is essentiallytam Turkish elements, however the
1990s indicates a shift from Turkish styles to \Wast

Table 1 — Correlation between Periods of Migratiorand Styles of Music

Migration Period Style of Music
Untill 1961 Pre-migration “European” classical music
1961-1973 Migration phase Anatolian folk music, égtworker”
songs
1973 onwards Family Reunions Popular music, especially arabesk
1980s Political refugees/  Songs with political content / Turkish
Settlement phase classical music
1990s Third generation Pop music, hip-hop

In the first stage, the narrative logics of the mevcenter on strategies of
victimization. Murtlz Yolcu, in our interview, deies the cinema of this period ‘as

reflection of the culture brought in the suitcaselsfom Angst Essen die Seele aof
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Abschied vom falschen Paradiemovies —both by Turkish and also German
directors- focus on the first encounters, victindizenmigrants, and imprisoned
women. This first phase of the immigrant cinemaaxdial realism is characterized by
the term “cinema of the affected” or “cinema of Wu{Burns, 2007: 3. Goktirk,
1999: 1). The figure of “Turkish migrant” was diaped with clichéd stereotyped
factors almost invariably. The constructed image Tafrkish immigrants was
replicated by German and Turkish filmmakers. Bupogts out that especially the
first two movies of Tevfik Bger made in the 1980s can be seen as continuing the
tradition of the ‘guest-worker cinema’ of the Newer@an Cinema (Burns, 2006:
133).

On the other hand, the situation in the 1970s ark®B0s for Turkish-German
directors was more complicated than as it is amalysnly from the cinematic
perspective. Because of the fact that making a en@quires a lot of money, funding
and subsidy have to be taken into consideratiomo&t every director that | have
conducted my interviews with, mentions that fundiaga more problematical issue
for a person with a migration background. In thastext, funding and subsidy are
counterproductive and limiting, because Turkishedliors “have been expected to
make films about the problems of their people” (Gok, 1999: 6). In the following
part, where it is discussed the linkage betweeplatiement and creativity, the ways
how Turkish-German directors and actors are reduce@n immigrant-focused

cinema will be analyzed in details.

In the second stage, starting in the 1990s, a bhsttaken place from “the
cinema of duty” to “pleasures of hybridity”. Thenema of “young Turks” tried to
destroy the limits of Turkish Germa-Cinema which&i Cetin Berlin in Berlin) and
Tevfik Baser (Farewell Stranger tried to stretch as forerunners. Especially the
movies made in the second half of 1990s signifyp@mmon motivation of Turkish-
German directors to break and reverse the consttugbminant image of Turkish
immigrants (Burns, 2007: 11). The emergence of rtee generation of Turkish-
German directors —at the time of making their fiostsecond feature movies -has
essentially two important influences on cinemastrithey subverted the clichéd
images of Turkish immigrants, and also the moviesi@nby these Turks have told the
stories that have never been told before in Ger@iaama. Movies made by the new

generation following one after another starting hsuas Kurz und Schmerzlos,
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Lola+Bilidikid, Ich Chef, Du Turnschuland Dealer narrate entirely different stories
of Turkish immigrants. Therefore, Kulglo claims that these Turks rejevunate the
film landscape in Germany and maybe even the newn@e cinema is Turkish
(Kulaoglu, 1999: 8).

The third stage indicates the attempts of directorsement what they have
tried to establish in the 1990s. In this contekg 2000s can be evaluated as a
continuity of the second half 1990s. Furthermonethie 2000s there is a new genre
that Yeilada (2008) called “Turkish light”. The movies dfis genre narrate the
funny stories of Turkish-German community in a fl&yvay that would appeal to a
variety of viewer positions. This playful style thfis genre allow the audience to see
the Turkish-German community in their “natural” itab thereby let them position
themselves in an empathetic relationship with tha&racters of the movie. However,
on the other hand, in order to acquire a funny tona comedy movie, the long-
running clichéd image of the Turkish-German is ugaden though the protagonist is
not a criminal, drug dealer, patriarch or angryrabter, side characters of the movies
are always attached to the Turkishness. Thereleyatldience from multi national
identities gets also familiar with the Turkishnedgsthe characters represented with
the clichéd images of Turks being criminal, drugalér, religious conservative or

having a “mustache”.

Consequently, | will address the questiorf\¢hat did the new generation of
Turkish-German directors change in terms of themed figures narrated in the
movies?” Altough there are a clear distinctions betweendinema of the 80s and
that of 1990s furtheron, there are also commonesdpat can be categorized under
stylistic similarities as Naficy put it “accentetyle” (Naficy: 22). Tropes of ‘coming
from the rural area’ to the city turn into ‘living the city and being an alternative’. In
the movies of 1990s, there are also common trojes prison, criminality, and

family.

First, theprotagonists of the movies became the main objects of sigmitfica
changes. Until the 1990s, the immigrants were degialmost uniformally and
invariably as “guest-worker”. We were shown the gjugorkers life, how he/she
came to Germany, how he/she survived the diffiealof the everyday life etc. On the
other hand, the young Turkish directors’ protagmnere displayed in diversity. In
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Almanya Aci Vatampr 40 m2 Deutschlandhe protagonists are nearly homogenous:
They are guest-workers coming to Berlin for montégy are Muslims, they tend to
be patriarchal, they cannot speak German very aed, they live on the imagination
of Turkey as a homeland to return to. The movied0sfand 2000s, in contrast, depict
the identity of immigrants in a multi-layered apach. The protagonists of the movies
are no longer guest-workers who came to Germanwdrk and and then go to
Turkey to die(Almanya Aci Vatan)ather; they find alternative ways to survive in
Germany: they are depicted sometimes as puRlenneris the German word used in
the movie- Gegen die Wand as transvestitesL@la+Bilidikid), as drug dealers

(Dealer), or as a university professossuf der Anderen Sejte

A differentiation of new generation of Turkish imgrants, both from the first
generation and within itself, can be exemplifietbtlgh a scene dbegen die Wand
depicting a confrontation between Cahit and thekiBarfriends of his so called wife.
Cabhit is alienated among those Turks which he ¢Higaks”. These Turkish people
are very different than Cahit; they are patriarctia¢y are cheating on their wives,
playing Turkish games, and listening to Turkish maus have fun. This is more like
the “arabesk” lifestyle depicted in the early Tskkifilms on migration (Makal: 24 —
25). The identity of migrants depicted in the mavie not homogenous or pure
anymore. According to Y%dada (2008), with the emergence of the secondgtioa
of Turkish-German filmmakers, characters in the m®wf the 1990s and the 2000s,

become transcultural (¥gada: 75). Yegilada argues that:

“Depicting Turks and Germans not strictly apartnir@ne another, but in
intermeshed relationships, also lessens the bunflgpurity’ that seemed to
dominate earlier film productions. (...) Petra Fagein(2007: 244) identifies a
‘new energy that manifests itself in a new Turkarman self-definition’
which no longer carries the burden of representieg'other’. This difference
in perspective on Turkishness in Germany seemserteeavith the generational
shift. The burden of defining oneself as the ofhethe sens of being Turk
versusthe Germarseems to belong to the filmmaking of the first gation.”
(Yesilada: 74)
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They are more than “our citizens living abroad&yttare “beyond belonging”
to a nationality’® They are not Turkish, they are not German, ang tlrenot have a
pure national and cultural identity, which is, awbog to Kulaglu, an advantage and
a gain (Kulaglu, 2002c)

Second, the spokelanguage in the films has changed. In contrast of the
movies of the 1980s, German became the dominakesdanguage in the movies of
the young generation of directors. In the moviethefl980s or even in some movies
of the 1990s the dominant language was Turkishm@erwas used only to show that
the migrant characters lived in Berlin. For ins&nia Berlin in Berlin,characters do
not speak German at all; they speak only a few wofdlaily language. On the other
hand, inAlmanya Aci Vatargirectors of the movie did not make the characipesak
German; however when a German character uses hisfguage, it is to portray
Germans as disciplined and bad people. The stgriegtgtrategy functions the other
way around in these movies. Turkish filmmakers obsly try to label Germans — the
opponents to defeat- as disciplined and bad peops®me movies it is even claimed
that they still tend to be Nazis, in order to defénur citizens living abroad” in a

strange wayGurbetciSaban, 1985).

The young Turkish-German directors who were borguest-worker parents
began to make the Turks speak German, yet withicaant Before going on, | would
like to mention what does accent for Hamid Nafi2@1) mean, who is one of the
most cited and influential scholars, when the tapion migration cinema. According
to Naficy, accent of a speaker identifies where fh@rson is from, and accent allows

us to judge a person’s social status, region, pelip or identity’’ He argues that

2 Brocheurre of the film and theater festivallthanct organized by one of the most important TurkishuGan

cultural institution of Berlin, Ballhaus Naunystrasgeich is located in Kreuzberg.

27 “In linguistics, accent refers only to pronunaiatj while dialect refers to grammar and vocabuksywell.

More specifically, accent has two chief definitioi§he cumulative auditory effect of those featurek

pronunciation which identify where a person is fraegionally and socially’ and ‘The emphasis whinbkes a
particular word or a syllable stand out in a stredrepeech’ (Crystal 1991, 2). While accents magthadardized
(for example, as British, Scottish, Indian, Canadramstralian, or American accents of English), ifrigpossible
to speak withouth an accent. There are variousonsafer differences in accent. In English, the mgjof accents
are regional. Speakers of English as a second daygguoo, have accents that stem from their regimma first-

language characteristics. Differences in accemnofiorrelate with other factors as well: social atabs origin,
religious affiliation, educational level, and paldl grouping (Asher 1994, 9). Even though froninguistic point

of view all accents are equally important, all adseare not of equal value socially and politica®gople make
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accent is a key factor that helps our understandirggnema of migration, besides he

names the cinema of migrant directors as “acceritesina’

“Applied to cinema, the standard, neutral, valueeflaccent maps onto the
dominant cinema produced by the society’s reigmmogle of production. This
typifies the classical and the new Hollywood cinemahose films are
realitstic and intended for entertainment only, ahds free from overt
ideology or accent. By that definition, all altetima cinemas are accented, but
each is accented in certain specific ways thatindjgish it. The cinema
discussed here derives its accent from its artisamé collevtive production
modes and from the filmmakers’ and audiences’ dé&teinlized locations.
Conswquently, not all accented films are exilic a@mkporic, but all exilic and
diasporic films are accented. (...) In the classidallywood cinema, the
characters’s accents were not a reliable indicatahe actor’s ethnicity. In
accented cinema however, the characters accentét@neethnically coded, for
in this cinema, more often than not, the actorisnigity, the characters’s

ethnicity, and the ethnicity of the star's persoomcide.” (Naficy: 23 — 24)

The inarticulate protagonist of the movies in 1880s turned into a migrant
who speaks German — in some cases his/her owndgedianakisch” (Cheesman,
2004)- better than he/she speaks Turkish. The 3ln&&erman directors of second
generation used the language as a filmic meanst dietame a signifier of ethnicity
and resistance; by this token it is reminiscertheflanguage of Zaingu who writes
with an accent® Language or speaking a language with an accettieiefore a

strategy, a style or an emphasis. A character gpgatkith an accent facilitates the

use of accents to judge not only the social standinthe speakers but also their personality. Ddpgnon their
accents, some speakers may be considered regiocall,yokel, vulgar, ugly, or comic, whereas otheray be
thought of as educated, upper-class, sophisticéealtiful and proper. As a result, accent is ohéhe most
intimate and powerful markers of group identity adidarity, as well as of individual differencedapersonality.
The flagship newscasts of mainstream national igt|v and radio Networks have traditionally beefivéeed in
the preferred ‘official’ accent, that is, the accéhat is considered to be Standard, neutral, aadevfree.”
(Naficy: 22 — 23)

28 Naficy also consider the language of immigrantteve as accented. He suggested the term “writirily am

accent”. (Naficy: 23)
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determination of his/her positioning within the g, his/her social status, identity,
personality, or education. In this context, using language became a key marker to

depict the migrant character.

Third change corresponds to the shiftgeinres; from drama to humor. In
the 1970s and 1980, while the movies were abouintssic experiences and
claustrophobia; the movies in the 1990s began sontasome humorous elements.
In her article, Gokturk (2004) discusses the paastof role-play and humor in
fighting racism, hostility and aggression by analgzthe movies of the Marx
Brothers and Turkish-German cinema. Both Goktur@0@ 102) and also Hamid
Naficy (2001: 27) mention that movies narratingsgiara and exile tend to reflect the
trauma, unsettlement and tragedy by using claustidoip, coercion, exclusion or
oppression as main themes. However, referring ¢oBhtish Asian comedy series
Goodness Gracious M&okturk quotes from Gillespie (2001) mentioningtthtas
series “has done more to celebrate multilingualsna cultural diversity in the
mainstream of British TV than thousand earnest dmuaries.” (Goktiurk, 2002:
102) Therefore, humor, ethnic joking and role plase more powerful filmic
instruments than the instruments of drama, wheis iwanted the characters of a
movie to speak back or to transgress the separtitisking that provides a
construction of binary oppositions between foreggrd indigenous, other and self,
oppressor and oppressed (Gokturk, 2002: 102 — 13or, interethnic joking,
border crossing scenes in the movies can subvertutiderstanding of pure and
separated ethnic identities and provide a way budemtity politics (Goktirk, 2002:
106).

According to Gokturk, humor, interethnic joking,leglay and anarchic
approaches in film comedies liberate the audiefroes ethnicity, at least temporarily
(Gokturk, 2002: 109). Moreover Slavoj Zizek suggehbht interethnic joking is also a
key form of peace where “brotherhood” and “solitldrexist (Zizek, 2006: 15). In
Kurz und Schmerzlpsthere are two scenes that correspond exactly with
overmentioned interethnic joking where the audiesdiéerated from the limitations
of ethnic identity. Burns (2007) describes the scavhere he believes that a reversal
of stereotyping occurs:
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“Here the film's three protagonists are each intat in a sequence that
establishes their criminal persona and, in a fusibfteeze-frame and subtitle,
their nationality as, respectively, ‘Costa, GreeBobby, Serb’ and ‘Gabriel,
Turk’. While Mark Terkessidis this sledgehammer aagis on ethnicity as an
ironic and subversive reaction to criminalizatioh immigrant youth in
Germany” (Burns, 2007: 12)

Second scene includes insulting interethnic jokesyever these jokes are not
racist at all, according to Zizek’s assumption,dwse there is a complete peace and
solidarity among them. “Bobby, Serb” and “Gabrielirk” insult Costa’s Greekness:
“Bobby: Die Griechen, die riechen! (Greeks smed#jid Gabriel maintains the joke
by saying that Die Griecehen, die kriechen! (Greeks crawlTosta, then shows his
middle finger to them. Here a stereotyped clichéualisreeks smelling used by the
Serbian character, confirmed and redefined by theki3h protagonist. In this
context, the stereotypes about ethnicities are Umedlifferent characters to joke
around and shoot the bull, however not to insudlirtliriend racistly. Inter ethnic
joking and using the insulting words also coincidéh another element of the
movies. Despite the fact that the continuous usea@farwords in the movies among
friend transgresses the limits of aggression amdath Yaren (2008) argues that
migrant characters in the movies use swearwordasgder to have a resistance point

against police, Leitkultur or drawbacks of everydite/(Yaren:169).

Border crossing — although it is not seen only ovies that contain humorous
elements- is another key element in the Turkisha@er movies. In the 1970s and
1980s, migrant characters were crossing the natiate- boarders in order to go to
Germany to change their lives, or in order to metior home-land. However, on the
one hand, crossing borders turns into a joyfulneyr on the other hand into a tragic
experience that changes the characters’ persoratitl erode the ethnic identity.
Hamid Naficy suggests that: “Their deterritoriatigiand reterritorializing journeys
take a number of forms, and they cross many basrdenot only physical and
geographic but also psychological, metaphoricaligd@nd cultural borders” (Naficy:
222) In this fashion, they are on the way to bec@omebody else. For instance,

Fatih Akin’'s Im July is a joyful and amusing roadtrip from Hamburg asrdhe
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Balkans tolstanbul, which is, according to Gokturk, a transfative journey for the
characters of the movie (Goktirk, 2002b: 254 — 255)

“Mobility and migration have moved to the focal pbiof world-wide
discussions and are understood as a challengertorially and puristically
defined national cultures. In cinema too, migraate gradually liberating
themselves from the prison of sub-national pate&malforging transnational
alliances and evading ethnic attribution and idieatiion through ironic role-
play. Im Juli reminds us of the liberating pleasuné cinema, of its potential in
projecting fantasies of travel, transgressing theundaries of realist
representation and performing national identitiggh veelf-concious irony.”
(Goktlrk, 2002b: 255)

Tevfik Bagser associates this lack of humor in the movieshef 1970s and
1980s with the difficulty of making a comedy, besauaccording to him, “if you
cannot pull it off making a good comedy, it turesbie a drama anyway!” (Personal
interview with Tevfik Bger). On the other hand, Neco Celik, who is abouh&ke a

new gangster comedy movie, says that:

“We absolutely need humor in the movies. We ‘shit @aur mouth’ with
drama. Look aSoul KitchehOne million people watched this movie. We are
too late. We should have done comedy movies a fiong ago. It is because

arabesk flows in our veins.” (Personal interviewthvhleco Celik)

Parallel to the changes that the Turkish-Germaema undergoes, and the
tensions about the location where the Turkish-Garatigectors position themselves
loosen up the contents and the genres of the mokieesge accordingly. According to
Mdirtiz Yolcu, humorous elements in the Turkish-Gamnmovies are peculiar to the
Turkish humor tradition. Yolcu denotes that, humas a reflection of the culture
brought from Turkey, just like the cinema of theBQS; yet this time a heritage from

the first generation becomes a “positive” filmic dnen used to reverse the
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stereotypes. Humor’'s power also derives from itacfionality. According to
Kutlucan, also as Gillespie puts it, humorous eleef the movies or film comedies
are more powerful than dramas, hard facts or dootames depicting social and

material reality of migrants. Kutlucan denotes:

“You can attract everybody’'s attention with humdkt. is so interesting and
powerful. It ‘jumps over’ the national boundariesdakeeps going. Just then,
you can catch the hearts of the people. But it lsimtube made foolishly. It
has to be serious and funny. How can you make autiovie about asylum
seekers? | could have presented them as oppresasettightened. | know
these people also differently. They don't cry edary” (Personal interview

with Kutlucan)

Emphasizing the role of thEhe Cosby Sho{i984 — 1992) in breaking the
clichés about African-American people in US in ##80s and 1990s, Sinan Akku

considers the importance of humor by saying that:

“What Bill Cosby did in US is very important. Th@av was about a very
normal, fine family. If we made something like ths show the problems...
But not problems like turban, normal problems. Thea can reverse the

clichés and show every aspect of migrant life."ré@nal interview with Sinan

Akkus)

Nowadays, when considering what it is said, there@ consistent portrait
containing artistic diversities. According to tlgertrait, many of the new generation
of Turkish-German directors try to reverse the faanigrant directors being reduced
to dramas. There are different role models fronfed#int sides of TV and cinema
spectrum ranging from Bill Cosby to Charlie Chaphho Turkish-German directors
look up to. Whatever the direction is, it is gefigraccepted that drama is not a
proper genre to depict the problems of the migrantSermany. In this case, humor

succor as a proper filmic means to use, unlessTtirkish-German directors are
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reduced to drama films that are expected to wiraaard directed to confirm the
stereotyped clichés by the funding restrictions &ndncial sources, which will be
discussed in the part of the study analyzing thkalje between displacement and

creativity.

After thesethree essential changeghat the movies of Turkish-German
directors underwent, it is important to discuss fipare and ideological structure of
Turkish-German woman. In the 1970s and 1980s, the woman figure is sgmied
as a victim repressed by patriarchal fathers, lerstand husbands both in the movies
of German directors, and also in the movies of BiHGerman directors. In many
movies such aShrins Hochzei{Helma Sanders, 197530 m2Deutschland Tevfik
Baser, 1986),Yasemin(Hark Bohm, 1988)Gegen die WangFatih Akin, 2004) or
Die Fremde(Feo Aladg, 2010) the female protagonist lives under coercisn
excluded from society or imprisoned by the malerabti@r and who needs to be
rescued. It seems that this misery of women degictehe movies has not changed

entirely. Goktirk states that:

“Unlike the increasingly diverse repertoire of repentations of young Turkish
men in Germany, however, rhetoric on Turkish woro#ien remains trapped
in binary models that imagine migrants as victilmstiveen the culturesYara
(The Scar,1998) by Yilmaz Arslan, a German-Turkish-Swiss codoiction
with promotion by Eurimages, could very well be eqjsel toYasemin.The
fragile young Hilya (Yelda Renaud) is taken agahmest will to relatives in
Turkey, runs away, and ends up in a psychiatrittirieon. Her mother (played
by Ozay Fecht, the imprisoned housewife frénQuadratmeter Deutschlapd
had left the family, married again in Turkey, andnis nothing to do with her
daughter. At the end, the distraught Hilya findsék back in Germany, with
no idea any more where she belongs. The attemgtaige her subjective
visions brings forth dubious images more reminisoémposed glamour photos
than the daydreams of a confused teenager.” (Qak2002b: 254)

Remziye Uykun suggests that the reality of TurkKgdrman women

represented in the movies coincides with the f#tds she faced in her work as a
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project manager. Moreover, she adds that espedaltyestic violence is one of the
main conflicts of working class and that not onlyrkish men tend to be violent on
women, also German men beat up their wives (Pefrsateaaview with Remziye
Uykun). Neco Celik told me in our interview as gpense to my question abalie
Fremdewhich can be associated to the representation gilc of Turkish-German
women in cinema‘ln the last 10 years there were maximum 10 honkilling,
however the childre(Turkish-German directorg)f the first generation maintain and
confirm the clichés constructed by the German caeértPersonal interview with
Neco Celik). On the other hand, Sinan Aklarticulated that he was disturbed when

he saw the movie of Feo Alagldie Fremde:

“In 2005, Hatun Sirlcu was murdered. They madecamentary about her.
You cannot win an award with a comedy. You can aviraward with a drama.
And somebody has to die in your movie. | am reatigry, | am really furious,
about Feo Alad&ls movie. Sponsors financially support this kindrobvies.
They think that, they can earn a lot of money witis film. Therefore, they
tend to present Turkish people having many probldvhgs movie has been
watched by many Germans. However, they said: ‘Beffturks are not like the
way you filmed them.” The image of the Turks is @lgematic person. A
father has to beat his daughter up. (...) Eight ya#ies graduating, | was able
to make my first movie. If | wanted to make a céaimovie, | could have made
it next year after being graduated. But | did ndPersonal interview with
Sinan Akku)

What Akkws mentions coincides with the space for creativitgtt Turkish-
German directors are reduced to. There are alsy Ghtors such as financial support
engaged in production processes. Therefore, temudsion will be maintained in the
following part where creativity opportunities of gnant directors will be analyzed.
Finally, in order to analyze a movie there has ¢oaliernative considerations. Just
like multiculturalism and tolerance -the projediattseem to be well-meaning- result
in binary opposition of cultures or in creationimfaginary community boarders, the
movies can be analyzed by taking all other facints consideration. Just as the

migrants do not cry everyday, as Kutlucan put at, @very Turkish-German woman
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in Germany is oppressed. On the internet site efk&ey University, there is a
project called “Multicultural Germany Project”. Theomment on the movielie

Fremdebriefly summarizes many aspects:

“... I can’t help feeling uneasy that the portray&l@erman Turks is going
backwards since Fatih Akin’$élead-On. The film focuses on Kekilli's
character Umay, a woman who flees her abusive masla Turkey and
returns to Germany, her country of citizenship.réhshe finds her family only
to find out that they side with her husband. It egus that Turkish men
(whether German or not) are patriarchal and adegongly to a traditional
sense of honor. This stereotype is constrastechéoGerman boyfriend of
Umay later dates, where the two lovers share & ‘matural and loving, one
[relationship] based on mutual respect.” While ffilim rasises the problem of
the misogynistic and problematic of honor Kkillings,ignores the fact that
domestic abuse happens not only in Turkish houdsHanit in German ones as
well (where such abuse will not have such a sttabgl). This film falls back
onto the notion that Turkish women can only berhibed by German men, an
old theme dating back to Hark BohnYsisemir(1988).°

The fifth and the last essential difference between the e@soof the 1970s-
80s and those of the 1990s, is the change ofddimition of the city from the
migrant point of view. As Rob Burns put it, in ti®80s, there was a notion of
paradise associated with the Germany (Burns, 2BR7First comers imagined the
land as a place where they can work, earn moneyjale however not as a place to
live permanently, they wanted to go back eventudlherefore, almost every movie
in the 1970s and 1980s depicted the confrontatfanigrants — coming to Germany
from rural areas- with German cities as a frightgrexperience both for migrants and

also for Germans.

However, with the emergence of the new generatidnfilm-makers,
representations of the cities of Germany have bd#emged. The new cinema of

young Turkish-German directors corresponds to gkmghtric manifestations.

2 hitp://mgp.berkeley.edu/?p=38641.06.2010
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Second generation Turkish-Germans who were borthéogues-worker families
acknowledged the city as a living space. Therefthe, eldritch figure of the city
turned into a symbol of home whose secrets ancehidgots reveal themselves to the
characters of the movies. Even in some movies e-ltik Chef, Du Turnschuhthe
protagonists are seen rebuilding the city as atoaectgon worker, hereby we witness
also the transformation of the city in the handsthe migrant workers. (Mennel,
2004: 42)

Almost all of the Turkish-German directors’ filmeessituated in urban places,
in other words in two important diasporic centaramely Berlin’s Kreuzberg and
Hamburg's Altona. These two urban locales are aawt with Turkish migrant
population. Even both neighbourhoods have differambes given by migrants living
there: Kreuzberg Kiiciik Istanbul and Altona -Altinova. Mennel (2002), in her
article Bruce Lee in Kreuzberg and Scarface in Altcaxgues that the films made in
the second half 1990s are ghetto-centric (Menn@d22 134). On the other hand,
films of young Turkish-German directors in the 28G0e situated in more than one
country and gradually begin to tell stories in @anscultural setting (Y%éada, 2008:
75). Therefore, we can mention two diffent shifts@ciated with the urban place: the
first shift signifies that urban places turned ititing place for migrants, and emerge
of ghetto-centric movies. The second shift indisdtee mobility of the protagonists

between Turkey and Germany, and in some casestbeg across Europe.

“The shift in the representation of migrants coparsds with recent trends in
theory. We have to come to appreciate the migraagsthe ‘modern
metropolitan figure’ not dwelling worlds apart fromodernity, but moving
right at its centre. Cities today, more than egaggest an ‘implosive disorder,
sometimes liberating, often bewildering’, a ‘mudtifn, heterotopic, diasporic’
reality. This seems particularly true of Berlingity which has been remodeled
on a major scale over the past ten years. Paralyxithe removal of the
visible border running through the city has in mawgays reinforced

differences which emerge in daily life encounte(&dktirk, 2000: 65)
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When analyzing the movies in the third, fourth difth chapters, over
mentioned essential changes and also common fiktéments of the Turkish-
German movies — such as wedding scenes, prisasnratc.- will be scrutinized in
details. Almost with every turn of the decade, neatures of the Turkish-German
cinema have become observable. However, thereatrabsolute clear cuts between

decades; classification only facilitates the preagfsanalyzing.

2.2.2. Discussions on the Correlation between Displacemeahd Creativity

“At the press screening of his second featlme Juli (In July) (2000), at the
2001 Berlin Film Festival, directore Fatih Akin iatluced the film with the
following words (in English): Im Juli’ is a German film. It was made in
Germany. [Pause] It was shown here in German theadaguely familiar
with the film through some reviews, | found AkinAords puzzling. Why this
emphasis on Germany as the film’'s country of oragia exhibition? Couldn’t
this be assumed since the film was showing in theadled Neue deutsche
Reihe, a sampling of German films from the lastryéar international
journalists who have limited opportunities to seem? And why such an
emphatic self-positioning within the national Gemmeinema? To assert a
position within a German national cinema encompgssather than
marginalizes, Turkish-German directors? Or, morenplr, to defect
expectations thdm Juli be a follow-up to the portrayal of minority cultuog
his first feature Kurz und SchmerzlofA short sharp shock), and to assert,
instead, the right to make different kinds of filmwith different target
audiences, in different genres, and with differesdcial concerns?”
(Gemiinden: 180)

In my opinion, this part is the most difficult atite most important part of the
study. It is extremely crucial to note that theretation between displacement and the
space for creativity of directors who are also mgs paves a way for us to make
make a robust evaluation of the Turkish-GermanmmeFirst of all, an emphasis is
laid by many scholars on the lack of harmony betwtg® potential of a migrant

60



director and his/her works. Main reason of thisomgistency derives from the fact
that migrant directors cannot find the financiapgort and the space for creativity
that well accepted “national” directors enjoy. mstcontext, according to Gokturk,
finance and subsidy are counterproductive and itignitmigrant filmmakers have
been reduced to minor culture, to problems of ajramts, in other words to “cinema
of duty” (Gokturk, 1999: 6). However, the fact thidie migrant flmmakers are
reduced to a cinema of duty is not only peculiarGermany. It is a worldwide
challenge that migrant flmmakers have to confrerth. Hamid Naficy portrays the

situation migrant directors are in.

. many independent film makers who make films abexile and their
homelans’ cultures and politics (...) or those mityofimmakers who make
films about their ethnic communities (...) are ofterarginalized as merely
nationals, Third World, Third Cinema, identitiy eima, or ethnic filmmakers,
who are unable to fully speak to mainstream audiendhrough funding,
festival programming, and marketing strategy, th&bemakers are often
encouraged to engage in ‘salvage filmmaking,’ thamaking films that serve
to preserve and recover cultural heritage. Othéicddmmakers, such as (...)
are placed within the avant-garde category, whdenes such as (...) are
considered unclassifiable. (...) Although these d@ssory approaches are
important for framing films to better understan@rnthor better market them,
they also serve to overdetermine and limit thedilpotential meanings. Their
undesirable consequences are particularly gravehéoaccented films because
classification approaches are not neutral strustuiihey are ‘ideological
constructs’ masquerading as neutral categoriesngklt 1998, 5). By forcing
accented films into one of the established categprihe very cultural and
political foundations that constitute them are keded, misread, or effaced
altogether. Such traditional schemas also tendot& the filmmakers into
discursieve ghettos that fail to reflect or accofanttheir personal evolution
and stylistic transformations over time. Once labelkethnic, ‘ethnographic’,
or ‘hyphenated’, accented filmmakers remain disgahg so even long after

they have moved on.” (Naficy: 19-20)
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Cultural protectionism - as Bergfelder put it (Beider: 323)- analyzed under
the national cinema discussions can be held re@igerts a large extent for migrant
directors being labeled and reduced to a cinemdutf. Because migrant directors
subvert the idea of pure national culture, andefoge the arguments of the scholars
advocating an idea of national cinema are greasiyassed. Deniz Goktirk discusses

the influence of cinema of migration on the cona#ptational cinema:

“Over the past years, there has been a growingdwidk interest in films
which visualize the experiences of people crossiogndaries, of migration,
displacement and exile. These films have been itbestias a new genre of
‘postcolonial hybrid films’ or as an ‘independemartsnational cinema’.
Following Homi Bhabba and other post-colonial cgtin decribing immigrant
communities as ‘the other within’ which contests tiotion of a pure national
identity, and suggests to narrate the nation fleennbargins, ‘migrant’cinemas
could be interpreted as posing a similar challetegestablished concepts of
‘national cinema’. The experience of migration &xvas a productive
provocation and creates a transnational ‘third epat travel and translation
where our traditional patterns of classifying cratare put into question, and
we are made aware of shortcomings of defining celtan grounds of
nationality or ethnicity. While celebrating thisitd space, however, we ought
to be cautious not to forget about local speciéisitand differences as we
create a third box for ‘mixed pickles’ and group thle hybrids together in a

space of ‘in betweenness™. (Gokturk, 1999: 3-4)

There is a significant tendency to exclude cinerhaigration in theoretical
terms. However, this exclusion has also practi¢ces on the adventures of the
films on their way to meet the audience. Especidilyn festivals exemplify this
exclusion and biased evaluation of the films. GHag2008), in his article, where he
discusses migrant cinema in ltaly, points out adeyical assessment of a migrant
directors’ movie by giving a telling example frommetBritish migrant cinema in order

to illuminate the situation:
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“Films such asEast is Eastscripted by British Asian Ayub Kahn-Din, or
Beautiful People, by Bosnian refugee film-makemdasDizdar, have all then
to be considered as British films, and not anynmasdoreign or migrant films.

The recognition of ‘accented films’ as British telso provoked some curious
situations, as in the case ®he Warrior by British-born film-maker Asif

Kapadia, who is of Indian origin: the film was reéd entry as a British
Foreign Film at the Academy Awards because it watsraecognized by the
Academy Committee as British, even though it wasse@nted by the British
Committee as such, and later became winner of #st British Film at the

British Academy Awards.” (Grassilli: 1241)

This conservative and protectionist perception a@s migrant cinema
coincides with the over described tension betweelmstic notion of culture and
syncretic notion of culture. This dichotomy is essdly between two basic
approaches: The conservative approach perceivegsth+ such as nationalism,
culture, cinema- as if they were stable and fixedcepts and therefore defines them
with terms confirming the consistency and immoWilin this context this approach
tends to conceive migrants using terms such aetimbenness”, degenerated culture
while neglecting migrant culture and of course eatihg the cinema of migration in
a biased way. On the other hand, the second agptaas to embrace sociological

changes occurring in the context of culture andtite

These conservatory tendencies reflect to the hghdiystem of the nation-
states. Migrant directors who are not supportedniomlly cannot realize their
cinematic projects and they are reduced to a migteetoric. Deniz Gokturk prefers
using the term of “paternalism” for this reductiyeerception towards migrant
directors (GoOktirk, 2002b: 249 - 256). What Gokt&dtmnmarizes in her article refers
to a set of invisible rules may determine the themed characters of the movies. The
stereotypical role of Turkish directors has predeteed outlines that would be seen
as almost a job description. Like an ingenieur mraechitect doing an everyday job,
the migrant directors shall make similar films waimilar contents. Despite the fact
that the films made by Turkish-German directorsthe second half of the 1990s
indicates a breakthrough, the dominant idea of amgrdirectors and actors in
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Germany shows that reductive perception of Germeitkltur still prevails in the

filmic landscape in Germany.

Grassilli also discusses the influence of the ifogdand subsidy on the
diversity of contents: “I argue that the ways iniethaccess to resources is facilitated
creates different opportunities for film productsprwhich in turn are linked to the
different content and reception of such films.” &&silli: 1238) According to
Grassilli, the support of Italian film industry camange the position of a migrant
filmmaker; however it might result in another elegalichotomous situation for

filmmakers:

“The lack in Italy of a policy for cultural divetyi and of any structure to
support minority film-makers creates a deeply paxazhl situation. If a film-
maker is embraced by the Italian cinema industryblip funding and
broadcasting support), he or she risks losing th&sence by becomintglian
in order to respect the criteria and requiremehtsatonality. If instead a film-
maker is determined to keep his/her ‘accent’, heeigtl probably not receive
support and therefore risks not having film-makiifg.” (Grassili: 1251 —
1252)

According to Gokturk (2002b), minority cinema i ‘ithe prison of subsidy”
when considering Tevfik Bar's three movies4Q nf Deutschland1986], Abschied
vom falschen Paradiegl989] andLebewohl Fremddg1991]), and the situation of
migrant directors being reduced to a limited spfacecreativity, as Goktirk put it
“paternalism”, becomes clear. Gokturk argues s New German Cinemaave
had a combination of social mission and public glybs'his combination allowed the
directors of The New German Cinema to depict expess of migrants, primarily
those of women, in the feature fims. Goktirk alsdigates that film subsidy and
opportunities for co-production with public teleis make possible the production of
movies of migrant directors. This opportunity, acling to Goktlrk can create a new
rhetoric of ethnic differences and minority cultuféhe example ofDas kleine
Fernsehspiels particularly important. This is an institutioh @erman TV channel

ZDF, and it promotes experimental filmmaking angmut young auteur directors.
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On the other hand, Goékturk claims th2as kleine Fernsehspielften select movies
that focus on the problems of integration, anddfoee the cinema of young German
and non-German directors become “a cinema of dufyiese movies begin to
reproduce the cliché images of migrants. Same hgndiriteria also restrained
Turkish-German directors for a long time. Therefdhe movies of Turkish-German
directors have also presented the clichéd image$Sudfish community living in
Germany. The stories of the movies of Turkish-Garrdirectors depicted repression
of backward, rural people were supported finangiall

“Until well into the 1980s, then, minority films iGemany often follow
Sanders’ model in telling stories of Turkish wonmepressed by patriarchal
fathers, brothers and husbands, of their excluBimm public spaces. Tevfik
Baser’s Vierzig Quadratmeter DeutschlandO Square Meters of Germany,
1986) is on such film, a ‘chamber play’ in the susense of the word, about a
woman imprisoned by her husband in a Hamburg agating...) 40 Square
Meters of Germanyas nominated for the Federal Prize in 1987andivede
awards for Ozay Fecht's performance... (...) ...ins@% second film,
Abschied vom falschen Paradies (Farewell to a F&seadise,1988), the
director continued his exploration of the captivitywomen in closed spaces
albeit under reversed conditions. (...) His films éabeen acclaimed by
feminist criticism for surveying ‘the cultural noam’'s land in which Turkish
women in German exile live — exploited and disrdgdrboth by their own
compatriots and by Germans'. (...) Thuss&as third film, Lebewohl, Fremde
(Farewell, Stranger1993), a German-Turkish lovestory with individuatis
characters set on the North Sea island of Langenestswhich scant success.
It appears that Bar's name has become so closely associated with the
representation of migrant misery that no space iresfar him to explore other
subjects.” (Goktirk, 2002b: 249- 251)

Tevfik Bager’s third and last movie depicts a love story lestw a Turkish
writer seeking asylum and a German woman. It wassidered as an attempt to go
beyond these predetermined criteria for Turkishr@zer directors in Germany. After

this movie, Baer was not acclaimed as expected and he was mwicially supported
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for the further projects. In contrast to what Gakttdescribed, Tevfik Bger told me
in our interview, that he did not feel being res&d or financially controlled, as

Goktiurk describes:

“I went to Germany in order to study cinema. | i@wing German movies.
There were many problems back then, yet there ner@roper movies about
them. There was only Fassbinder. | wanted to mak®amentary about
Turkish women in Germany. They were trapped ansoped, however it was
impossible to present their situation in a documgntSo, | made 40 n
Deutschland. (...) There is not anything like ‘usddthem’. The jury of the
TV is not a chamber of secret agents. It does uygpart clichés in the movies.
My first movie cost three million marks; | took 2, million marks from the
TV. Of course, a director who has done his/het fingvie for a three hundred
thousand marks cannot find three million marks fi@/her second movie.
Everything is coincidence. They accepted also Fatilm into Panaroma then
to the film festival, and he succeeded. Such thiveggpen. If | had the desire to

shoot a film then | definitely would.” (Personaténview with Tevfik Baer)

Baser disavows what GOkturk mentions about his moviesgd he also
criticizes scholars for reducing the debate to aenfienary opposition between “us”
and “them” while analyzing the works of Turkish-@em directors. Bger had his
own production company “Tevfik Bar Filmproduktion” located in Hamburg, and he
was among the co-producers in the process. It nbghthe reason why he was not
financially restricted. On the other hand, he waksable to alter the debate of binary
oopsitions within his movies’ content. Thereforés point of view regarding the

opposition between “us” and “them” is not fulfilléad his works.

“As a director in Germany you have a limited spfarecreativity. This does
not contradict what | mentioned before. You canwotrk on migration 20
years long. | was obliged to do that. | remainedtid to outsider topic. It is a
hard thing to do. | was fed up with telling samerigls again and again. | enjoy

my freedom here. | have no freedom there, in Geymaherefore, | am done
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with Germany. Because of the freedom...” (Persamiarview with Tevfik

Baser)

When Turkish-German movies are analyzed in the kigtwhat Gokturk and
Baser mentioned, over quoted Fatih Akin’s remarks beeaelear. Fatih Akin is one
of the few Turkish-German directors who can esdagrg restricted and reduced to a
cinema of migration. Moreover, other Turkish-Gernthrectors have their share of
this reductive perception of German cinema se@bnost every director and actor
who | conducted my interviews with either was fafceo make movies with
predetermined themes and complained about the dadiancial support; or they
were typecast in the German movies for the stepeofurk. In addittion, Murtliz
Yolcu - a famous Turkish-German actor in Germamfd tme his story, how his
theater project was rejected by the German auiksrdand then he presented his

interpretation about the general landscape:

“In 1980s we wanted to stage Peter Weiss' pgBgsang von lusitanischen
PopanzWe asked for financial support. They did not ging aubsidy for this
play. They asked usWas haben die Tiirken mit Peter Weiss zu t0nPhis
play is about an international topic. It does naitsou! ' This is exactly what
racism is. Do we have to tell always the problerhghe foreigners? (...)
Media'’s racist discourses are undeniable. They ‘Jayks are also people!
They have already done this to our fathers; weoffiended when they do to
us. (...) There are two types of directors: the omae make movies just to
please the German taste and the ones who make sniwvi¢heir own.Die
Fremde,for instance... When Germans watch this movie, they ‘SThis is
exactly what you are!"But, this does not take us anywhere. This does not
show us something. There are different storiemigirants that you can tell.
(...) Filmmakers of third or fourth generation wilk Baughing at this kind of
movies. (...) | was broke; even so | did not workc8ese they wanted me to
play the Turk; yet they do not know what a TurkTiey want me to play the
Turkish figure in their mind. | have not playedsttind of roles for years. | ve

recently began however, yet things are still thmesaThere are only a few

30 “what do the Turks have to do with Peter Weiss?”
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changes. Mehmet Kurtuwuor instance, he plays in Tatort. But Germans are
stubborn; they do not want to change a bit. Theyndbwant to change the
image of Turkish figure in their minds. Also Fatih an exception. He
protested... He changed something. He was able Ithigektory, because he
was supported by the Germans who do not like Gesmaherefore he
succeeded. Furthermore, Feo Aladdefends another line of thought that
pleases Germans’ understanding. Therefore, itseetor her to find financial
support. She sells her story. To sum up: In Germardoes not matter what
you do as a Turk. Germans see youSagialfalland they want you to be a
Sozialarbeiter.You are not a normal artist in their eyes. Ithe problem of
dominant culture serving thkeitkultur.” (Personal interview with Murtiiz
Yolcu)

Rob Burns (2007: 11) gives the example of FatihnAlccording to Burns,
Fatih Akin was the most successful one amongstnsiegeneration Turkish-German
filmmakers. Burns mentions that Fatih Akin “begas d¢areer not as a director but as
an actor and the main reason why he started to fiskewn films was because he
was no longer willing to play the ‘stereotype Turki film productions where

‘migrants could only appear in one guise: as alprabd

In our interview, MUrtlz Yolcu also mentioned thag was obliged to play
always the ‘stupid Turk’ in early times of his aagr, and if he cannot find any good
role in films, he might play this cliché again, bea he has to “earn money in some
way.” According to Yolcu there is only one actoravban escape being labeled as a
German-Turkish, Mehmet KurtwuKurtulus has been acting in Germany'’s legendary
TV seriesTatortsince 2008 According to Appelius, Kurtukis character Cenk Batu
is not primarily defined by his Turkish origin (Aelus, 2009: 19).

Being typecast and being left without any subsidg erucial challenges

Turkish-German artists have been confronting witlisermany. In a similar fashion,

31 “Director of Programs Herres himself said in ateigiew: ‘We are pleased to be able to presentfitse
“Tatort"-detective of Turkish descent Mehmet Kutsll— to be honest this has long been overdue’. Mehm
Kurtulus was born and grew up in Germany and becaal-known by the gangster movie ‘Kurz und
Schmerzlos’ by Fatih Akin. In Doris Ddrrie’'s movidackt’ he — as the first person of Turkish desceng

German movie — played the leading role withoutnerfee to his family background” (Appelius, 2009) 19
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Sinan Akky told me in our interview, that it is almost impiids to make a movie

without having the financial support of Television:

“To produce a film is a really hard thing to do@ermany. A film costs at
least between 1 and 1,5 million Euro. | don’'t wamimake cliché movies. But
now | have a family, and | have to earn money. Kliahé scenario comes
tomorrow, and if | have nothing to do, | would doHlussi also would do it.
But he would do it, when he doesn’t have his owm fio make.” (Personal

interview Sinan Akks)

In general terms, Tuncay Kulgla confirms over mentioned statements. He
suggests that especially films likke Fremdeand dramas are financially supported
and rewarded. Like the other directors that | hagaducted my interviews with,
Kulaoglu also point out Fatih Akin's dramatically increds popularity. It is
commonly accepted that Fatih Akin accomplishednipossible and unthinkable. He
also clarifies the situation of Fatih Akin, and hdw became so successful in

Germany. However, he adds a little detail that shtlvat even Akin can have hard

time in doing his films:

“Fatih’'s success compared to other Turkish-Germarectbrs is very
important. He transgressed the limits. While he wamg his movies, there
was always the German producer, Ralph Schwingehgbat his back. He
believed in him, he supported him financially. Uréiegen die Wand. Gegen
die Wandwas a really hard movie. Schwingel advised himtoado this one.
Fatih didn't step back; he established his own camgpand made the movie.”

(Personal interview with Tuncay Kulgla)

The Turkish-Germans have been making movies for fdecades. The
majority of the flms made by them focus on sim#aories and have similar thematic
concerns. Even some of them replicate the discrirsirategies of the New German
Cinema. There is an undeniable influence of subsidg funding on the young

Turkish-German auteur directors, who want to makwias with different thrusts.
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Even though a director making his/her first mowefinancially supported by the
institutions likedas kleine Fernsehspighey remain to a large extent under financial
control, and time to time financial problems oblipem to make movies that they do
not want to. The second generation Turkish-Germiaecibrs do not want to be
labeled as migrant, Turkish, Turkish-German, auibeim-between or as outsider.
They want to be called by their name, like NecalCsliggests: “| have a name. | am

not a migrant director.” (Personal interview witlked¢d Celik)

*k%k

A conclusion to be drawn is that there are sevpoakible factors that can
influence the space for creativity of Turkish-Gemdirectors. Many directors that |
have conducted my interviews with suggested a gtretationship between funding
and artistic productivity of a migrant director. rieling will be also the main factor
that | would focus on while analyzing the changeat tTurkish-German movies
underwent. However, funding is not the only fadt@t influences movies’ journey of
transformation. As it is mentioned before, KayaQ®0rightfully claims that Turkish-
Germans are no longer mere guestworkers in theetypdhey constructed their
unique culture, and they are agents who contributsociety. These developments
began to change German society gradually yet vieylys Even though, there are
still socio-economical and racial prejudices tovgarburkish-German community
living in Germany, a very important indicator ofglover mentioned “positive” social
change in German society is the existence of orgéions such aslas kleine
Fernsehspielan organization that supports migrant directorarfoially when they

produce their first movie¥.

Furthermore, there is also a global change. pstiforward before, there was
also a shift in the understanding of national ciaeMovies made by Turkish-German
directors reaced to positon to represent the Gerowa@ma in international film

festivals. Even though the understanding of natiorimema did not collapse

32 http://daskleinefernsehspiel.zdf.de/ZDFde/inh&i#11872,2001037,00.html
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altogether, Turkish-German directors seem to strated erode conservativeness of

German national cinema.

Another important factor is the origin or the gexti®n of the director. As it
was mentioned before, Turkish-German directorseobsd generation who were born
to migrant families, raised in Germany and nourdshy Turkish-German culture
began to make their own movies to depict their eatiety and life in Germany. The
movies of these young Turkish-Germans —like FatkhnAor Hussi Kutlucan- tell
different stories with different cinematic stylémh the movies of directors who were
not born to migrant families — such as Tevfiks@&aor Serif Goren- do. All these
factors result in the shift from a “cinema of dutg’a cinema of “transnationality in a
playful way”. In the next chapters, when analyzitigg movies, the differences

between periods will become clearer with explanaéxamples from movies.
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3.1970s — 80s: 80s Strategies of Victimazation: A

Cinema of Affected

“Was macht Niyazi in der Naunysse@™?

This period covers the movies made both by thectbrs of the New German
Cinema and by Turkish directors such as TevfikeBar Serif Goren. The characters
of the movies are mainly lonely and oppressed migravho cannot speak properly
recalling the symbol “seventh man” suggested bywnJ&érger (Gokturk: 2002b, 248).
The movies of that period can be categorized urderterm “cinema of duty”
introduced by first Sarita Malik analyzing the AfBritish filmmakers. Referring to

Malik, Mennel discusses the term:

“The ‘cinema of duty remains for Malik ‘social issin content, documentary-
realist in style, firmly responsible in intentiont ‘positions its subjects in
relation to social crisis, and attempts to artitafgroblems” and “solutions to
problems” within a framework of centre and margivhite and non-white
communities.” (Mennel, 2002:; 136 — 137)

As mentioned before, the social and material neaditthe main concerns of
these movies. The discourse of pity is used asreathge strategy in the movies
ranging fromAngst essen Seele aaf40 nf Deutschland* Almost every one of these
movies narrates stories of victimized, passivelesiny migrants. Thereby the stories
provide binary oppositions between the German conityuas oppressor and the

migrant community is depicted as oppressed chasadiven the Turkish directors

33«what does Niyazi do in NaunystrassePhis sentence is the name of the poem written tag ren in 1972. It

is commonly accepted as a benchmark for the Gasterliteratur.

34 Made by German directors, the other important em\wf the period that are not analyzed in thisysare:
Katzelmacher (Rainer Werner Fassbinder, 1969), derdt Mordsee (Hark Bohm, 1975), Ganz Unten (Giinthe
Wallfraff, 1985).
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such as Tevfik Bger andSerif Goren replicate this strategy, and represdgtants in

a one dimensional way.

3.1. Selected German movies of the periodAngst essen Seele ayRainer
Werner Fassbinder, 1974y

“Deutsche Herr, Arabisch Hund... Nix viel denkent.gtiel denken,viel weinen.3®

In this part two categories of German films will #iscussed. Under the first
category, there are films that depict the migraatgh life and existence in Germany
and try to defend them in a peculiar way. On theepthand, the second category
covers the films about the migrants’ internal cmtél which are especially based on
patriarchal tendencies of Turkish men of the fgsheration. These films revolve
around oppressed Turkish women characters. Thesgesnpresent and confirm
stereotyped clichés established by German litezatthrey neatly blame Turkish

community for being patriarchal, instead of introohg a proper solution.

Fassbinder'sAngst essen Seele awill be analyzed under the first category.
The movie narrates a story of an oppressed Araligeamt Ali, the perception of
German society towards him and the discriminatienekperiences in every aspect
within the society. Along with his first film focusy on migrantKatzelmacherthis
movie is very influential in cinema studies. Sceghtand directed by Fassbinder,
Angst Essen Seele g one of the most significant movies of this perid@his
film’s working title was: “All Turks are named Ali{Gokttrk, 2002b: 249). However,
there is not any Turkish character in the moviee Tiovie revolves around a love
story between an alone, widowed, old German cleplady and a young Arab who
came to Germany in order to work. Even though tithee of the movieFear Eats the

Soul advises the audience to be courageous, and notbéy the constructed

% “Fear eats the Soul”.
36 “German master, Arab dog... Better not think too mddfink much, cry much...”
37 According to the protagonist “Ali”, this is a Armbsaying that mentions fear eats the soul. It ii&tewn in

broken, or in other words ‘accented’ German of Ali.
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perception towards migrants associated with fdéwer,flm indicates that it is really

difficult to act in such a manner and the resulyie ending up as an outcast.

The movie begins with the scene in a bar, whegrant workers spend their
time. As an old woman enters to the bar everyonestto look at this outsider figure,
by the unwelcoming gazes she feels as a strangeera outcast.The movie builts
upon the conflict of the sharp spatial binary opjas between the Germans and the
migrants embodied by this figure of German womame &tmosphere created by this
dichotomic scene asserts the idea that the Gerarahghe migrants cannot exist in a
harmony; furthermore it is highlighted by the otl&ermans’ perceptions towards
migrants. When Ali comes to the house of the Germaman (Emmi), the

neighbours who see him in the corridor start aogjaé between them:

Neighbour 1: Frau Kurowski hat einen Auslaenderedab
Neighbour2: Was?

Neighbourl: Einen Schwarzen...

Neighbour2: Nigger?

Neighbourl: Nicht ganz Schwarz, ziemlich Schwarzigoch.

Neighbour 2: Sie ist doch selbst nicht ganz deetdth

Fassbinder also tries to exhibit how Germans peecenigrants with the
dialogues in the workplace of Emmi. A German callegsays:“Whole families
crammed into one room. All they're interested inthe money; stingy, unwashed
pigs!” According to this long dialogue in this sequer@ermans think that migrants

are uneducated, that they stink because they dshmwer at all and that a real

38 _ Mrs. Kurowski's got a foreigner up there.
- What?
- A black man...
- A nigger?
- Not quite black, but pretty much.
- She’s not quite German herself.
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German cannot live with one of them. It would bghameful thing to do, according

to the character.
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Figure 1 — Ali and Emmi, after they get married

Fassbinder tries to subvert the clichés by showiliig daily life which is not
visible for the Germans. For instance, Ali is dégpica couple of times under the
shower in order to show that he is not an unwaghgdand also Emmi tells her
friends that Ali takes shower everyday like a ndrperson does. There are also
scenes that show that Ali is not stingy at alleliwhen, Ali gives all his money to
Emmi, because they live together and he wantsnrtribote financially. At the end of
the movie, it turns out that Ali has a perforatemhsach ulcer — like all other migrant
workers have - caused by stress at the workplawkha has only a short period of

time to live.

On the one hand, Fassbinder defends and suppertsvia between a German
and an Arab; on the other hand he constructs aaépabetween two communities
(oppressor and oppressed) and condemns these twaudtes to live separately
unless they do not want to be outcast. He endddties with the terminal illness of

Ali that does not change anything in the society.

Second category covers two filrBfirins Hochzeif{1976) by Helma Sanders-
Brahms andYasemin(1987) by Hark Bohm. IrShirins HochzejtHelma Sanders
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presents the story of Shirin, who leaves her pdtage in Anatolia and she comes to
Cologne in order to find her fiancé. She slowlysgeged to live in Cologne and learns
German. She has a hard job at the factory. Howeslex,does not have a resident
authorization, she loses her job, and becomes stifpte. Although she finds her
fiancé, the young Turkish woman cannot manage tid lauife and she ends up with
getting killed on the street by a pimp. YaseminBohm focuses on the problems of
the Turkish-Germans in Hamburg. This is the podtayf the stereotyped life of
Turkish-German women in Germany symbolized by tkkeil®tion called Morgens
Deutschland — Abends Turkéralcin-Heckmann: 315)Deniz Gokturk argues that
these are the movies that can be associated vettetim cinema of duty in the British
context, in which “foreigners were condescendingfipwn their cultural place, and
film-makers saw themselves as tied to sorrowfulissoabout being lost ‘between two
cultures’ (Gokturk, 2002b: 250). IiMaseminthis discursive structure become clear,

Gokturk indicates:

“Her double identity is reflected in the linguistitx of family talk, as well as
in scenes from her life at home. When she comesehtonher father’s

greengrocery, she lets down her shortened skils pu sweater over a
sleeveless summer dress, and bomes a conscieftiokish daughter who
helps in the store and must be accompanied ortréaet &y her cousin Dursun.
The situation seems about to change when, witthéhe of her mother (...),
the father is finally convinced of Yasemin’s pldos university. However, the
benevolent atmosphere changes radically when Yassister cannot produce
a bloodstained sheet after her wedding night tegteer pre-marital virginity.

His honour impunged, the loving father is suddardynsformed into a brutal
patriarch who disowns his oldest daughter and lagk¥ asemin, only to tear
her out of bed in the middle of the night and diep off to Turkey.” (Goktiirk,

2002b: 251)

These movies depict woman on the one hand adimy#&nd as a person who
needs to be liberated from the situation they ilivea situation in which even going to
university is a challenge for the women. On theeptiand, they confirm and cement

the clichés and dichotomies mentioned before reledehe tragic figures of Turkish
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woman needing to be liberated from patriarchy agithd oppressed migrant victims
who cannot live freely and enjoy the same rightsGasmans do. Moreover, these
clichés will be reconfirmed and replicated by thekish-German directors. Germans
will be presented as enlightened and civilized (@& 2002b: 251) as long as there
are directors who tend to see Turkish-Germans fiteenGerman point of view, and
willing to present the clichés unchanged to pleé@seman cinematic taste (Personal

interview with Mirtiz Yolcu).

3.2. Almanya Aci Vatan (Serif Goren and Zeki Okten, 1979)

“Is not all this disgrace for the money?”

Directed in 1979 and set in BerliAjmanya Aci Vatams a documentary-like
movie trying to present an overall situation assesg. The opening scene of the
movie — which became a classic afterwards - pateaguest worker who came to his
village from Germany during his holidays. The gusstker shows a porn magazine
to his fellow townsmen, and he flatters himselfdaying that all the women on the
magazine were his lovers. It is shown that the gwesker wears a tie and he has a
car outside of the coffeeshop, so that others aresioced that he does well in
Germany and he is rich. This opening sequenceadstdhe guest worker who tempts
and encourages their fellow townsmen to come tor@ey. Germany is perceived by
Mahmut (played by Rahmi Saltuk) in the same classigay asistanbul was
perceived in the 1950s as a golden ciys stones and lands are of Gold®.
Germany emerges as an opportunity or as a bridgemé for Mahmut. But there is
an obstacle on the way to Germany: Mahmut’s towmstells him that Germany is
not taking guest workers anymore. Yet, he knowsolatien, if Mahmut could
organize a “marriage of convenience” with Guldapkayed by Hilya Kogit) he
may get his right of abode, he might find a job atdrt a life. Mahmut offers

% TagI Toprasi Altin Sehir is the name of the movie directed by Orhan Akso%9#8 narrating the tragic story of
a family coming to the big city.
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Guldane money and goods. Guldane accepts hislteruse she sees this process as

a trade.

This film deals with several important topics onrKish migrants living in
Germany. However, guz Makal argues that most of the topics are notopradly
analyzed in the movie, only touched upon. Firstdag the importance of money for
the migrants. A$erif Goren put it, the Turkish migrants’s main asro “save mark”
(Makal: 76). Until the end of the money, “dollagss” in Glildane’s eyes can be seen
by every action she does. She works for moneytalks about money, she dreams of

money and she marries Mahmut for money.

Figure 2 — Gildane and Mahmut

Another topic is the changed attitudes under differcircumstances. The
movie’s assumption is that living in Germany tramsfed the Turkish community
into something else. Some of them became robotvitkers, some were interested
only in money, and some of them were amazed bypé¢aeity of German women. Set
in Berlin, while Almanya Aci Vatamarrates the Turkish migrants’ life in Germany
and it also indicates the influence of this diffdgreulture on migrants. Especially the

city creates consternation for a new comer like Mah Mahmut’s shock is sharp and
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strong when Giuldane leaves him all alone in therakmstation in Berlin, at the
moment they arrived. Mahmut has nowhere to godma@at speak a word in German,
and he is astonished by everyting he sees. Thigakplfferentiation between his

village and Berlin is depicted with turbulence-lieenes.

Figure 3

Then, Mahmut ends up sleeping on the street. Ticerostances in Germany
change also Mahmut’s patriarchal character. Becaliiee fact that, he has nowhere
to stay, he wants to live with Glldane. After thascide to live together, Glldane
becomes the main provider of the house, since shiha only one who works.
Altough Mahmut wants to behave like the macho mand) Gildane makes him

wash the dishes and do the chores.

The film’'s female character, Guldane, serves asngwortant and unusual
figure. Guldane comes to Germany on her own, stalife, and she liberates a man
from poverty in a way, when she accepts his prdpd@séren touches upon many
topics by using the woman figure. Girls are impnisg by their fathers who want to
defend their girls’ honour. Imprisonment and coamcperformed on Turkish women
became a main theme in Turkish-German movies tauwigfour decades, from 49
m? Deutschlandio Gegen die Wandiildane is harassed by a strange Turkish man
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everyday on her way to work, which means that dan§enale dominancy can also
derive from outside of the house. Although Glldendepicted as a free woman, but
after her marriage of convention turns into an aatdMove story, Mahmut gradually
becomes the dominant figure when the honeymoonvés. dMloreover, Gilldane’s

female flat mates dream of being liberated by men.

The ultimate aim in Germany is work. A Turkish streleaner with eight kids
in his village wins an award because of his hardkw@/hen his manager asks him
what he wants to do when he gets back to Turkeytduching answer freezes the
audience’s blood. He respondg/hat will | do? | will die.”

Figure 4%

In her book, where she analyzes the internal marain Turkish cinema,
Gllseren Gichan (1992) evaluates this kind of lemtisulated by the characters as
“dialogues that reflect the values, beliefs andeexations” (Guchan, 1992: 186 —

40 Goren explicitly claims that “our citizens livingbroad” can only be street sweeper or second wmitize
Germany. In the middle of the movie, there are s#@vimterviews conducted with the guest workerseilTh
dramatic statements are based on the simple faictitey are excluded from society, and they havkeape to be a

part of it.
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188). In this context, this scene also influenyialhows that migrant workers’ will to
live will cease eventually, because of the heawgurnstances and the stress of

everyday life (Makal: 79)

This movie presents a realistic portrait of the Idf the first generation, in
other words the parents of the Turkish-German threc The whole movie is
dominated with the feelings of depression and notlaly, moreover the main theme
which is social and material reality is depictedharagic scenes. With the use of
music and with the way the scenes were directesl,ntlovie foreshadows following
movies such ag0 nf Deutschlandor Abschied vom falschen Paradi&n the other
hand, some topics that this movie only touches updhbe analyzed in further
details in the following movies of Turkish-Germaimema, and even some movies

revolve around topics of this movie.

3.3.  Gurbetci Saban (Kartal Tibet, 1985)

Directed by Kartal TibetGurbetci Saban is an awkward comedy movie.
Saban (played by Kemal Sunal) comes to Germanyhtbdiwork and start a new life;
however, in order to find a proper job he needsogkwpermit, and he does not have
one. SoSaban lives in a state of constant fear becauseabdédchrun away from the
police officers on the spot where he sees thenedseps looking for illegal jobs. In
order to hide himself within the socie8aban decides to buy a fedora to disguise; the
hat, which is identified with the migrant workersnaing from Germany. Therefore,
he can be a tiny bit more relaxed among other gedhile he is walking around to
find a job, a German crook approaches him and mesnhim a well-paid job in a
factory. He mentions that the boss of the factome$ especially Turkish workers.
The boss of the factory keepaban’s passport and tells him in case he goeslimepo
he will be arrested and deported because he isdesuable alien. So he is forced to
work for this badly paid job. Yet he is willing save himself and the other Turkish
workers trapped working like slaves. He keeps IogKor alternative ways to escape
the state’s power or legal processes and, in three gane, to overcome his German

boss.
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Directed with a narrow perspective, protectiorasid nationalist feelings,
GurbetciSabanis a movie devoted to stereotype Germans and teepthe Turks’
wounded national pride. War-mongering and slogk@-lines are used to confirm
“the Turk’'s power” which is sufficient to overcomtbe Germans. Almost every
German is depicted as oppressor and racist, oottie¥ hand Turkish workers are
portrayed as slaves. In one of the most importaehes of the movi§aban, after
taking over the factory he used to work in, orgasia surprise for his ex boss
saluting a hidden poster of Hitler everyd8gban replaced this poster with a poster of

Atatilrk, and he orders the Germans to salut hiteaus(see figure 5).

Figure 5

The movie is based wholly on the dichotomy betwespressors and
oppressed. At the momerlaban takes the power from Germans, he becomes
oppressor, and he makes them work like slaveshitncontext,GurbetciSabanis a
caricatured migration story and a revenge movieuatiee social and material reality
of the Turkish migrant workers trying to survive@ermany. This movie introduced
a reversed racism and discrimination while depictime story of a man trying to find

alternative and fugitive ways to survive.
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3.4. Polizei Serif Goren, 1988)

Serif Goren’s second movie analyzed in this studyPdizei. The movie
revolves around the Turkish street sweeper Ali Ekfpdayed by Kemal Sunal).
Polizej like Almanya Aci Vatastages Turkish-German encounters. However, while
Almanya Aci Vatanfilmed nine years before is a tragic drama showthg
desperateness and the life of migrants in a hopelesosphereRolizeiis a film

comedy including dramatic elements.

Street sweeper Ali Ekber works hard during the dad he spends his free
time in a theater community, because he wants tmrbe an actor. Ali Ekber is
depicted as a character that is not respected yynan because he is oppressed both
by his Turkish countrymen and by the German polic@rder to get respect from the
others, he decides to wear a police uniform thaslggven by the theater community
and to complete his disguise he shaves his moustagtihong signifier of his
Turkishness. As he notices the power of the authdhrough this uniform, he
continues to wear it; so that his friends pay respe him, and he starts collecting

small amounts of bribes from them.

Figure 6 — Ali Ekber tries to behave like a Germarpolice officer
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There are two main female figures in this moviee Tinst one is a notorious
Turkish girl, who leaves her family in order todi\as a free person because she gets
beaten up all the time. This girl's situation stuhs entire Turkish community in
Kottbusser Tor, everyone -including Ali Ekber- ssamlking about her. They criticize
her, since they think that the honour of the Turkggrls is impunged. When the
Turkish community hears that she has also a Geroagifriend, they exclude her
from the community. For them, she now symbolizesgteat sin that should never be
committed. Even Ali Ekber, the naive characterh& movie, when he empowered
through his uniform, tries to beat the girl up dmohg her to her parents when he sees
her on the street with her German boyfriend. On dtieer hand, a second female
figure is a German girl who turns Ali Ekber’s sitiea into a discrepancy. Although
Ali Ekber is against the binational couple incluglimTurkish girl, he falls in love with
this German girl working in a little bar. Therefotge cannot justify himself at the
moment he tries to bring the Turkish girl to hemily, and lets her go. With this
discrepancy, the figure of the oppressed Turkismamin Germany is presented.

Ali Ekber’s father is a figure presented as a sdeoy guide of the movie. He
tells stories and explains Berlin in details to heswvcomer relative. By the same
token, the audience hears that Ali Ekber’s fatsdramesick, he is not very happy in
Germany and he has been through many difficultghirOn the hand, the relative
wants to see German women or sex shops which AleEs father finds as insulting.
While Ali Ekber’s father is attached to his consgive tradition as opposed to
popular belief, the relative coming to Germany vibaks also exactly like the father

of Ali Ekber wants to liberate himself sexually.

The film is barely bilingual; accented German isksggmn by the characters only
to show that they live in Berlin, and even the Gammdirector of the theater
community speaks perfect Turkish. By and large,nevleough this movie is
categorized as comedy, dramatical elements sonmgtooeninate the atmosphere.
Most of the characters are the Turkish migrant woskand these migrant workers
seem to be trying to adjust themselves into Germdgny of them work or live
illegally, in other words there is a rivalry betwethe German state and them. In Ali
Ekber’s situation, the protagonist tries to findamgalternative ways to survive, to
escape the state’s power and to create a resispaicefor himself in order to get

respect and to be accepted.
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3.5. 40 nfDeutschland (Tevfik Baser, 1986)

Without any doubt, the most controversial and dised movie of the 1980s is
Tevfik Baser's 40 nf Deutschland.One of the topicAlmanya Aci Vatariouched
upon, the case of imprisoned Turkish women in Gegmia the main theme of this
film. By depicting the lonely and claustrophobiéeliof the Turkish woman Turna
(played by Ozay Fecht), director aims to show théience the trauma that Turkish
women experience in Germany. Designated first deaumentary, this film points

out the Turkish male oppression.

After their arranged marriage, Turna comes with hasband Dursun to
Hamburg. In the opening sequence, she has a maedatilapting herself to the life in
Germany, she wears her village clothes at the rmain station, she tries to turn on
the electric stove with matches and she is amagethd apartment they live in.
Besides, she cannot find a chance to see the eutgidd of their flat, because her
husband locked her in claiming that he was trymgnotect her. After realizing that

she is locked in, Turna tries to confront her husba

Turna: Why did you lock me in? Am | an animal?

Dursun: Listen up! Don’t get on my nerves. This\@d like home. We are in
Germany. You don’t know how sly the German men bi@w did you know
that you were locked in in the first place? Do yeant to leave? Then go on,

leave. Perhaps you'll find a pile of shit.

Turna: | don’t want to leave. | just wanted toatiethe floor in front of the

door.
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Figure 7 — Locked in the flat in Hamburg

According to Naficy, this sequence is importargcduse it depicts Turkish
patriarchy. The last shot that shows Turna’s sexuelation, and consequently
Turna’s shame about it: “the husband forces himselther from behind, but with
each of his thrusts, she lowers her head farthérarframe until it disappears below
it” (Naficy: 193). Although Dursun promises to talker to a walk in the market place,
he breaks his word, after he sees Turna is reatlitesl. One day, she discovers that
the door of their flat is unlocked and attemptgytoout, however her fear from the
outside world does not allow her to go very fard ahe rushes into their flat. Naficy
evaluates this scene arguing that: “The reasonsdowithdrawal may be her fear of
the German society, her awareness of her own ingdgqto survive outside as a
single female and a foreigner without language @uodession, and her fear of severe

reprisal from her husband. (Naficy: 194)”

In this context, the figure of the Turkish womandepicted as an oppressed
person, who prefers to surrender even though sbhtrhave an opportunity to fight
back and stand up to change the situation she iiveldowever, after her husband

dies of a heart attack, she has to liberate heasdltake a step to outside.
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Figure 8 — Final scene of the movie: Turna finds t courage to go out

While Makal (1987) and Naficy evaluate this film taking cinematic criteria
to the forefront, on the contrary Deniz Goktiurkticizes Baer, because she thinks
that he reproduced the clichés introduced by then@e literature and cinema in the
1970s and in 1980s about Turkish women (Goktirk280 250). In our interview,
when | asked him about the figure of Turkish wondepicted in his movies, Bar

told me that:

“Woman... This is only the director’s point of viewhis is my point of view.

Every director is analyzed by his/her own movieci8ty creates its own man.
They asked me: ‘How do you present us the Turks@spond: ‘What'’s that to
you?’ | provoke, | provoke both sides. | do whatdnt. ‘But we also have to
show the Germans that there are also Turkish do@tang in Germany!” That

does not mean anything. This is useless. | amhet public speaker. | just
want to reflect what | see in the microcosmos mtmacro dimension in order

to create a universal thing.” (Personal intervieithwevfik Baser)

By analyzing an interview conducted with s8g Makal argues that

imprisonment of Turna in the movie is merely a spinii\ccording to Beger, even
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though this same woman goes out, she is an out8hstwears a headscarf, walks
behind her husband and cannot speak to anyonevdiman, since her childhood, is a
second-class citizen. When compared with the Wesiecieties, this situation of

women becomes more dramatic (Makal: 103).

His second movieAbschied vom falschen Paradiesn be seen as a sequel.
The oppressed and muted female figure stands admnbusband -who beats her up-
and kills him. She goes to jail, and there sheasdformed into a courageous down-

to-earth character.

3.6. Abschied vom falschen Paradies (Tevfik Bger, 1989)

In Abschied vom falschen Paradiebevfik Baser narrates the story of a
Turkish woman in prison. Like in Turna’s story, fHplayed by Zuhal Olcay) suffers
from male oppression. Her husband humiliates, ayse rapes Elif until she stands
up to him. She is arrested, and she is put in priddhe family of her husband
threatens her with death even while she is in priStherefore, prison becomes a

home and a new enclave for her.

Figure 9 — Elif on the first visit

At the beginning, she cannot speak German prop&hnl/cannot communicate
with others. However, the German women in the prigce friendly and try to help
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her whenever she needs something. On the other, fiarkish women in the prison
keep away from Elif and try to avoid speaking witer. Elif learns German and
makes new friends, takes out his headscarf ancegtie finds a boyfriend through
post. Life in prison is happier than the life stared with her husband at home. So

she starts a new life in her prison cell.

Figure 10 — Elif with her German friends

Everything changes when she finds out that shé gat deported from
Germany, since she is a criminal. Once she is deghoshe has to stand a trial which
can result in death sentence. Therefore Elif wamtstay in prison. In one scene,
Elif's older brother comes to prison to visit hé&ilif, thinking that her boyfriend in
prison comes to see her, wears the black dressrad@efriend gave her in prison,
however she faces her brother. Her brother insididecause of the way she dresses
and accuses her of being a prostitute. Howeverjsgtiot the same person she used to
be, she does not want to be controlled by anyohe.y®lls at her brother and tells
him, that he must not come to visit her anymore.tiA$ moment she breaks her

chains and ends the male dominance in her life.
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Figure 11 — Elif: “I am responsible for my self, Idon’t need you!”

In my opinion, there are two different realitiestins movie. One of them is
about the macro Germany, which is the racial prepicand discrimination that
migrants had to endure. Altough, in the other mrmgnaovies, indigenous German
characters tend to be discriminative towards Tirkisople within the society; in this
movie, this macro Germany is not depicted. On therchand, film’s micro-Germany
is represented with elements of woman solidaritg peace. As a matter of fact,
German women also experience male violence andesgipn, and they complain
about it. In the prison, it does not matter wheth@erson is Turkish or German, they
live shoulder to shoulder. The second reality isulthe Turkish woman that the
director asserts in the subtext. According to tlmafTurkish woman can only be
liberated by separating her from Turkish commurtiggause the Turkish community
is depicted as conservative, religious and patnercOnly then, the female figure
might transcend the male dominant, repressivetyealithe 1980s. However as the
title suggests, the prison is a false paradiselogs not provide a normal life, it

provides an illusion and a pause to normal lifd aikish women in Germany.
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The movies made in this period depict migrants gehyeas victims in almost
every aspects of life. Movies basically focus oe #ocial and material reality of
migrants. Therefore some of them are documentkeyriovies in terms of including
dialogues that describe the life in Germany fromelyes of migrants. Protagonists of
these movies are oppressed individuals living iorpmonditions, they cannot speak
German properly, and they are reminiscent of théethdigure called “the seventh
man.” Since these movies create an oppressed ated mbaracter out of migrant
society, it is argued that these movies divide etgdnto two big blocks that cannot
live together. Oppressors are blamed and opprem®edympathized. However, the

migrant figure is so desperate, even it is harehtphatize with him/her.

The movies of this period exactly coincide with ld&sy differentiation of
academic studies. As Kaya put it, until 1990s, eodd studies concerned with
economics and statistics, reorganization of famii{ggration of migrants to German
culture. However, they did not concern with cultefemigrants (Kaya: 2001, 13 —
14). Parallel to the academic studies, the movidhis period also did not focus on
culture or identity of migrants. On the other hatiy movies produced in the second
half of 1990s do not only focus on the material andial reality, they reverse clichéd
images of Turkish-German migrants, and tell diffstaries aiming ethnicity, culture,
and identity problems. They depict Turkish-Germaigramts as agents, not as
victims. They emerge as products of a new cultarestructed by migrant directors

themselves.
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4.1990s: “Is the new German Cinema Turkish?”

“The movies are different, because the other doecteren’t born here... We
were born here as migrants... We have lived hereKrénzberg, in Altona.” — Neco
Celik*

The notion of generational shift in Germany is amkledged by scholars
focusing on migrant cinema as a main factor thimwa them to make a detailed
analysis. It is true that the stories, discoursesraarrative strategies changed with the
emergence of the second generation of Turkish-Gerlramakers. Mennel (2002:
143) argues that: “Recent representations of Thwlderman characters lack the
“social worker attitude” of earlier films that depi Turkish-Germans as a
homogeneous group in need of explanation.” MoreoaerMennel (2002: 137) puts
it, there is not a clear outline that ilustrates firogress from “cinema of duty” to
cinema of freedom, because “there are aesthetipalitical concerns which overlap
the two, and there is nothing to suggest that, wistitutional support, both types of
films will not continue to be made.” Mennel rightfuclaims about the continuity
between periods, since there are movies sucHied-remdemade in the 2000s.
Therefore, even though we can articulate the emermy®f the new generation of
Turkish-German filmmakers pioneering a paradignft shithe movies, this paradigm
shift does not imply an obstacle to directors mgkmovies with an old-fashioned

perception towards Turkish-German community.

The “young Turks” (Gokturk, 2002b: 252) do not itlen themselves as
others, therefore they start subverting and saftgrthe clichés associated with
Turkishness. Since almost everyone of them is dauaudirector, they script their
movies by themselves, thereby they can decide whatpresent. While, the films
from the 1970s and 1980s are dominated by the manst binary opposition and
divided living spaces, since 1998 the charactgrsesented in their films are hybrid
in terms of language, identity and the lack of cleat cultural boundaries. Figures

presented in the movies since 1998 are transn&tidbhay are not victims or passive

41 (Personal interview with Neco Celik)
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characters who cannot speak, rather they have leeegents who are not invisible
within society. Gemunden discusses the films ot ldscade in terms of their
influence on the concept of German national cineiima,change of the protagonists
and the notions touched upon. He also dwells onirthdequacy of German high

culture to explaining the cultural shifts.

“Films such assommer in MezréSummer in Mezra) (Hussi Kutlucan,1991);
SchattenboxefShadow boxer) (Lars Becker, 199Rachdem Spie(After the
match) (Aysun Bademsoy, 1997 ara (Yilmaz Arslan, 1998);Aprilkinder
(April children) (Yuksel Yavuz, 1998)ch Chef, du TurnschufMe boss, you
sneaker) (Hussi Kutlucan, 1998pealer (Thomas Arslan, 1999).ola und
Bilidikid (Kutlug Ataman, 1999)Kanak Attack(Lars Becker, 2000); ankn
Juli (Akin, 2000) call into question existing definitiorof national German
cinema. Made by directors born in both Germany Emdtey, the transnational
dimension of these films is not anchored in thegkaphy of the filmmmakers,
nor is it informed by any claim to record autherdic personal experiences.
These films form part of a wider European and namsfgean cinema that is
‘driven by its sensitivity to the production andnsomption of films in
conditions of transnationality, liminality, multitturality, multifocality, and
syncretism.’ (...) These films from the last decad&oduce us to German-
Turkish relationships that differ significantly frothose represented in the
New German Cinema of the 1970s and early 1980sngaleave of the
stereotype of portraying immigrant communities iar@any as lost between
two cultures and insisting instead on fluid notiefi®oth German and Turkish
identity. They thus confirm Deniz Gokturk's obseigas regarding ‘the
development from a [1970s] “cinema of duty” to “thieasures of hybridity”,’
which she sees exemplified in Sinan CetiBeylin in Berlin (1993). Yet the
films cited previously are even more playful andnic in their reversal of
cultural stereotypes than the example she choosdsstuss, showing many
incidents of humorous enactments of ethnicity;ctitihg essentialized notions
of racial or ethnic identity; and relying on perfance and masquerade,
comedy, irony, and pastiche to portray the complegs of minorities in
Germany. They also attest to a change in Germaulg@ogulture, allowing the
vernacular a flexibility to reflect these chandeastthigh culture apparently still
lacks.” (Gemiinden: 182 — 183)
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Geminden’s remarks about movies made in the 19899sn the American
popular culture and its influnce on migrant filmree&k such as Fatih Akin. Gemiinden
discusses American popular culture’s influence ogramt cinema by analyzing two
movies of migrant directors who are born to paremt® immigrated to the FRG.
Geminden interprets the role of American cultuiguerg that it provides a visible
alternative to the German culture and it is seenlil@rating and empowering.
According to Gemiunden, the importance of Turkishr@en films lies on the
challenge they suggest, because they compellesttiwars to rethink the meaning of
the ‘German’ in German popular culture. On the othmend, movies made in 1990s
introduce a very different Turkish-German figureatttdiffers from those muted
characters of 1970s and 1980s, and also put exidefinitions of national German
cinema in question. The controversial relationstapHolllywood filmmaking and
U.S. popular culture is a very significant aspextfdcus on, and for it gave the

characteristic to Turkish-German movies (Gemind&i:— 183).

“U.S. popular culture functioned in this scenar® Gatalyst and antagonist,
providing both foil and engine to articulate thergmxical predicament of
those born around the end of World War Il. Filmnrakeuch as Akin and
Maccarone and El-Tayeb, in contrast, belong toreeggion of Germans who
have learned from Hollywood in a way that Wenderd &assbindeer never
wanted to.” (Geminden: 183 — 184)

There is also another kind of auteur directorspsehfilms do not seem to be
influenced by the American popular culture. Fortanse,lch Chef, Du Turnschuh
(Kutlucan, 1998) or Dealer (Thomas Arslan, 1998) do not replicate or show any
stylistic similarities with the American cinema.dipendently of the source of its
influence, in 1990s and in 2000s movies rejuveraith German and Turkish-
German filmic landscape. However, it would seent tha directors or the stylistic
approach, which is claimed to be influenced by American culture, becomes

dominant in the long run.
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4.1. Berlin in Berlin (Sinan Cetin, 1993)

“How does it feel to be homesick in your oand?”

Figure 12 — MirtUz threatens Thomas with death

A German engineer, Thomas (Armin Block), secreikes some snapshots of
a beautiful Turkish woman, Dilber (played by Hulysvsar), the wife of a
construction worker. Dilber's husband sees thedaif her wife as Thomas left then
in his office, and freaks out. The construction kesr Mehmet (Zafer Ergin) goes
directly to her wife in order to confront her, basa he thinks that Dilber is together
with Thomas. Mehmet, behaving angrily, tries tafout the truth, and starts pushing
around his wife. Then Thomas tries to intervene &illd his Turkish collegue

accidentally on the construction site.

Directed by Sinan Cetin and scripted by Umit Unad &inan CetinBerlin in
Berlin, revolves around Dilber living with her deceasedldand’s awkward family.
In the family, elderly parents of first generatiand the grandmother Ugu (played by
Aliye Rona) are attached to their traditions. Esdfc Ugu seems to control the
whole family with her wise words about Islam anddhkok on her face. Although
young brothers of the family are tied to their gharother’'s and their parents’ apron

strings, they differ significantly from their patsrand grandmother.
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After Mehmet's death, Mirtiiz (played by Cem Ozeecdmes the oldest
brother in the family. At the same time he is indan his widowed sister-in-law.
Mdartlz is closer to his parents in terms of haing old fashioned understanding of
Turkish tradition. Notions such as blood feud, beirurkish, or the honour of his
sister-in-law are very crucial for him. On the atleand, these constructed ideas do
not mean anything to his little broth®&rMurtiiz runs a coffeeshop infront of his house
and speaks accented German. He is like a genaahtoinige between his parents
who cannot speak German and his little brother sgeaks German flawless.

Although Thomas is not guilty, he wants to find kgt and apologize to her.
In order to do that he tries to learn Turkish wiiis little dictionary that he carries
wherever he goes. In Kreuzberg, in front of hisfeeghop, Mulrtiiz sees Thomas
while he is looking for Dilber. Murtiz chases Thanthrough the streets of
Kreuzberg aiming to take his brother’s revenge. riiéi® enters a building, where
mostly Turkish people reside, and slips througlopen door into the flat, which is
the one Dilber and her family live in. Mirtliz diseos that Thomas is in their flat, he
tries to kill him, yet his grandmother preventesri¥ia from doing it. Fenner (2000)

describes Ugu'’s intervention and comments on it:

“Shrouded in the traditional black veil and roblge wizened woman insists
that her family uphold the ancient Turkish traditiaccording to which a guest
seeking a shelter and sanctuary within the confofesthe home may not be
harmed. Allah is testing our faith, she reasongldly his will is to render the

family hearth forever cursed. Perhaps the filmmatteploys this dramatic
gesture of mercy toward Thomas to temper populastéve claims of Muslim

fanaticism and to show that the Islamic faith idanot a humanistic system of
meaning that respects the integrity of the guesarooutsider. However, the
invocation of Muslim tenets here assumes an almosttical status when
Mirtlz's agitated shouts and his family’s attengpstibdue him are suddenly
undercut by low, suspenseful music and a closefupJgu’s fierce gaze.

Although such popular devices for engendering drattimately do not serve

“2 This contradiction between brothers is also anoirgmt issue depicted idie Fremde(Feo Aladg, 2010).
While the big brother is obsessed with the notibhanour or the puritiy of his sister, the littledther seems to be

unbothered.
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so much to represent Islam as a moral and ethig@nizing force as to
mythologize it and relegate it to the realm of ggption and the occult, the
scene does come to evince the Gramscian line sbnézg in which “myth and
folklore” serve as erratic strategies for resistams well as constraint in
relation to ruling groups. Ugu’s warning ironicafigves Thomas's life but also
renders him a captive within the confines of tlaggartment, afraid to cross the
threshold and return to the city where he will beked by Mdirttuz, who also

covets his widowed sister-in-law.” (Fenner: 113141

Compared to Fenner’s cultural perspective, Bug7) analyzes the movie
from a political perspective, and evaluates theasibn of Thomas by associating it
with the asylum politics of Germany. According tarBs it is the reversal of the
asylum situation, Thomas becomes asylum seekersimwan country in a Turkish
house (Burns, 2007: 8).

Gokturk (2002b: 252) analyzes the situation of Therbby mentioning that:
“Now it is Turks who observe Germans like an animathe zoo; the camera lingers
on him (Thomas) in close-up, ironically reconfigugithe claustrophobic situation
that Naficy describes as characteristic of exil@mgi” During that time Thomas stays
in the family, many interactions occur between tharacters. They observe each
other very carefully. The film depicts many tragliits of Turkish-Germans in a
humorous way, and even ridicules them. Thomasnsniscent of the character Elif
from Abschied vom falshen Paradie#ho starts living in prison, and for whom there

is nothing but danger outside of this enclave.

At the end of the movie Thomas leaves the familytdiyng Dilber with him.
Interestingly, Dilber, who also feels trapped ire ttamily, leaves her son behind

without any second thought, letting the German himarate her.

Reversing the roles, transgressing the identitieking confront Turks and
Germans in a flatBerlin in Berlin is a very important movie from a cinematic
perspective. When its box-office success in Germamg in Turkey is also
considered, this movie signifies that the cinema noigration can catch the

mainstream audiences (Fenner: 109).
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Deniz Gokturk (1999: 5) suggests her article’s narfieurkish delight-
German fright”, is based on a reversal of curregriceptions concerning German-
Turkish relations. She mentions the Neo-Nazi attaakd the rising xenophobic
tendencies since reunifications and she claimsitltain be expected Turks to be the
ones who are paralyzed by the fright. Goktirk nuerdj there are also other

indicators showing that Germans are afraid of thkd living in Germany:

“However, there are also some indications of Gerrnaght caused by the
presence of two million immigrants from Turkey wiave not only introduced
Doner Kebap (which has meanwhile become a stapten@efast food), but
who now wish to erect minarets in German citiestdad of peacefully
integrating into German society they seem to befeeting their Turkishness.
Evidently, they have brought about fundamental gkanin German
cityscapes. Must we assume then that Europearzeiwin is in danger of
being turkicized?” (Goktirk, 1999: 5)

From this perspective, one of the most importaatuiees oBerlin in Berlinis
that the German character Thomas is afraid of tinkiSh characters in the movie
throughout the film. Cem Ozer showing a bullet begw his teeth becomes the

symbol of the fear.

4.2. Kurz und Schmerzlos (Fatih Akin, 1998)

Kurz und Schmerzloslong withlich Chef, Du Turnschuh, Lola+Bilidikand
Dealer- signifies a breakthrough from the cinema of affdcttn contrast to the
movies by German directors, the movies by Turkighr@an directors make the
children of migrants speak, talk back and fighte3dé movies were made in the
second half of the 1990s by Turkish-German diractwho were born to migrant
families. As second generation migrants, they disoed a new migrant reality and

narrated new stories that have never been tolddefo
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Kurz und Schmerzlos the story of three migrant characters that ast n
victims anymore. They are not guest workers eighbey are criminals. Since they
did not have “proper” choices to integrate intoistg they integrated backwards
trying to redefine the rules, and thereby regugatimeir lifes. That is what the subtext
of the film suggests. The film subverts and reverbe perception of migrant, and
therefore it is very crucial. It was made by onetled most significant and famous

second generation Turkish-German directors livim@ermany, Fatih Akin.

Set in Hamburg, the film introduces also threefedént criminal types.
“Gabriel, the Turkis the one who swears to give up any illegal iachis life, the
time he spent in prison transformed him, and madediraid of being there again.
“Costa, the Greek”is the small time crook and thief, who is veryigius in the
meantime.“Bobby, the Serb”is, on the other hand, willing to work for an Atiyan

drug cartel.

a [ Billard-Cafe ) @

Costa, Grieche Gabriel, Turke

Figure 13 — The three protagonists and their ethnides*

The scenes featuring the Turkish-German commumigycamposed of long
kissing scenes, not in a romantic way but in a Kiglr way”. The main characters
kiss almost everyone who steps into the framehédpening scene, where Gabriel
steps out of prison, he kisses all the family memsibeaiting for him outside. In the
wedding scene of his brother, almost every kisdilmed one by one without
excluding any characters’. While the “Turkish kigghctions as a humorous element,
it also softens the image of the Turkish-Germare Thrkish wedding and the prison

are also important elements that can be seen wiftearkish-German films.

43 wpkin almost hammers the audience over the heittl the ethnicity of the protagonists. (...) The filly no
means offers the expected image of social hoplessaed a situation ‘between two cultures definedali.”
Mennel quotes Terkessidis’ analysis of the scenenfMl, 2002: 148).
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In Gegen die Wandhe wedding is depicted in a stressfull atmosph&he
popular cheesy music accompanies the whole sequénmssts playing the role of
“panotticon” observe the couple being poised fatiaizing. Therefore, the wedding
is a process of being voyeuristically gazed, and grocess might create deadly
rumors. These rumors are so influential on a pedstevel, it can be heard that
Turkish characters in movies always say: “What woathers say about you?” This
community observes, judges and excludes. Nicodef@087) rightly claims that
Martin Scorsese is one of Akin’s great role modais] his Altona is reminiscent of
Scorsese’s “Little Italy* Like the Italian community, Turkish-Germans areseél to

each other; therefore weddings do not toleratenaisyakes.

On the other hand, idie Fremde(Feo Aladg, 2010) her sister's wedding
symbolizes a break point used by the female charddimay, in order to confront the
Turkish-German community. Disinherited by her famWmay goes into the wedding
hall, takes the microphone in her hand and asksdoeptance. It seems as if she
faced the opposition of the whole Turkish communéty if she was kneeling during
her trial in front of the judges. Her demand foceutance turns into a situation that
brings a huge embarrassement to her family. Th&iJlucommunity members of the
wedding scene are like the source of “monopoly iofewce” in Weberian terms,

therefore the coercion and patriarchal exclusiaobe intense.

Prison is also an important element adopted aarddetor or a transformative
process. For instance, in this movie, for Gabtiet prison is a place that he never
wants to be in, ever again. Begen die Wandprison changes Cahit, he becomes
wise and calm, after his return from jail. Kianak Attaclkor in Dealer,prison is also a

factor of fear.

4 www.magazine-deutschland.de/en/artikel-en/artctle/fatih-akin.html
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Figure 14 — The Slaf’

In Kurz und Schmerzloshe figure of the father and the figure of the big
brother are represented in an unusual way. Gabriather (played by Fatih Akin’s
father), slaps Gabriel (see the figure 14), wherdraes out of prison, but afterwards
he is not interested in his son’s life. He withdsawto his shell, and he focuses on
almost merely in the after life. Even, when Gabc@ines home with blood stains on
his face, he does not say anything about it; he gas him to do the daily ritual
worship, namaz. Gabriel, until the end of the modaes not need to accept the
invitation, yet when he mostly needs some kindupipg®rt, he goes and prays with his

father (see the figure 15).

Figure 15 - Namaz

4 Mennel discusses the importance of the slap: “@®hltaps Bobby three times. Between the slapsfikime
conspicuously jumps the axis, choosing to interidpttification and the flow of the narrative, aimdthis way
drawing formal attention to the importance of tberge. The slap echoes the slap Gabriel receivaslfiis father

when he returns from jail, a function of a homoabnietwork of protection and care.” (Mennel, 20020)

101



Gabriel, as the brother figure, does not come dowhis sister Ceyda (played
by idil Uner) about her boyfriends whatsoever, and cmgsxercise control over her.
He even encourages her to be with her Greek fri€ukta. As a matter of fact,
Gabriel knows that his attitudes toward her sist@r not typically Turkish, and he
gives advice in a supportive manner in the scenerevhe has a long discussion with
Ceyda about her boyfriend Costa. On the one ham@nlcourages Ceyda to be with
Costa, on the other hand, he criticizes Costa éangba criminal. Gabriel thinks that
Costa can deserve his sister only when he gavesugriminal life. But, further into
film, Gabriel is obliged to save his friends andnoits a crime, kills a man to

revenge his friends.

Bobby wants to operate a drug organization for Alaa mafia boss. When
his family hears about his co-operation with Allzars, they throw Bobby on the
street with nationalist feelings. He does not mig hationalist feelings with his
business, for him it is only a job based on muprafit. He defines this relationship
with the Albanian mafia as “multi-kulti”. Akin ridules also, this kind of fabricated
terms in his movie, and does not limit himself baokhave a politically correct
language. In the movie, “Costa, the Greek” is imelawvith a Turkish woman; a
German woman is in love with “Gabriel, the TurkBdbby, the Serb” is working
with Albanian mafia. In all these relationshipserh is not any nationalism at all.
Even the above mentioned nationalist insults akdgalo not recall any racism, since
they are friends in peace, and do not need togmgitically correct to each other.

This film signifies a renewal in German filmic stape. Director tries to
rootedly subvert clichéd images of migrants. Exnamal Gabriel tries to live a
descent life, there is no oppression over Turkiggman, and no patriarchy in this
sense, people from different ethnical identitiea g&t along with each other in a

peaceful way. Yet, they do not get along with Gearrsiate, and its regulations.
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4.3. Ich Chef, Du Turnschuh! (Hussi Kutlucan, 1998)

“Just like Charlie Chaplin does...”

Figure 16 — Dudi and his friend are at the construion site

Kutlucan’s movie is one of the most important TislkGerman movies of the
1990s. In his second feature movie, Kutlucan depmeigrants and asylum seekers
and what they have been through. Gokturk (2004inslahat this movie is a special

one among other movies made in the second haltfeof 990s:

“Among these new productions the comddi Chef, Du Turnschuh / Me
Boss, You Sneakers (1998)serves special attention as it marks a departure
from the ghettoizing discourse of social probleiméi. This film, directed by
Hussi Kutlucan and produced by ‘Das kleine Ferngielis a department
devoted to fostering new talent and innovative ypamteurs at the public
broadcasting channel ZDF, presents a refreshingbcking take on the

discourse of multiculturalist differentiation.” (&iirk, 2004: 112)

The movie begins in Hamburg with the arrival ofwsfull of Indians. They
are newcomers, the new residents of the floatimg which is designated as barracks

for asylum seekers and refugees. Meanwhile, th&iJlumigrants are deported from
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their barracks to make room for the Indians. Ongk Hisguises himself as an Indian
using a headscarf. Kutlucan does not present hirasel Turk, he aligns himself with
the victim of the Turks, the Armenians (Gokturk020114). Dudie’s girlfriend Nani
(played by Ozay Fecht) leaves him for a Germargesshe does not want to live in
the barracks anymore. Dudie, who does not haveraagon to stay in Hamburg
anymore, decides to go to Berlin. His friends amking on a construction site in
Potsdamer Platz, “a desert where a whole new @pgcds mushrooming, the
prospective home of the German government.” (Gé&ktB004: 114) Mennel (2004)
analyzedch Chef, du Turnschufocusing on Berlin’s topography, and she compares
Kutlucan’s movie with another migrant movie. Accogl to Mennel, the axis of
Berlin is Potsdamer Platz and Kreuzberg remainth@snargin. Potsdamer Platz is
also associated with the construction of natiodahtity. With the construction of
Potsdamer Platz new hegemonic relationships will coeated within the city.
(Mennel, 2004: 41).

“l contrast these cinematic configurations of WBstlin’s topography with
the spatial politics of two post-Wall films by mirity directors, Hito Steyerl's
Die leere Mitte(The Empty Centef,998) and Hussi Kutlucanieh Chef, Du
Turnschuh(Me Boss, You Sneaker$b98) that engages with Berlin’s and
Germany’s new hegemonic center under construckasdamer PlatzThe
two films negotiate the politics of inclusion andckision in a historical,
political, and transnational perspective and alditeua minority perspective in
the space marked as the center, an articulatiaititnaally relegated to the
margin. They thereby radically shift the perceptioh margin and center
inscribed into and reflected by cinematic cultdriee two films appropriate the
construction site as a symbol for a discursive tang8on of meaning and

intervene in the discourse about national idefit{tennel, 2004: 42)

As Kutlucan put it in our interview, the fall of éhBerlin Wall changed
everything, and created binary opposition betweesi ‘and “them”. Migrants and
asylum seekers were the first residents to getueded.Ich Chef, Du Turnschuh!

reflects exactly this opposition between oppressat oppressed, between center and
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margin, or between migrants and natives. In theiedkiere is a constant struggle to

become the oppressor, tGaef

“... Die leere Mitteand Ich Chef, du TurnschlitAlso negotiate the politics
and history of margin and center. However, in csitto the pre-1989 films,
the two post-Wall films focus on the constructidie it Potsdamer Platz. The
function of the fall of the Berlin Wall as a symbiar unification has been
fetishized to disavow the effects of globalizatemmd the rise of the European
Uninon, both of which go hand in hand with the esabn of asylum seekers
and immigrants. These complex and sometimes caoatoag changes are
cinematically expressed in the shifting depictidnnmargin and centerDie
leere Mitte and Me Boss, you Sneaker8oth situate their narratives on
Potsdamer Platz during its transformation througtioel 1990s, anticipating its
function as the center of the new German capitgl and transnational
capital.” (Mennel, 2004: 48)

In order to be able to stay in Germany, Dudie banarry a German woman.
He finds a German girl who has also a son called. l&ter his mother’s death,
Dudie adopts him in a way. Leo dyes his hair browrgrder to stay with Dudie. Leo
transforms himself to Hasan. Dudie and Leo, findilegal way to live with a
German woman, Frau Dutschke. Frau Dutschke, doesvaat to live with them at
the beginning, however, after seeing that they goed people, she enjoys their

company:

“Around the dinner table, enjoying a meal of fislatt Dudie has prepared, the
three form a utopian family, transgressing the loauies of ethnicity and age.
The old lady expresses her happiness about nog teone any longer by
turning on some music and proposing a dance. Dalis with a wink, saying
somewhat ironically that ‘we all have to help eaxther, don't we?’ while
Leo/Hasan watches the couple in disbelief. (...) Hiaggs cannot last,
however, as a jealous neighbor, the equally old Biachke, calls the police to

report the presence of the two illegal guests dertr. The film began with an
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arrival, and it ends with a departure. Dudie isattgal and put on a plane with
the acquired, ‘Turkicized’ German child. Despitehas efforts to reinstate the
German identity of the child by pointing out hisedyhair and protesting his
German mother, no one believes him, especiallhashild himself adamantly
insists that he is his father. The expulsion of tbhild, German ‘flesh in
blood’, by the officials is particularly ironic amitlicules distinctions between
self and other, indigenous and foreign. The endilsp echoes the publicity
around the case of Mehmet, a 14-year old criminb ws deported from
Munich to Turkey, on November 14, 1997. (...) Hurd@rupts and ‘pollutes’
the accepted convention of framing immigrants agims on a subnational
level. Ich Chef, Du Turnschuls a spirited intervention into the culture of
patronizing subsidy and an ironic take on curreiscalrses about old
immigrants, asylum seekers, integration, natiomatyuand purity, passports,
and citizenship.” (Gokturk, 2004: 118)

Kutlucan’s main motivation by making this movie ie encourage the
migrants living in Berlin. He does not want to mesmigrants in a state of despair
and hopelessness. His movie tells the story of &udi Chaplin-like character, a
strong, stubborn migrant struggling to survive isaeiety where everybody tries to
oppress him. However, Kutlucan does not presentranig as a homogenous
community and also criticizes them for being willito oppress the other, in a way

that the indigenous does.

*k%k

The movies produced in the 1990s irreversibly gleanmany things in
Turkish-German cinema. The stories of movies niagatifes of new generation
made a clear break from the past decades. It is elamed that the directors who
were born to migrant families and categorized unther name “young Turks”
rejuvenated filmic landscape in Germany. As it wasntioned before, there are
several factors that have influence on this shifthe movies. First of all, there were
funding opportunities for the migrant directors whave different stories to tell. Even

though, it is claimed that migrant directors weeduced to make movies to confirm
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the clichés and depict the well known migrant fegjrthe young directors of 1990s
could have found the subsidy to direct their movisscond factor is the generational
shift. Even though the directors of 1970s and 1980ho were not born to migrant
families - tried to establish a rapport with thegrant community, the movies tell
their stories from a particular distance. Therefdrean be argued that the movies of
the young Turkish-German directors are differentarms of themes, protagonists,

language.

As it was put forward before, in 1990s there walgo social and global
changes. First, it can be observed that Turksihv@arsociety and German society
itself began to change. In the movies of young H®iHGerman directors,
overmentioned clear distinction between two soegethamely the oppressor and the
oppressed began to erode. In the movies, prejudwards Turkish-German society
is not that visible anymore, as it was in the mewié 1980s. Therefore, the main
themes of the movies, and the social structureishdépicted in the movies changed
accordingly. Second, as it was discussed in thensechapter, the understanding of
national cinema was also changed in this periodggeh, 2000). Therefore, the
influence of the migrant directors on cinema waknawledged. Three years after
making his first movie, at the 2001 Berlin Film Eeal, Fatih Akin was to declare
that his productionim Juli is a German movie (Geminden: 180). Furthermore,
institutions such adas kleine Fernsehspitlave being supporting migrant directors
financially. Especially, the second half of the @89can be considered as a

transitional stage, and define the main featuree@movies produced in 2000s.
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5.2000s: “Transnationalty in a playfulway”*°

In 2000s, the Turkish-German directors have cendewteat they established
in 1990s. Turkish-German movies became more poptkm ever, especially the
movies of Fatih Akin enjoy acclaim from Germanyhc& he is one of the most
famous “German” directors. For instandg Zeitis proud of Fatih Akin, because he
did not tell the story of a country “far away”, s last movieSoul Kitchen.lt is
claimed that the best stories come from Hamburd,tharefore Akin prefers staying
home?” It would seem that some of the Turkish-German ofis become
mainstream in terms of stories they are telling, tagnitude of wide audience, and
the stylistic approach they employ in their movilesthis context, Fatih Akin is the
best example.

Apart from Akin’s success, in 2000s, it is obsetgahat the emergence of a
new genre. Movies of this genre consist of humorelesnents when narrating the
light stories of Turkish-German community. Furtherey these movies are
accompanied with German comedy TV Series related@uikish-German, such as
Tarkish fur AnfaengerThis new genre will be analyzed in further detal the
following parts. When examining the selected mavigscursive strategies, and
stylistic approaches differ greatly both from 198®&l 1990s. Since the problems of
migrants, the perception of the problems relatedhigrants changed, therefore the

narrated stories changed significantly.

In this part seven selected movies will be analy2A&fthile, some movies
signify a new genre such &ebab Connectiomr Stupersekshe moviedie Fremde
will be evaluated as a return to the 1980s, nari&\strategies of victimization.

48 (Mennel: 2002: 136)
47 www.zeit.de/2009/52/Fatih-Akin
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5.1. Kanak Attack (Lars Becker, 2000):

“We are all Kanaks, our sweat is Kanak, our goldemys are Kanak, our style is

Kanak...”

Based on Feridun Zaingtu’s novel, directed by Lars Becker, set in Colagne
Kanak Attackis a film about gangsta boy&anak Attack,revolves around the
Turkish-German Ertan, his lifestyle and his philgisp. Ertan gets into trouble with
the other Kanak criminals in Cologne, he tries wovive, run from the police and
seize power with his own methods. The film can bensas almost a low-budget
sequel oKurz und Schmerzloglong with theKurz und Schmerzla@ndDealer, this
film focuses on the life of migrant criminals thatemplify a group of angry youths

trying to find alternative ways to survive.

The story is cyclical in a sense, because Ertarhanttiends commit a crime,
they get arrested, they wait in custodial prisbeytare interrogated and threatened by
a police officer who is willing to lock them in Jathey get out, they find a way to
commit a crime, and this vicious cycle occurs ag&lowever, Ertan’s friend who
does not have a German citizenship gets deported Bermany. Although Ertan
says that this is his story, in my opinion, the mety plot aimed to describe the
situation Kanaks live in. There are many monolagoieErtan that reflect his values,

beliefs and expectations:

“What can | say? | am one among thausends. | sebsirAfricans, Turks,
dealers, drug addicts, prostitutes ... | look inte thirror and | see my self.

That's it. That's my story.”

In the film, the national identity is subverted lging the word Kanak. Kanak
encompasses every identity, every nationality. Etren Hitler's emphasis on “one
nation” will be reversed by the protagonist, whenshys: “You are a Turk, you are

a Yugoslavian and | am Turk, we are one nationareeall Kanaks!” Moreover, this
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movie presents the hidden places of the city, Qadaipat can only be seen through
the eyes of a Kanak. The language is mostly Germaly,in some scenes Turkish is

used by characters to swear more influentially.

As it is depicted in many other movies of Turkiskr@an cinema, the
characters of the movie use drugs non-stop, theeplarost never sober. After his best
friend gets deported from the country, Ertan folohim toIstanbul. Again, in a
Turkish-German movie the crossing boarder scerestplace. However, this journey
turns out to be a drug trafficking operation ledayurkish mafia leader (played by
Hussi Kutlucan). As we see the size of this drugrafion astonishes the judges after
Ertan is taken to court. However, Ertan seems toptmid of pulling off this

organization.

The figure of the Turkish father seems to be acature-like reflection of the
past characters depicted in the Turkish-German @sovihe father tells Ertan, that he
sets his son free to do anything, but right afegrirey that, he introduces a ban of
pimping. However, the boot is on the other foot nbecause Ertan shows his father
how he can deal with people who own him money oehigghtens the elderly with
his smart speeches. The criminal Kanak emerges \ase person, who acquires

necessary information through his practical eveyyde.

Kanak Attackdoes not present the criminal life as a lifestydpiang people.
Living on a slippery slope, the characters of thevim have a close brush with death
everyday, and even the best friend of Ertan is thhakeath at the end of the movie.
Being a Kanak is a lifestyle, a point of view, hawebeing a big Kanak criminal is
dispensable. Just like idurz und Schmerzlosyhere the protagonist is willing to
leave his criminal life behind in Hamburg and goigtanbul; the place where Ertan

lives and his lifestyle turn into something to bhe away from.

5.2. Eine Kkleine Freiheit (Yuksel Yavuz, 2003)

This film revolves around a young Kurdish boy, wives and works illegally

in Germany. His parents are killed by the Turkisimyg after their close friend tells
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on them. Set in Hamburgine kleine Freiheiturns into a story of seeking revenge,

finding new dimensions of life, being illegal inexywhere aspect within the society.

In his movie, Yavuz also focuses on the Kurdishbpm dominating the
Turkish media for a long time. Kurds, who are nambers of PKK, are criticized by
the militants who fleed to Germany. For the pratogfaBaran (played by @Gdas
Bozkurt), these controversies between Kurds is @nthing to observe, he is only
willing to take revenge of his parents. At the sainge, he tries to keep away his

African friend from drug dealing.

“They are both illegal migrants. This is not th&ult or choice to live like
this. They are forced to live like that. This isvage problem in Germany. In
media, the migrants are represented as if they willing to be like that. This
is what | want to present in my movies. This israbtem of class.” (Personal

interview with Yuksel Yavuz)

In his movie, Yavuz focuses on problems of mitgaand tells stories of
characters that are not visible anymore for TudGs&rtman directors as they were in
1970s and 1980s. However, the difference lays @ whay Yavuz presents the
migrants. His documentary-like movies shows thélenms directly with strong lines,

strong characters and also with a social message.

5.3. Gegen die Wand (Fatih Akin, 2004): “Punk is not ded!”

“Ich will leben, ich will tanzen, ich wilidken!"*

“In February 2004, Fatih Akin won the top prizetla¢ International Berlin

Film Festival for his featur&egen die Wand (Head-Ori).was the first time

8 This is what Sibel's aim is. Altough, Sibel is geated as a free spirit character. Throughout ithe ft is
observable that her understanding of freedom igdohto use of drugs and alcohol, sex, and dance.
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in 18 years that a German film received this pgéstis award.” (Goktirk,
Gremling and Kaes, 2007a: 15).

Set in Hamburg and ifstanbul,Gegen die Wantias two main chapters. In
Hamburg, the city they are familiar with brings th@othing but miseryistanbul, on
the other hand, is the center for a new beginn8igel (played by Sibel Kekilli)
wants to marry Cabhit in order to liberate hersetinf her patriarchal family. Fatih
Akin presents a new Turkish-German woman figurieisrfilm: The woman character
in 40 nf Deutschland1986) was mute and she was not able to do anytbinake a
stand against her husband. Albbschied vom falschen Paradi€s989) the woman
character killed her husband, because she did aot o be beaten up anymore. In
Gegen die Wandon the other hand, the woman character Sibeltdhd® liberated
again by a man, however this time she finds amrateve way to freedom. This is the

marriage of convention.

Figure 17 — The Wedding

The marriage of convention is a sociological notibat has been studied by
many scholars within the context of the Turkish raimpn to Europe. An example of
this notion is depicted illmanya Aci Vatanthe male character Dursun wants to

marry Guldane, in order to come to Germany to gaest worker. The same situation
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is also apparent iicegen die WandSibel wants to marry Cahit to be free and a

normal girl.

In Gegen die Wan8ibel finds the solution to marry a Turkish man whshe
randomly met in a clinic. As Sibel meets Cahitddlla sudden she asks: “Are you a
Turk? Will you marry me?”, because her oppressaepts would only let her marry
with a Turkish man. Cahit and Sibel are both saicaharacters, and they do not want
to live anymore. Cahit, who has a hardcore purdstifle, is unhappy, because his
beloved wife died. Sibel is unhappy because shethdive under the oppressive

traditional values of her parents. Akin explains libgic that lies behind this movie:

“l don't want to attack Turkish tradition or denace the older generation.
Nevertheless | hope that conservative parents rdaksgs of which culture they
belong to- will be provoked by my film to refleché recognize what damage

they can cause with an excess of strict discigfigBurns, 2007: 12)

After their fake marriage turns into a serious dode affair, they face
awkward situations; such as, Sibel’'s sex life bee®a problem, as Cahit kills a man
by accident who Sibel has slept with before. Howgthgs accidental murder is not
presented as an honour killing, since Cahit isahetd from his Turkishness. As it
was mentioned before, Cahit is much more diffetbah the other Turkish-German
male characters in the movie.He is represented as a complex and ‘Charles
Bukowski-like’ character without any will to livend passion to do something, and

therefore he cannot be analyzed only as a Turkisti@n migrant character.

After killing this man, Cabhit gets into prison. 8ilflies to Turkey to run away
from her parents who read Cabhit’s story in the mm@per which is presented as an
honour killing. Prison has a transformative influenon a migrant character once
again. On the other hand, istanbul, Sibel finds a job in a hotel where hersoou
Selma (played by Meltem Cumbul) works as an undeager. Selma has

perspectives, and aims. She wants to be the genwmahger of this big hotel.

4% Cahit even he calls them: “Fucking Kanaks!” Howe&ibel thinks it is funny Cahit calls them Kanaiace he

is one of them. Cahit cannot speak Turkish, andet @lienated among other Turkish-German characters
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However, Sibel finds this daily routine Selma livasvery pathetic. Sibel looses her
will to live, she uses drugs and gets into fighttwa group of men; they beat her black
and blue. A taxi driver finds her laying on theestr half death, and saves her life.
They get married and have a child. After Cahit ceraet of prison, likeGabriel in
Kurz und Schmerzloer the characters dim Juli, Cahit goes toistanbul to find
Sibel® However, Sibel does not want to change her liferiter to be with Cahit. At
the end she becomes a wife and mother, just likepheents want her to be. The
uncertainty in the resolution of the plot leaveg thudience with an open end.
Therefore, it can be argued that the film reproduttee cliché figure of Turkish

woman.

Hatice Ayten, who is also a Turkish-German docuaigndirector, discusses
in her articlé! Fatih Akin’s film Gegen die WandAyten suggest that Fatih Akin's
film was acclaimed and celebrated by film critiédlee news papers and in television
channels in Germany as a radical and uncompromisiatyre film that depicts the
parallel society and subvert cultural values. Gndbntrary, Ayten argues, the film is
embraced in Turkey as a movie carries onAhebeskforms that can be seen in the
Yegilcam (Turkish Hollywood) movies. Ayten criticizes thativdrsity of the
evaluations arguing that these evaluations of thevienare based on cultural

differentiations.

According to Ayten, the female protagonist Sikelpresented as a positive
example and also a reversed version of Turkish-@erwomen who wear head scarf,
as if there were only these two figures existethm society. Moreover, Ayten also
mentions that film presents the Turkish-Germanetgcas minority group living in
Germany in an isolated way. According to Germaticsti argues Ayten, the film
represents the whole Turkish community living inrlBe and therefore it functions
also as an instrument of standardization. It isaadudl evaluation to mention that Fatih
Akin’'s movie represents second and third generatfofurkish German, because a

%0 |n almost every movie of Fatih Akin depicting Tistk-German immigrants, there is at least one joutne
Turkey, and most of the time istanbul.
51 “was Sie schon immer iber die Tirken wissen wolledur Rezeption des Films ‘Gegen die Wand.”

http://www.epd.de/medien/medien_index_27924.html
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German film is not evaluated in such a way Gernréditg evaluatégsegen die Wand.

They do not discuss the movie, whether it represt @ whole community or not.

Ayten rightfully claims that the characters of thwvie embody different
variations of the clichés. Especially, all Turkishale characters of the movie
represent clichés, namely they are macho, patagrdnug dealer, criminal, ‘beater’
or raper. Even the male taxi driver (played by Beyfi) inistanbul is a drug dealer
from Bayern. On the other hand, Sibel's motheillss a passive character who quails

before the father of the family.

This film of Fatih Akin reproduces the clichéghalugh it seems to be a brand
new story with really revolting scenes and useaofliage. It is claimed th&egen
die Wandis provocative, because it is expected that th&iFmarcommunity living in
Berlin would be offended by this movie. Even thxpectation is a cliché. The film’s
name isGegen die Wan(Head-On or direct translation Against the Wall)which
asserts that there is a wall that limits charasteral desires. However, the characters
settle down at the end of the movie without certasolution of their conflict of
predetermined roles. Sibel sets up a home and keEcanmousewife, and Cahit goes
back his homeland to Mersin. But, on the other haridht Fatih Akin establishes as a
Turkish-German director in Germany is extraordin&yen though he reproduces the
clichés about Turkish community, he does it in &ue way which is open to change

and progress in the future.

5.4. Kebab Connection (Anno Saul, 2004) and Superseks diisten Wacker,
2004): The Emergence of a new Genre

“We die for D6ner!”
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GEGEN DIE WAND undlM juul
——

NORA TSCHIRNER DENIS MOSCHITTO IN EINEM FILM VON ANNO SAUL

Figure 18 — The film poster ofKebab Connectiorand Stiperseks

Directed by Anno Saul, written by Fatih Akin andtR@Trhoma, co-produced
by Akin’'s Wiuste Filmproduction, Westdeutscher Rumdf (WDR) and ARTE,
Kebap Connectionevolves around a young Turkish-German diredar (played by
Denis Moschitto) who wants to direct the first GamKung-Fu movie ever made.
The German producer does not understand his passiinema or what he wants to
do. He directs a commercial film for his uncle whas a doner restaurant; in his
movie there are two strangers coming to a donep,showever there is only one
“‘doner im brot” left, so they start fighting sindbey are kung-fu fighters. The
commercial film is shown in a cinema, and it isisfiuential on the audience; they

rush into the restaurant to eat doner.

Ibo’s relationship with his family and friends isaldepicted in the movie. He
has a German girlfriend, yet his father forbids barhave a German wife. According
to his father;ibo can go out with German girls, he can have fuilh W@erman girls,
but he is not allowed to have a German wife, bez#usy are different than Turks. At
the end, however, his father brintio’s preagnant girlfriend to the hospital by his
Taxi and tells him that he has to stay with hidfigind and be happy. Everyting is
solved smoother than expected.

In a similar fashionSuperseksells the story of a young Turkish-German man
Elviz (also played by Denis Moschitto) who wantsstart first Turkish-language sex-
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hotline in Hamburg. However conservative Turkishnmeho also call this line, want

to destroy Elviz’'s company claiming that he rurisuainess of sin.

Both movies derive from humorous ideas focusingaoifurkish-German
character who is willing to establish “a first tgiwhich has never been done before”
in Germany or in the Turkish-German community. 8intlsis character is Turkish-
German, it is expected that the movie gets funiiecause it is based on the
contradictions of both communities. sflada (2008:77) labels these movies as a new
genre, namely the “Turkish-light”. She also dis@sssnovie in terms of their

functionality, in accordance with the public delsate

“Both films set their stories in a multicultural @sily German-Turkish)
milieu, operate with the plot device of a youngraattive hero getting into
trouble and solving the problem in a creative, eatbnconventional way,
thereby creating comical chaos with a happy endhmd both productions
present the migrant milieu as one of tradition a@abdoo, invention and
creativity, chaos and comedy at the same time. Tgay lightness through
their fast pace and general tongue-in-cheek tond, they profit from a
remarkable range of (young) actors of Turkish ofticwitural descent (like
Denis Moschitto, Hilmi Sozer, Tayfun Bademsoy, Adndaral, Adam
Bousdoukos, and many others). They are reminisaieptoductions like East
is East. (...) Interestingly, this ‘Turkish light’ gee emerges at the same time
as German public debates over the supposed ‘fafifeirkish integration and
the existence of a Turkish (Islamic) “parallel sagi that ‘threatens’ German
society with orthodox religious views, rigid traditalism, domestic violence,
and honour killings. According to this debate, whits lead by major
institutions of the German media, the concept ofiguituralism has ‘failed’.
Turkish feminist rights activists like Seyran Ates sociologists like Necla
Kelek accuse Turkish men of threatening the libgmabf German society with
their violent orthodoxy — a view that is not, howevshared by all critics
(Cheesmann 2007: 114f). Still, the debate has redesid stereotypes of the
violent Turkish-Muslim enemy, not least through ctess pseudo-objective
‘documentaries’, which constantly present the saopécs from the problem
area: Islam (terrorism, menace), the women’s qoest(headscarves),

patriarchy  (honour killings, forced marriages), iabc problems
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(unemployment, criminality), often confusing infaation with cliche. The
tendency to construct an image of the ‘problemdtick’ in the media has
increased since the terror acts of 9/11. Media pwidics have continually
depicted Turkish immigrants as part of the Islamienace to western society
ever since (Butterwegge 2007). (...) On the othedharobably in reaction to
this negative trend, the public broadcasting ses/ttave tried more recently to
pay tribute to (Turkish) immigration to Germany.€laim is to establish a
positive picture of the integrated migrant throub¥t (Buettner 2007). In a
recent and new turn in German television, the motd ‘Integration im TV’
not only calls for an increased representation @ramts on and behind the
screen (i. e. presenters, hosts, actors, scrigtsridirectors), but also opens
the door to Turkish themes in the fictional realrhis is how two productions
of the ‘Turkish light' genre for German televisiamame about, and it is
interesting to see how they deal with the taskegicting Turkish migrant life
in Germany.” (Yegilada: 78 — 79)

Yesilada evaluate these films along with the ethno-edynand new Tv-Series
focusing on Turks such aburkisch fur Anfaengewhich presents a family with
Turkish and German members for the first time omn@® TV, the TV series also

reflect the growing rate of bi-national marriagesGermany (Yglada: 81 — 89).

These productions signify the role of humour in @erman-Turkish movies.
However, at the same time; they do not coincidé wie Kutlucan’s understanding of
comedy, “a serious comedy”, rather, in my opinithey are the transformed version
of the style Hollywood which had a liberating iréghce on the Turkish-German
filmmakers (Gemuinden: 183). In other words, thdugrice of Hollywood can be
teamed neither by the Turkish script writers norrr@sn directors. It becomes
increasingly influential. In this context, moviesade by Turkish-German directors
include humor, however narrated stories are slyghttonger than scripts of soap

operas.
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5.5. Evet, Ich will (Sinan Akkus, 2008)

“There was a Cosby Show once, it's something lilee.'t

Figure 19 — The film poster ofEvet, Ich Will!

Directed and scripted by Sinan Akklievet, Ich Will!,has four main stories,
and Akky tries to deal with almost every single problem amhtradiction that
Turkish-Germans face in Germany. Film’s main aintosshow and resolve binary
oppositions by using love stories of different cegp A Kurdish man wants to marry
the Turkish girl who he works with. However, sirteer father is a strict secularist and
nationalist, he does not want her daughter to mgnis/ man, whose family is both
Kurdish and religious. There is also a Turkish-Gamngay, whose father does not
know anything about his sexual identity. He warits don to marry a Turkish girl,
however this Turkish girl carries the baby of amié¢dn man. On the other hand, there
is another binational couple, the woman is Turlasd the man is German. All these
couples attain their desire at the end of the movie

All these problematic couples are depicted in endmous way. Numereous
clichéd questions are asked by the characters @f ntlovie about “the other”
nationalities and identities, so that prejudicesl atereotypes are reversed and
subverted by characters trying to find logical aeswvfor them. Some time later,
clichés loose their significance, and the film timto a romantic comedy. The movie
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mirrors a collage of problems, and at the end #aks the mirror with the
sledgehammer of humor. Sinan Akkis proud of having done a movie like this,
because he does not feel comfortable with movigsctlieg migrants as clichéd
stereotypes. Exactly as the compliment made by Mehidurtuls’ for Akkus’'s
movie: “For the first time, there is a movie thatd not show the Turk as a monster!”

(Personal interview with Sinan Akku

5.6. Die Fremde (Feo Aladg, 2010)

“Didn’t you tell me that blood is strger than water?”

Over stated phrase is one of the other phraségdfiact the values, beliefs
and expectations in the movie. Accordingly, a cadittion between water and blood
is established in order to depict the Turkish fgmith this context, water can flow, it
takes the form whatever it is in. This quality ohter symbolizes unboundedness and
flexibility to adapt. On the other hand, blood efehded against external factors and
comdemned to stay in the human body. It symbolihespurity and loyalty for the
nationalists. Needles to say, blood symbolizes lfabonds. Turkish family depicted

in the movie is stubborn, insists on living with rablaws and resists changing.

Six years afteGegen die Wandibel Kekilli plays again a second generation
Turkish-German woman character who is the victimthed patriarchal oppression
applied by her Turkish family and her husband. mMwie opens with the arrival of
Umay to Berlin in order to have an abortion. Howewmnly his sister in law knows
about it. After turning back to her husband and faigily living in Istanbul, her
husband’s aggression can be seen. Umay and heyebdeaten up for no reason. She
runs away to her family living in Berlin. Howevehey do not want to accept her to
the family, because she is seen as a sinister éefitalre who has walked out the
values of patriarchal tradition. From this scene Umay tries to make her family
accept her once again; however she failed on exeynpt. Meanwhile, her elder

brother harasses her, insults her, and even tribsdt her up with every opportunity
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he gets. On the other hand, her little brothersasigr stay, regardless to her situation,
but they also think that she has to stay away fieenfamily for the common good;
because the little sister’s fiancé is about to eatiwir wedding. Her little sister has to
marry him because she is pregnant, and her fatles o find a way out of this

situation, at the end he bribes his daughter’ sfait-law.

In the poster of the film, Umay kisses a hand ofeerly family member;
this symbolizes her obedience towards her famigo BRlad& depicts an interesting
woman character that can be associated in some wialysthe figure of woman
depicted in 1970s and 1980s; on the other hand,yUmaot entirely muted and
oppressed character. She can speak perfect Gesmartries to start a life, and she
tries to communicate with her family. Umay’s reteship with religion is one of the
key factors, because although she wants to leatreqghal traditions behind, she
cannot leave her family. In one scene, she trieotdront her father (played by Settar
Tanriggen) who wants to take Umay’s son to his husband,spe does not do
anything against her father, rather she cuts Henst the knife infront of him. Her
father goes back to their village to ask his fathatea. Afterwards, the father wants
the little brother to kill Umay. While Umay’s ligl Turkish German brother is
associated with a murder; on the other hand, thediof German man —the boyfriend
of Umay- is associated with the liberty and happéneit the end of the movie, the
little brother is not able to kill Umay and runsaw Yet, her oldest brother seems to
be waiting for Umay, and at the moment she turparadt holding her son in her arms,
he kills her son instead of Umay by accident. Témt kcene could be seen as the
victory of old fatherly tradition and the blood,slgol of boundedness and family
bonds. belong to the youngest of the family. Hetie son of Umay who is the
embodiment of the coming generation is murderethbytradition whose values will
continue to dominate the new generation. Therefihis, scene asserts the idea that
tradition will not be overthrown by the up cominges no matter how zealously they

—in this case the female figure- revolt.
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Figure 20 — Umay tries to stop his husband from takg his son to Turkey

In her first movie, Feo Alagadeals with the life of the Turkish-German
women in Germany. In 2005, Hatun Sdrtct was kibgdis brother. In one of her
interview, Feo Aladg mentions that her film cannot be associated onlly this case
of Sdrtcd, rather the film symbolizes every honkilling occurred in the last fifteen
years>? As it is mentioned before, except TevfiksBg every directors and actors that
| have conducted my interviews with, mention thnet $tory of Aladg is a singled out
case. It does not reflect the reality of GermankiBlr women in 2010. Moreover,
they neatly blame Alagabehaving eagerly to get subsidy and an award faom
festival, because as it is analyzed in the prevpauss, they think that Feo Alaglaas

made a movie to serve the German taste.

*k*k

After 1980’s, it is noticeable that the space foeativity of the Turkish-
German directors has expanded. Moreover the ciranaauty that Turkish-German
directors have been reduced to began graduallyeetdawever, even in 2000s, it is
possible to see some examples of an old undersignohi cinema of duty. For
instance, the controversial movie of Feo Akddie Fremde,focusing on the
victimized Turkish-German woman by her oppressamify and husband indicates
that there is still a stereotypical storyline tbah be used by the directors. Most of the

interviewees suggest that this kind of storiesg#eahe German taste, and this makes

52 http://tiefkultur.de/2010-03-12/%E2%80%9Edie-fre g2 %80%9C-von-feo-aladag-interview/
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it easy for a director to find subsidy and acquight to access to film festivals.
Otherwise, interviewees suggest, it would be neyea find financial support. Even
Fatih Akin, who is one of the most famous directofsGermany, should have
established his own production company to finanseolwn movies. By doing this

Akin expanded his owartistic area of freedom.

On the other hand, there are still Turkish-Germaectbrs, such as Sinan
Akkus, who are dependent on financial support. On the lmend Akky does not
have an expanded space for creativity like Akirogsjand also he is not that famous
like Akin. It is very logical to see a famous di@c producing his/her movies
continuously. 1t is, however, not a common thing dbserve that an unknown
Turkish-German director having the same spacergatiity and financial support as
a well-known Turkish-German (or an underrecognigaman director) has. That
means, even though the clichéd images of Turkistm@e figures have been
reversed by some movies, and some directors hawke rddferent movies than
anticipated, there is still a position prescribemt fTurkish-German directors in

Germany.
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Conclusion

In his influential work European Revolutions 1492 - 199€harles Tilly
(1996: 11) draws an analogy between traffic jamdg aevolutionary situations
occurred in history. In a similar manner, | alsoudbdraw an analogy between the
position of the motorcyclists in the traffic é§tanbul and the position of Turkish-

German community in the society of Germany.

In the traffic inistanbul, motorcyclists cannot properly positiomtiselves on
the carriageways. According to the traffic reguasi, motorcyclists have the same
rights and equality as car owners in traffic. Beay owners do not give them the
opportunity to drive safely. In the traffic, motgadtists are perceived as a second
class vehicle, as if they are invisible and notpmge to be on the road. The road

belongs to the car owners, and they run over mpttists.

Their status as a normal vehicle is taken awayhkyde facto dominance of
the cars. Therefore, they create alternative waysutvive in the traffic. Especially,
when there is a traffic jam, they can drive betwtencars, while car owners giving
them the stink-eye. However, it is not a safe wadrive inistanbul, this alternative
rides often cause traffic accidents resulting i dieath of one party. Needless to say,
the ones who are harmed are motorcyclists. Theeiatson is reminiscent of migrants
in two respects. They both are disadvantaged istiluggle to acquire “social” status,

and they are both trying to create alternative waisin this struggle.

As compared with the situation of Turkish-Germaredors, traffic jam
resembles to a cultural obstruction. In times ttkese, migrant directors, who can tell
stories that have never been told before, coménaofdrefront and rejuvenate the
filmic landscape. The stories that they tell asooatonnected to the alternative ways
that they find. The quotation below is about a teflygmund Baumann suggests that

coincides with the alternative ways for both migsaand motorcyclists.

“The disintegration of the social network, the ifal apart of effective

agencies of collective action is often noted witlgaedd deal of anxiety and
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bewailed as the unanticipated ‘side effect’ of tiesv lightness and fluidity of
the increasingly mobile, slippery, shifty, evasiand fugitive power.”
(Baumann, 2004: 14)

The figure of migrant is stuck in the middle ofwer struggle, negative
perceptions towards himself/herself or discrimimatattempts. Just like in the case of
motorcyclists, these alternative ways of migrarfteroresult badly. One example can
be the criminality issue represented in Turkish#xar movies. The majority of these
movies do not flatter the criminal character, ratiney are like warnings. They warn
the character not to underestimate the state’s pane they indicate the difficulties
of the lifestyle he/she chooses. According to filgresenting criminality, this is not

the proper life to maintain.

What must be done to show that the migrant is “ooke person” and to
mention that the migration is not always a homogesend trouble-making process.
In order to do that, scholars have to reject th@nastate based theories, and focus
more on the ongoing processes and the transnatemggiments when defining

migrant, migration, and migrant culture.

When we look at the movies from different decadless, obvious to see that
Turkish-German movies underwent noticeable chanflesse changes are based on
several factors. First factor that influences tharacter of the movies is the origin of
the director or the generation he/she belonge#itst generation of Turkish-German
directors (who were not born to guest worker fagsili focus on the social and
material reality of migrants. These well-meaningdarctions along with the movies
of New German Cinema confirmed and reproduced étidimages of migrants rather
than reversing it. In the course of time, sociahtegt changed, and new funding
possibilities arised for Turkish-German directokéoreover, in the second half of
1990s, a new generation of Turkish-German direcfaiso were born to migrant
families) began to make their first movies. Thisswaclear breakthrough from the
cinema of duty. This was also the moment when sechdiegan to question the term
“national cinema” and consider a cinema that wasaeed on one nation-state, and a

cinema that does not allow communities imagine gedues.
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Until 1998, Turkish-German directors were stuckthe traffic with the all
other German car owners. They were reduced to rilake of the same stories and
characters. 1998 onwards, they have been direatmoyies with brand new
approaches and they have been subverting the dlich&ges of the migrant figure.
Until now, there are not so many accidents on thg, \et's hope we would not see in

the future.
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Portraits of Interviewees

Tevfik Baser

Tevfik Bager was born in 1951, in Cankiri Turkey. He studaema in
Hamburg in 1980s. He acquired citizenship in 1980. nf Deutschlandwas
nominated for the Federal Film Prize in 198bschied vom falschen Paradiess
also nominated for the Federal Film Prizes®8& third movie Lebewohl, Fremde
served as Germany’s official entry to the Canné® Hestival in 1991. Tevfik Bar
lives in Turkey since 1997. He is still teachingarna at th&adir Has Universityin
Istanbul.

Yuksel Yavuz

Yuksel was born in 1964 in Karakocan, Turkey. Heneato Hamburg in
1980. He studied cinema. He is still making featfilds and documentaries for

German televisions.

Hussi Kutlucan

Hussi Kutlucan was born in 1962 in Kemah, Turkeyl971, his parents
came to Berlin. He played in the punk band “Sol@r¢en” (also known atie
Aerztg. He took private acting lessons. He started toratheater productions. He
has scripted and directed three important moviesisHtill playing in movie

productions and TV-Series in Germany.
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Sinan Akkus

Sinan Akky was born in 1970 in Erzincan, Turkey. He studie@¢ima and he
was graduated in 2000. First he scripted short esowlis first feature movie Bvet,
ich will! (2008)

Neco Celik

Neco Celik was born in 1972 in Berlin (KreuzberGgrmany. He made two
feature films,Alltag, Urban GuerillasandKisik Atgte 15 Dakika.He stagessegen
die Wandas a musical.

Mirtliz Yolcu

Murtiz Yolcu was born in 1961 irgdir, Turkey. He is an actor, and has been
organizing théialog Theater Festivdior fourteen years.

Tuncay Kulaoglu

Kulaoglu is a filmmaker, journalist and he also works @wmmatist in
Ballhaus-Naunystrasse.

Remziye Uykun

Remziye Uykun was born in 1972 in Tokat. She camé&979 to Germany
(Altona, Hamburg). She studied sociology. She lenlworking since 2000 as social

worker and project manager with people with migmnatbackground.
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