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ABSTRACT

Throughout the 20 century, various migration movements have tramséaf not only
European cultures and societies but also Europee@ma. Migration, identity politics
and cultural encounters of various kinds have estergs prominent themes in
European cinemas. Filmmakers with a migratory bemkgd have played a pivotal role
in bringing these themes to public attention. Thaye also introduced new aesthetic
and narrative forms which have influenced well-elshed cinematic traditions,
thereby creating a culturally hybrid diasporic arahsnational cinema.

This dissertation takes a comparative approachhdorépresentation of Turkish
migrants and the Turkish diaspora in Germany im@er, Turkish German and Turkish
cinema. While there is already a considerable amotirscholarly literature on the
representation of Turkish guest-workers and TurkiBaspora culture in German
cinema, a critical analysis of Turkish migrationTiarkish cinema is still outstanding.
My thesis seeks to address this gap by offeringmgrortant complementary vantage
point that also includes Turkish cinema.

By drawing on theories of cultural hybridity, | ioke a critical framework that
has hitherto not been systematically applied toddmpus of films under investigation
and that, therefore, has the capacity to yieldimaignsights into the filmic construction
of migrant and diasporic identities. | argue tha&ri@an, Turkish German and Turkish
cinemas exhibit three distinctive perspectives whepicting Turkish migrants and
address issues of cultural hybridity in differergys.

This study combines a literature review and thdaagion of relevant theoretical
concepts with a contextual and textual analysiselécted films. The dissertation’s
comparative approach, which focuses on the cinemthe receiving country, the
cinema of the sending country, and transnationaki$hh German cinema, seeks to
make an original contribution to the existing body scholarship on filmic

representations of Turkish migration into Germamghiese (trans)national film cultures.
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INTRODUCTION

In the famous Turkish movidlmanya Aci Vatan/Germany Bitter Homela(k®79,
Serif Goren), Glldane, a Turkish guest-worker inr@a&ny, has a monotonous, hectic,
and stressful job as an assembly line worker gpewviriter factory. The scenes showing
Guldane at home and at her workplace emphasis@nthenane living and working
conditions by depicting Guldane running and workiagidly in a sterile environment
of white and cold pastel blue. ‘Achtung 25959! Agig 07401! Achtung 07401!
Achtung 22401", a constant robotic voice chivvidke workers along by calling
‘Attention’, followed by their personal numbers ugtia disturbing relentlessly loud
machine noise persists throughout the scenes. Ih@sldisco hit song ‘Rasputin’ by
Boney M, playing at the factory, accompanies thenscthat introduces Guldane’s
work. The upbeat music that aims to speed up thé&flear and increase efficiency is
incompatible with the song’s original context — Ban discos in the 1970s and a
hedonistic Western lifestyle — and stands in staritrast to the hard living and working
conditions experienced by guest-workers.

Whilst Gildane faces the hardship of the capitalstustrialised world, her
husband Mahmut struggles with the foreign Germdtu When he arrives at the
train station in Berlin, he is left alone with aitsase and an address. Mahmut is
overwhelmed by the new impressions and his eftogpeak to the people around him
to ask for help to find the address fails. Wherfihally manages to leave the station
things get worse. Anxious and confused, he wandeyand the streets, observes his
environment, which appears strange to him, getsitoa huge mall, and is afraid of
crossing busy streets. Mahmut's panic peaks whgat#g dark and he is confronted by
disturbing bright lights and a crowd of people agkhim: ‘Hey Turk, do you have
hashish?’. This question echoes loudly several gimecompanied by hysterical
laughter. Mahmut, who feels threatened, startsutband hides in a corner where he
falls asleep. When he wakes up to the loud chuetls his anxiety starts all over again.
In the course of the film, Mahmut will continue gtvuggle to adapt to this new cultural
environment.

Guldane’s difficult working and living conditionsnd Mahmut's loneliness,
speechlessness, his experience of foreignnesseamgl theother, and culture shock are
well-established thematic complexes in the reprtasiem of early Turkish labour

immigrants, which started in the 1960s, in Germareroa. Scholars in the field of
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Turkish German diasporic and transnational cineutd &is Gokturk (1999) and Burns
(2007a) have identified a shift in the represeatatof Turkish immigrants from a
pessimistic social worker perspective in Germaremia in the 1970s and 1980s,
towards a cinema produced by second- and thirdrgBoe Turkish German
filmmakers since the 1990s, that emphasises culwtaidity and the heterogeneity of
the Turkish diaspora. Whilst Goktlrk argues tha thpresentation has seen a shift
from a ‘cinema of duty’ to a cinema that featurles tpleasures of hybridity’ (Gokturk
1999: 7), Burns describes this phenomenon as ageh&mom the ‘cinema of the
affected’ to a ‘cinema of hybridity’ (Burns 2007a75)! Both scholars highlight the
notion of hybridity as a distinctive component bétsecond phase of films by Turkish
German diasporic filmmakers.

The term (cultural) hybridity, which Robin Cohenllsaa ‘newly-fashionable
word’, is growing in significance in the context gfobal migration movements and
diasporas in the contemporary world and has sugedsaotions like multiculturalism
and interculturalism that advocate a static, ang #ssentialist, understanding of culture
and cultural identity (Cohen 2008: xiv). As the istmgist Claire Alexander notes in her
article ‘Diaspora and Hybridity’, ‘while the histprof modernity is the history of
movement (...), the past 100 years have seen dranptigavals that have transformed
the racial and ethnic landscape globally, and iralgntiocal and intimate spaces of
everyday lives’ (2010: 487). Indeed, Europe in #8 century is marked by various
migration processes caused by decolonisation arothl 1950s (particularly
movements from North Africa to France and SouthaAs Britain), socioeconomic
factors that led to labour migration after the esfdthe Second World War (from
Southern European countries, Turkey, and former oglayia into Northern and
Western Europe), migration flows from Eastern tosW¥en Europe as part of the
disintegration of the former Soviet Union after th@30s and migration from outside
Europe, including refugees and asylum seekersdditian, the Schengen Agreement’s
open border policy and the worldwide economic srisave led to two distinct strands
of an intra-EU migration. Firstly, there is an iease of emigration from Romania and
Bulgaria mainly into countries in west and southrdpe after their accession in the
European Union in 2007 (European Commission 208&condly, after the global
financial and debt crisis in the late 2000s that imaparticular affected the economy of

some Southern European countries, a new wave afatiog from the so-called PIGS

! Chapters 3.1 and 3.2 provide an in-depth explomadf the shift, related terminologies, and the
characteristics of the two phases of the repreentaf Turkish migrants before and after the m@8Qs.
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states (Portugal, Italy, Greece and, Spain) starsd a result of increasing
unemployment rates. Furthermore, recently, the lwbnin Syria between the
government and different anti-government forces skarted in 2011 continues to cause
one of the largest migration crises affecting nkea@iring countries and European
countries (Yazgan et al. 2015).

Especially since the 1980s, various sometimes appihg terms, concepts and
theories have emerged that deal with migration igdiverse effects on the sending
and receiving countries’ societies and with the mvag of culture, identity, and nation
(Alexander 2010, Kalra et al. 2005, Brubaker 2003)Jexander argues that
conceptualisations of diaspora and hybridity haweuaed alongside each other,
problematising the notion of culture and identihdaheir (changing) connotations for
migration (2010: 488). The diverse migration movateehave shaped the receiving
countries’ culture including their cinematic tradits. Scholars investigating the impact
in films such as Hamid Naficy (2001), Thomas Elsaeq2005), Stuart Hall (1990,
1991), Laura Marks (2000), and Sujata Moorti (2088) also interested in engaging
with the terms diaspora, hybridity, culture, andritity.

With respect to European cinema, Berghahn and Istegnnote that ‘European
cinema has been transformed as a result of theased visibility of film-makers with a
migratory background (...). Representations of migraand diasporic experiences and
cross-cultural encounters have assumed a prompusition in cinematic narratives’
(Berghahn and Sternberg 2010b: 2). The authorsdugoint out that these filmmakers’
‘non-European aesthetic paradigms and generic @e®l(...) have changed and
revitalised European cinema’ (Berghahn and StegnB6d4.0b: 2). Alongside Maghrebi
French, Black British and Asian British cinema, Kish German cinema has attracted
much scholarly interest.

Although extensive research has been carried oudifferent aspects of the
representation of Turkish labour migrants and tdescendants in German and Turkish
German cinema, no study exists which adequatelyersothe notion of cultural
hybridity in respect of the narratives and aestisetif these films. Even though scholars
working in the field of Turkish German cinema ineolhe term hybridity in their essays
on Turkish German films — like Deniz Goktirk (1998)d Rob Burns (2007b) — and
briefly discuss hybridity in response to the shifat took place in Turkish German
filmmaking in the 1990s, thus far, cultural hybtidihas not been systematically
examined. This in particular pertains to films teaterged in Turkish cinema, where up
to this point no debate exists that applies Bhablkahcepts of cultural hybridity and
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the third spaceto these films. In applying a critical frameworkorin postcolonial
studies, | seek to make an innovative critical weation in current scholarly debate.
Hence, this dissertation is the first in-depth gtuattempting to apply the concept of
cultural hybridity to Turkish cinema. Moreover, stdrly debates about the
representation of Turkish immigrants and the Turkisaspora in Germany do not
address how these communities are representedrkisfiicinem&. This study aims to
make an important contribution to the field by uihg Turkish cinema. Furthermore,
cultural hybridity is a critical approach that haaither been applied to the corpus of
German films from the 1970s and 1980s nor to Tarkisns from the 1960s to the
present. | suggest that cultural and linguisticridity as a heuristic tool will result in
original insights into Turkish, German, and Turki&erman films about immigrants
that go far beyond the dominant discourse thatsrdhdse films in relation to the
discursive contribution they make to political desa about immigration and
integration. In this dissertation | have combin&mke textual and contextual analysis of
certain apposite films with a critical exploratiohimportant theories and concepts.

The reasons for adopting a contextual analysidveoéold. Firstly, films dealing
with Turkish migration to Germany naturally engageth real sociohistorical
developments and the different phases of a migrattmvement that started in the
1960s. Embedding these films — especially thossamdor close textual analysis — into
this wider sociohistorical context offers additibmasight beyond the text. This will
help to ‘activate’ ‘meaning’ in the text that coutitherwise pass unnoticed and to
integrate it for a more precise analysis. Howelvam aware that this can lead to a quite
biased examination of the text. Secondly, films wbmigration made in Turkish
Yesilcam cinema are highly impacted by specific productionuwnstances that existed
in the Yailcam era between the 1950s and 1980s. Therefore, gisisnéial to consider
the film production context in Turkey during thameé. Given the importance of
integrating context into the film analysis and iseftit into a dialogue with the text, |
intend to investigate the history of Turkish migwatto Germany and evaluate its
impact on both countries and the film productiomteat during the Yglcam era in
Turkey in this thesis. | have chosen to combingednal analysis with a close textual
analysis over a close formal analysis for diffene@sons. Even though | am certain that

the cinematography and the use of filmic tools saglkditing, sound, and camera play a

2 Rather than giving a literature review in one klatthe beginning of the dissertation, | have dedito
break it up. A detailed literature review on reshaabout the representation of Turkish migration in
German and Turkish German cinema will be giventailer 3.1 and in Turkish cinema in Chapter 4.1.
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crucial role in the representation of migratiorhelieve that the text will yield greater
insight into developments in the representatiothemes in particular. However, | will
include certain significant formal aspects in mylgsis. The films chosen for a close
textual analysis will be introduced further below.

The dissertation is structured as follows: Chafitgrrovides an overview of the
sociohistorical context of Turkish immigration teany, starting with Germany and
Turkey's bilateral labour recruitment agreementshie 1950s and 1960s. It is divided
into two subchapters; the first gives an histormatline of the most important political
and social developments from the recruitment of ¢hdy guest-workers until they
became permanent settlers and formed a Turkishpalasin Germany. Besides
providing relevant data about the number of guestkers and the Turkish community,
| give an account of significant legal steps in 1@an politics in the course of the 50
years until the early guest-workers and their faaniwere officially recognised as an
immigrant community by Germany. It concludes byviong some statistical data
about the Turkish diaspora’s contemporary socioecon position in German society.
Whilst this first part looks at the milestones ofirish immigration from the
perspective of the receiving country Germany, #mord part of this chapter addresses
the reasons for Turkish migration and examinessib@al and economic impact on
Turkish society and culture. This second subchaglgs discusses current migration
trends, such as return migration to Turkey, comtigunigration to Germany through
arranged marriages, and the transnational mobibtytoday’'s Turkish German
transmigrants. The historical background sketcime@hapter 1 seeks to contextualise
the cinematic representations of Turkish migratiothe subsequent chapters.

Chapter 2 provides the theoretical framework updrchv the analysis of the
representation of Turkish immigrants in German Kislr German, and Turkish cinema
Is based. It examines the concepts of diasporacaltgral hybridity in relation to other
relevant terms such as ‘migration’, ‘immigrant’, ogtcolonialism’ and ‘cultural
identity’. It starts by investigating the concept ‘diaspora’. | draw on a range of
interdisciplinary scholarly literature, includingovks by the sociologists Avtar Brah,
Rogers Brubaker, and Robin Cohen, the anthropd®dtaina Werbner and James
Clifford, the political scientist William Safran,nd the literature scholars Khachig
Tolélyan and Andreas Huyssen, who all do researche field of diaspora studies. The
exploration concludes with a discussion as to wdretine Turkish community in
Germany, with the majority having lived there fooma than five decades, can be

regarded as a diaspora. It is important to estalhis since | will draw on theories of
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diaspora and diasporic cinema in the analysisencthematic case studies. The second
part of the chapter seeks to explore the connetteiween diaspora, cultural identity
and what Avtar Brah termediaspora spaceSince scholars engaging with diasporas
often relate the term to the concept of hybriditgraw on the above mentioned authors
and expand this by including the theories of sogits like Stuart Hall and Virinder
Kalra, and Nikos Papastergiadis from cultural stadiThe third part of the chapter
provides a detailed discussion of hybridity, inehgd Mikhail Bakhtin’s notion of
linguistic hybridity, and elaborates on the relaiddas of heteroglossia, dialogue,
double-voicedness, intentional/artistically orgadis hybridity, and
unintentional/organic hybridity. These are therkdid to the linguistic hybridity that
occurs in various forms of language-mixing, suchlasgyuage-crossing and code-
switching, which is a common practice in cinemaslidg with migration and in
particular diasporic cinemas like Turkish Germameana. This section mainly refers to
works from the sociolinguists Ben Rampton and JBlnmperz, who coined key terms
in the field of multicultural language change, aiahnis Androutsopoulos, who has
written about language-mixing practices in multiotdl urban youth milieus and
amongst Turkish Germans. The chapter continues waithexamination of Homi
Bhabha'’s cultural hybridity that has emerged in tatext of postcolonial studies. |
briefly introduce Edward Said’s (1978) seminal wotkientalism in relation to
Bhabha'’s theorisation of mimicry, cultural hybridiandthird space | then consider
whether or not this idea of cultural hybridity cactually be applied to Turkish
immigrants in Germany, who have no postcoloniatdnys My discussion of cultural
hybridity concludes with a synopsis of the schglagbates surrounding this influential
concept, including critiques by Robert Young, Jbaat Friedman, Paul Gilroy, Aijaz
Ahmad and two scholars from Germany, Kien Nghi Hd Blark Terkessidis. The final
part of Chapter 2 addresses the characteristicaesthetic hybridity in films from
diasporic and culturally hybrid filmmakers by apgeching several key concepts in this
field like Hamid Naficy’s accented cinema, Sujatadvti’'s diasporic optic, Kobena
Mercer’s dialogic tendencies, Laura Marks’s haptguality and the model of polyglot
cinema by Chris Wahl.

The third chapter examines the representation ehigrants and the Turkish
diaspora in German and Turkish German cinema. @erieg the immigration history
of Germany and the related theoretical conceptsybfidity, diaspora, and identity as
discussed in Chapter 2, | aim to discuss the dpwedmt of cinema about migration in

Germany starting from the first cinematic repreagoh of early guest-workers and
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their families up to the present depiction of therkish diaspora. After a detailed
outline of the scholarship on migration in Germard alurkish German cinema, |
expand the literature review section by focusingpertinent concepts, terminologies,
key paradigms, and findings from scholars in tiedf The significant change that has
taken place in the representation of migration hie tinema of Germany over the
decades has attracted much academic attentionesntted in the emergence of new
terminologies to describe and classify the film$wie main categories. Exploring terms
such agzastarbeiterkinpcinema of alterity, cinema of the affected, aimstma of duty
for films produced in the first phase and expressiguch as transnational cinema,
culturally hybrid cinema, hyphenated identity ciregntinema of double occupancy,
accented cinema, cinema thétissageand Turkish German cinema for films made by
diasporic filmmakers after the mid-1990s, | elal®ran the thematic and stylistic
characteristics of the two phases. Thus, Chap&in8estigates the particular term used
to characterise films about migration released betwthe 1970s and late 1980s. In
Chapter 3.3, | apply the concept of cultural hylbyido films produced in this first
phase. By drawing on the five most famous moviesnfithis phaseKatzelmacher
(1969, Rainer Werner Fassbindekjgst essen Seele auf/Fear Eats §089V4, Rainer
Werner Fassbinder40 Quadratmeter Deutschland/40 Square Meters ofn@aay
(1986, Tevfik Baer), Abschied vom falschen Paradies/Farewell to a Fé&seadise
(1989, Tevfik Baer), andYasemin(1988, Hark Bohm), | will show how cultural
hybridity is already apparent in various dimensionghese early films that have not as
yet been analysed with reference to this theoletmacept. Chapter 3.4 focuses on the
depiction of immigrants and the Turkish diasporalurkish German cinema, which
constitutes the second phase that began in thel®8fs. Drawing on Bhabha’'s
conceptualisation of cultural hybridity and Bakfginheories of linguistic hybridity, |
examine cinematic representations of cultural ldityriand culturally hybrid identities.
Chapter 3.5 applies the concept of cinema of hitygrieh five films by the Turkish
diasporic filmmaker Fatih AkirKurz und Schmerzlos/Short Sharp Shd®99),Kebab
Connectiofi, (2005),Im Juli/In July(2000),Gegen die Wand/Head- GA004), andAuf
der anderen Seif€he Edge of Heaveg2007).

Chapter 4 investigates the representation of Thrkmsgrants and the Turkish
diaspora in Germany in Turkish cinema from the E96&® the present. After a brief
literature review and an outline of the main reskayuestions, | attempt a classification

of relevant films. The chapter examines the imghcEurkish Yeilgcam cinema and its

% Kebab Connectiois directed by the German Anno Saul, with a squsnby Fatih Akin
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specific narrative and aesthetic characteristicBlios about Turkish migration between
the 1960s and 1980s, before analysing the so-caked cinema of Turkey from the
1990s until the present. The following close tekimalysis ofAlmanya’da Bir Turk
Kizi/A Turkish Girl in German{1974, Hulki Saner) andlmanya Aci Gurbet/Germany
Bitter Gurbet(1988, Yavuz Figenli), both produced during thghhiand late-Yglcam
era, and the recent come®grlin Kaplani/The Tiger of Berlirf2012, Hakan Algul)
asks how the representation of Turkish migrantsaffected by different generic
conventions ranging from ¥#cam singer films over arabesk melodramas to comedy.
One of my main concerns is investigating how caltinybridity is reflected in the use
of language, music, and genre and how this reltethe construction of culturally
hybrid identities in these films.

In sum, this dissertation aims to make a contrdyutd the existing body of work
on Turkish German cinema, and, more broadly, schloila on diasporic and
transnational cinema. In addition, it interveneshwacademic debates in the newly
emerging area in Turkish film studies, namely thpresentation of Turkish German
migration and diaspora in Turkish cinema. | sug@fest any form of migration leads to
multifaceted cultural encounters that inevitablfuance culture and identity and result
in the cultural hybridisation of identity, its astic representation, and of cinema as a
whole. In applying the concept of cultural hybndio films about Turkish German
migrants in German, Turkish German, and Turkishemia, | argue that all three
cinemas not only feature culturally hybrid charestebut also culturally hybrid
narrative and aesthetic strategies. Moreover, tmparative analytical perspective of
this thesis adds a new dimension to current delstest German, Turkish German

cinema and Turkish migration cinema and paves thefar further research.
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CHAPTER 1
From Guest-workers to Turkish German Transmigrants: The Social and
Historical Context of Turkish Labour Immigration to Germany

The emergence of European diasporic cinema ovecdhese of the past 30 years is
related to two historically key migration flows thaccurred in the second half of the
20" century. The first movement appeared in the pémtial setting when people from
former European colonies immigrated to the so-dalteother countries’ such as the
Maghrebi and West African migration to France ane $outh Asian and Caribbean
migration to Britain. Simultaneously, a second labamigration flow occurred from
Southern European countries like Spain, Italy, €yrkand Greece to Western and
Northern European countries. Over time, these migrdamilies joined then and they
became a permanent settled population and formed diasporas (Berghahn and
Sternberg 2010c: 12ff.). The Turkish labour migmatto Germany that started in the
early 1960s falls under the second category of atign movement. At first German
filmmakers were inspired to represent the livesh® so-calledGastarbeiter(guest-
workers), but after 30 years, as second- and tierteration immigrants appeared, they
not only began to shoot films of their own depigtitheir parents’ and grandparents’
lives influenced by their migration experience, laigo showing the culturally hybrid
lives of their own generations. These films frontkish German diasporic filmmakers
are mainly grouped under the label Turkish Germaernia and regarded as a part of
the international phenomenon of diasporic cinema.

In this chapter, | aim to outline the most sigrafit political, legal, and social
contexts of the history of immigration to Germanynishing relevant background to
how migration shaped the social reality of Germang Turkey. This will provide some
insight into the Turkish immigrants’ and the Tutkidiaspora’s lives and provide a
framework in which to situate film and Turkish Genmndirectors. However, | do not
imply that film mirrors social reality, but insteaithat film contributes to public
discourses on migration and has the capacity tpestieese under certain conditions.

The chapter is divided into two main parts. Thestfisection portrays labour
immigration to Germany from the 1950s until theser® from the receiving country’s
perspective. This is followed by a brief discussadrthe present socioeconomic status
of the Turkish diaspora in Germany and the commyimiteterogeneity. The second
part focuses on migration triggers and the imp&dturkish emigration to Germany on

Turkish society and culture.
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1.1 From Post-1945 Guest-worker Recruitment to a Tikish Diaspora in Germany

Due to mass emigration to America until the 189Gsymany had primarily been a
country of emigration. The end of the Second WoNar in 1945, the following
political and territorial rearrangement in Europad the economic growth of the 1950s
provided the foundation for the migration of miti® of people (Mlnz et al. 1999: 43;
Yano 2007: 2; Bade 2004: 530f.). Jan Motte etwdgest that German post-war history
can even be defined as a history of migration mhcdg three distinct flows, namely
labour migration, asylum, and the resettlementhefdo-calledAussiedler(Motte et al.
1999: 15ff.)? The rapid growth of industrial areas like the Ruégion in Western
Germany, led to labour shortages and a demandofercost labour. Consequently,
agreements for the recruitment of foreign workeerevnegotiated in the 1950s and
1960s, whereupon approximately 5.1 million immigranrkers entered West Germany
between 1956 and 1973 (Yano 2007: 4). Thus, Gerrtrangitioned from a country of
emigration to one of immigration together with timegration of approximately 13
million persons displaced as a result of the expnlof Germans from Eastern
European countries such as Czechoslovakia and g from previous Eastern
European German territories that were annexed &yStbviet Union and Poland after
the Second World War (Motte et al. 1999: 16f.). WdeBade emphasises the fact that
West Germany had, socially and culturally, beconm@antry of immigration over the
decades, which had not been acknowledged legadlyGammany refused to regard itself
as an immigration country for a very long time (B&004: 545).

The lack of labour resulted in an immigration wdr@m East to West Germany,
leading East German authorities to erect the BéNal in 1961 in order to prevent
people from leaving. By the time of its construnticabout 3 million people had
migrated from East to West Germany (Bade 2004:.5B0g to the increased labour
shortage, East Germany (German Democratic RepudBo)recruited foreign workers,
but on a much smaller scale than West Germany. urabecruits in the German
Democratic Republic came from countries amongserstiVietnam, Mozambique, and
Cuba and the duration of their stay was restrittedhe terms of their contract. The
immigration policy of the former German DemocraRepublic pursued a strongly
regulated job rotation system regarding foreign ke and their families were not
allowed to join them (Bade 2004: 534f.; Gruner-DorhD99: 232ff.). These strictures

meant migrants were likely to return to their hoewmuntries and explain the low

* The term Aussiedler means a group of German ethnic re-settlers and will be explainethier below.
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number of immigrants and why they did not becomenpaent settlers and formed a
diaspora over tim2.In this chapter, | focus on immigration to Westr@any and to
Germany after the reunification in 1990, since ¢héias not been any significant

Turkish immigration to the German Democratic Republ

1.1.1 Situating the Turkish Immigrant: The Sociopoitical History of Immigration

into Germany between the 1960s and 2000s

In this chapter, | investigate three main migrafdws: labour migration, the
immigration of displaced ethnic Germamsugsiedle), and refugees. My main interest
lies in labour migration and in particular the Tistk guest-workers and their families.
My outline of migration events and immigration pa#is in Germany is divided into six
phases up to the implementation of the importantv Nemigration Act of 2005. A
concluding seventh still ongoing phase will cover turrent situation.

The Recruitment of Guest-workers

Due to labour shortages and a period of rapid eoangrowth after the Second World
War, the Federal Republic of Germany signed thdoviehg labour recruitment
agreements with Italy (1955), Greece and Spain Q) 9%urkey (1961), Morocco
(1963), Portugal (1964), Tunisia (1965), and Yugweisl (1968) (Yano 2007: 2; Minz et
al. 1999: 43). As the recruitment policy involvedlyotemporary immigration and the
rotation principle was applied, foreign workers’ nwoand residence permits were
generally restricted to the duration of one yeaifliifl et al. 1999: 47). These workers
from abroad were calleGastarbeiter(guest-workers) as their contracts stipulated they
would be sent back to their home countries afteir fpermit expired and their positions
would be occupied by new workers. However, theocplial expression guest-worker
was a sociopolitical colloquialism rather than dfic@l confirmed designation (Bade
2004: 418). The rotating guest-worker idea was ulstf the German government
because it did not demand that these migrantsfbedatl educational opportunities or
social benefits, such as German-language courspsyohological-social assistance in
acculturation or integration (Mecheril: 2004: 35je&knheimer 2003: 35).

®| will explore in depth whether the Turks in Gemgaare a diaspora according to theoretical concepts
about diasporas in Chapter 2.1.
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The recruitment contracts were not the same foaradl varied depending on the
country of origin. The opportunity to bring famgievas initially exclusively reserved
for workers from Italy, Greece, Spain, and Portughlle a two-year work-restriction
applied to those from Morocco and Turkey (Yano 20B)7 However, the continuous
demand for labour prompted the government to abdiss restriction for Turkish
workers in 1964, which Yano interprets as the firsportant step from the rotation
principle to a de facto immigration of Turkish gtsegrkers (Yano 2007: 3f.). Near the
end of the 1960s the popularity of the rotation slatiminished more and more. Many
guest-workers could not achieve their self-imposadings target within one or two
years, since most of their money went for livingpenses. This meant that they did not
make enough money to return to their homeland tartl & business, purchase land, ask
for a loved one’s hand in marriage or achieve teeanomic goal.

Minz et al. focus on the employers’ perspectivengothat the constant rotation
of the workforce proved a substantial disadvantagempanies (Minz et al. 1999: 48).
As a consequence, the Federal Republic of Gernaijtdted a procedure whereby the
guest-workers’ resident permits could be extenaed971 and the immigrant worker
could receive a special residence permit if he b@geh working in Germany for five
years legally and without interruption. Concomitavith this development, German
employers continually encouraged guest-workersntita fellow countrymen, which,
together with family reunions, led to chain migoati Up to 1973 the number of
employed labour immigrants in West Germany grewagproximately 2.5 million, most
of them from Turkey and Yugoslavia (Yano 2007: Z#he rapid growth of the
immigrant population in Germany and their appeagancsocial, cultural, and political
settings led to a public debate about the ‘gueskeroissue’ in the early 1970s. Yano
argues that many Germans developed a fear of gornaiffiltration” as a consequence of
the increased numbers of immigrant children in sthdYano 2007: 4). The public
debates about the guest-worker model, but in paaticOPEC’s (Organization of the
Petroleum Exporting Countries)l embargo and the subsequent recession, caused th
Federal Republic of Germany to change this recriitnpolicy at the end of 1973
(Yano 2007: 5; Bade 2004: 439; Motte et al. 1993)1

From the ‘Guest-worker Problem’ to a De Facto County of Immigration
The second phase of immigration into West Germastet from 1973 to 1979 and was
primarily characterised by the family reunions loé fpreviously recruited employees. In

1973, 2,595 million immigrant labourers were livimgGermany, of whom more than
18



600,000 were Turkish (Herbert 2001: 224). Whenrdeeuitment stopped, the number
of immigrant employees fell but the total immigrgaapulation continued to rise. The
number of employed immigrants decreased from apmabely 2.6 million to
approximately 2.1 million between September 1978 &September 1980, while the
total number of the immigrant population increagesn approximately 3.5 million to
approximately 4.5 million over the same period (¥aR007: 5).The end of the
recruitment phase in 1973 actually encouraged famémbers to move to Germany as
this now represented their only chance to emigr&eployees from Turkey in
particular (and their families) decided not to le&@ermany, since as citizens migrating
from a non-European Community country, they weré gigen a permit to re-enter
Germany and thus the majority settled permanent{yarmany.

In 1974, more than 1 million Turks belonged to tkeidential population and
about half of them were employed. The number okiBarresidents increased steadily,
whereas residents from other countries decreasgld19i@9. People of Turkish origin
made up more than 1.4 million out of a total of mdlion migrants, i.e. they were the
largest immigrant group in Germany in 1980 (Bundessterium des Innern 1982: 31).
Furthermore, due to the continuing family reuniongrriages with partners from
Turkey, and the high birth rate of Turkish immigianthe Turkish community in
Germany continued to grow. Family reunions defe#itedactual purpose of the halt in
recruitment, since more rather than fewer Turkisimigrants settled in Germany. The
average length of stay of those who had enteredn@®y as workers and of family
members became increasingly longer (Yano 20070@gr time, the migrants moved
out of their worker residences and settled in aeéfordable neighbourhoods close to
the factories in big cities, leading to the forroatiof special milieus similar to ghettos.
The migrants’ savings ratio decreased, their compsiom ratio increased and their
connection to their home country became weakerchvim particular applied to their
children, the second-generation labour migrantsi{ere 2001: 232-236).

The working conditions of these immigrants diffefemim those of the majority of
the population. They were mostly semi-skilled waskan the low-waged sector with
few opportunities for advancement. In addition,irthveorkload was heavy and they
were employed in a sector in which health-damagilaggerous, and dirty work had to
be done. German sociologist Stefan Hradil points that these were jobs that the
Germans did not want. The advent of guest-workemsbled Germans to work at
pleasanter jobs (Hradil 2005: 345). Unemploymentomgst immigrant workers

gradually began to increase because their profesisieelds were those most affected
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by the economic crisis of the 1970s (Herbert 2QB). The situation in those years
can be summarised as follows: family immigratioadieg to the emergence of a second
generation; the immigrants’ endurance of poor waykand living conditions; and the
increasingly tense relations between the majontyminority population.

When the German Federal Government realised tHadutaimmigration to
Germany had developed far beyond the original irgaguest-worker model and that
settler communities had resulted, it reacted witre¢ main action plans: limiting
immigration into Germany, offering a support schefoe return migration, and
providing temporary social integration for immigtaiike additional German-language
classes at schools (Yano 2007: 5). Herbert strebsesambivalence of this political
strategy, which, on the one hand, restricted imatign into Germany and provided
financial support and benefits to encourage imnmiggr&o return to their homelands in
order to calm the German population, but on theemthand, acknowledged the
existence of the second generation, recognised sbeial and educational needs and
responded with measures for integration (Herbe®12@47f.). About two-thirds of all
immigrants had lived in the former Federal RepulolicGermany for more than six
years by 1980. And West Germany had virtually bezancountry of immigration
(Yano 2007: 6).

Competing Integration Concepts

The third phase of migration policy in West Germamstween 1979 and 1981 was
characterised by political, social, and scholarlgbates about diverse integration
models. At the end of 1978, Heinz Kihn in the SBDdfal Democratic Party) became
the Federal Republic of Germany’s first officialépesentative for the Integration of
Foreign Employees and Their Family Members’. Kihggested a paradigm shift in
the migration and integration policy from restmcts and temporary integration towards
profound integration (Yano 2007: 6). The key demahtiis first report in 1979 (The
‘Kilhn Memorandum’) was that the government recogtiee facts of the immigration
situation and develop a deliberate integration gyoliKiihn called in particular for
communal suffrage for immigrants, the option ofunalisation for young people who
were born and grew up in the Federal Republic ah@ay, and equal opportunities for
the second-generation immigrants in education, epmeship, and employment.
However, the then Social Democratic Party/Free Dmate Party government did not
implement Kihn's suggestions and continued to fooums temporary integration

(Auernheimer 2003: 39; Yano 2007: 6). To sum uphiKé demands were an important
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step towards Germany recognising itself as a cguwitrmmigration but they remained

widely unnoticed in political and public discourse.

The Change in West Germany’s ‘Foreigners Policy’

In the preceding phase starting in 1981, West Gerpwicy on ‘foreigners’ became
harsher and more restrictive once more. Betweerd B9l 1990 immigration mainly
occurred in the form of further family reunions aadylum (Herbert 2001: 247).
Despite the end to recruitment in 1973, migratitmw$ from Turkey changed rather
than ceased due to considerable refugee moveméné ih980s and 1990s. In 1980, a
military coup d’état in Turkey raised the numberagflum seekers when Turkish and
Kurdish political opponents of the then Turkish gmwment fled. At that time, more
than half of all applications from asylum seekeme from Turkey (Hanrath 2011: 16).
In the late 1980s and early 1990s, the outbreak aiilitary conflict between the
Turkish security forces and the formerly separ&tisK (Partiya Karkerén Kurdistan) in
the southeast of Turkey, led to a further wavesyfuan seekers from Turkey, this time,
predominantly refugees from Kurdish provinces (Hdém2011: 16).

These new migration events unsettled the Germamlgpn once again and
‘foreign infiltration’ fears became a public issukhese fears motivated the return to a
more restrictive policy on foreigners, which waplemented with the required cabinet
decisions in 1981. This restrictive policy was diegl at all foreigners from non-
European Community countries and included measagagst family reunion and the
reduction of the age from 18 to 16 for children,omvanted to join their families.
Parallel to this, measures were introduced to emraguimmigrants to return home like
a repatriation bonus of 10,500 West German Mark dnemployed or short-term
working guest-workers. The Federal Government egéththat the repatriation support
was taken up by 300,000 guest-workers and thissgas as a major success (Herbert
2001: 247-255). The response to these initiatives weagre and in fact Turkish,
Yugoslavian, and Greek immigrants in particular tocared to bring their family
members into Germany (Yano 2007: 7).

Germany’s denial that it had become a country ahignation, negative debates
about ‘foreigners’ and asylum seekers, and therunsgntalisation of the migration
issue in election campaigns, had a negative immactsociety’s perception of
immigrants, with Turks especially seen as the mwblMedia discourse reiterated that
the Turks were unwilling to integrate. In additidhe Turks’ different culture (primarily

their Islamic faith and social practices) was cdased a problem (Herbert 2001: 259f.).
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In 1986, violent assaults on refugees increasedtlamdssue moved to the fore again
featuring prominently in election campaigns for Buendestag of 1987.

By 1987, the ‘foreign’ population had reached altof 4.8 million (Yano 2007:
7). The social marginalisation of these people bmecancreasingly apparent as time
went on, caused partly by the decreasing importafidee old industrial sectors (the
metal and textile industries), in which they haédominantly worked. This initially
triggered discrimination against immigrants andirtfamilies in the employment
market. The second generation in particular wagggting to find apprenticeship and
employment. As a consequence, several additior@dlsand youth projects appeared
designed to tackle the ‘problems’ of lack of inwgrn and language deficiencies
(Auernheimer 2003: 38ff.).

The urgent need for a contemporary ‘Aliens Act’ waeeady apparent in the
1980s, but did not become effective until 1991. Haetially progressive but also
restrictive ‘Aliens Act’ introduced a regulated fdynreunion policy and made
naturalisation easier for the second generationveyer, at the same time, it enhanced
the Foreigners’ Registration Office’s discretionggwers to extend limited residence
permits (Yano 2007: 7f.). To conclude, althougrsthamendments to the naturalisation
process offered proper immigrant status to foraigrer the first time, Germany still

did not accept that it had become a country of igration.

Asylum and AussiedlerPolicy: A New Immigration Process

In the re-unified Germany, a new phase of migratiestory began in 1991 and
continued until 1998. This phase was charactert®ed new influx of immigrants
mainly Third World asylum seekers, war refugeesnfribormer Yugoslavia, and re-
settlers of German descent calkdssiedler Most re-settlers originated from countries
of the former Soviet Union and since German citsgn was based ojus sanguinis
they received German citizenship due to their Gergihnicity (Mecheril 2004: 29).
Initially, the majority of refugees came from Afai@and Asia; later the number of civil
war refugees from former Yugoslavia increased.

The subject of asylum seekers came into the forengluhe German national
election campaign of 1990, the campaign becameasangly anti-asylum, backed by
the tabloidBild-Zeitungand theWelt am Sonnta@Herbert 2001: 299). Fears of ‘foreign
infiltration” and moral outrage about ‘benefit ci&aled to xenophobic violent acts
against refugees and immigrant workers. Numerosauis on foreigners and asylum

seekers culminated in attacks on their homes inekwyerda, Solingen, and Mdlin
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(Herbert 2001: 304-320). High immigration figuresthwmany entitled to political
asylum (440,000 alone in 1992) and the generalstiofethe majority generated change
in the basic right to asylum in article 13 of thenstitution (Yano 2007: 12). The idea
was to refuse asylum to refugees originating framntries ‘free of persecution’ and to
those entering via ‘safe third countries’ and remdpGermany almost inaccessible to
refugees by land culminated in fewer asylum seeRéaao 2007: 12f.).

Alongside guest-workers from the first wave of laboecruitmentAussiedlerare
the second most significant group of immigrantsGarmany.Aussiedlerare ethnic
Germans from Eastern Europe and the former SowiéirlJ The end of the Cold War
and the collapse of the communist regimes in Eadterope as well as the dissolution
of the socialist state USSR between 1989 and 18&ight a new wave of immigration.
Until 1989 the majority of théussiedlercame primarily from Poland but after 1991,
90% hailed from the former Soviet republics. Eth@Giermans immigrating after 1993
are called Spataussiedler(lateAussiedle). This enormous immigration wave led
Germany to limit the inflow of re-settlers in sugsent years. These immigrants were
considered to be ethnic Germans and so were imbegdiamaturalised, enjoyed
privileged status compared to other immigrants bexefited from special integration
measures (Motte et al. 1999: 19). However, thesretal problems were very similar to
those of other immigrants, such as insufficiengleage proficiency, ghettoisation, and
unemployment. Despite these three enormous imnogramovements in these years,
Germany still did not accept the fact that it ha&tdme a country of immigration. This
paradigm shift occurred during the following phademigration and integration under
the new coalition formed by the Social Democratcty and Alliance 90/The Greens
(Btindnis 90/Die Grunen), which governed Germanynfd®95 to 2005.

Citizenship and the New Immigration Act

The change of government in 1998 led to a shifGermany’s immigration policy,
including the reformation of the Nationality Actdathe introduction of th&reen Card
alongside debates about a New Immigration Act whase that lasted until 2004. In
particular the reformation of the Nationality Aab 11999 provided a significant
improvement, since German citizenship was no loriggsed only on heritaggu$
sanguinis),but linked to the birthplace principlgu§é soli) The new regulation of
January 2000 granted ‘foreigners” children born Germany additionally German
citizenship up to the age of 23 after which thewldodecide themselves which

citizenship to keep (Yano 2007: 8f.). The right dtizenship was a necessary but
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delayed response to the social reality of a Germmanayked by the diasporisation of
different immigrant communities over decades, the Turkish diaspora.

The Green Cardinitiative was the second key element of the inmatign policy
and allowed Germany to invite IT specialists irtite tountry for a period of up to five
years, but excluded bringing their families (Hetl#801: 333).

A further innovative step was the passing of thevNiemigration Act in 2005.
The legislative procedure took more than four yeard was accompanied by various
multifaceted political, public, and academic distass about immigration, integration,
and multiculturalism. After multiple compromisesdarenewals, the New Immigration
Act became effective on 1 January 2005 (Heckmamh\att 2002: 237-286). It was
Germany’s first-ever immigration law to govern ialimigration issues and was the first

official acknowledgment that Germany was a counfrynmigration.

The Migration Policy in Germany since 2005
The integration of immigrants now took prioritytime policy of the next government of
Social Democratic Party and the Christian Democrdtion/Cristian Social Union. To
underline the significance of this issue an ‘ingggm summit’ was formed under the
Federal Government initiative in 2006, includingnesentatives from politics, media,
and immigrant associations. Subsequent to this symamNational Integration Plan’
was developed, which focused on dialogue with Muosliand the convening of an
Islamic conference (Bade 2007: 53). The implemarabf mandatory so-called
‘integration’ courses on German language, Germastoty and culture as well as
Germany'’s legal system for (newly arrived) immiggeam 2015 proves that Germany
took integration seriously. The integration couidea was received critically by
migrant organisations and refugee associationsusecaf its mandatory nature and the
fact that penalties could result.

| want to conclude the historical outline of themingration history of Germany at
this stage, since the following events are beydral dcope of my research interest,
which focuses on the early Turkish guest-workexsthe Turkish diaspora in Germany.
The next subchapter investigates the current scormmmic status of immigrants and

the Turkish diasporic community in Germany.
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1.1.2 Germans with a Migration Background and the Trkish Community’s

Heterogeneity

As a result of the various immigration movemengststg with the labour recruitment

of the 1950s, the numbers of citizens with a migrabackground continuously rose.

According to the definition of the Federal Statati Office, a person has a migration
background, if she/him herself/himself, or at leaste parent has not received the
German citizenship at birth (Statistisches Bundészit6: 4) The term includes third-

country nationals, EU migrants, naturalised Gernmaartsimmigrants’ descendants. The
Microcensus, which is an annual official collectiohstatistics on the population and
the labour market in Germany conducted jointly iy Federal Statistical Office and the
statistical offices of the federal states, providdsermation on the lives of migrants in

Germany including the Turkish diaspora.

The latest Microcensus 2015 confirms that thereldré million people (out of a
population of 81.404 million) with a migration bapgkund, which equates to 21% of
the total population. Most of these originate frédnrkey (16.7%), followed by Poland
(9.9%), the Russian Federation (7.1%), Italy (4.5%hd Kazakhstan (5.5%)
(Statistisches Bundesamt 2016: 7). The censussal®wos that, in comparison with the
native German population, those with a migrant gamkind are significantly younger
(36.0 vs. 47.7 age), more often single (46.5% 90%) and male (50.6% vs. 48.7%),
and their households are larger (2.3 persons par kausehold vs. 1.9). Moreover,
there are significant differences in education ipgdation those with a migration
background having 13.3% (vs. 1.7%) no secondargadkaving qualifications. Those
between 25 and 65 are almost twicefragjuently unemployed (7.3% vs. 3.7%) than
native Germans, are more rarely gainfully employst more often workers (versus
civil servants) (34.1% vs. 18.4%). Those with a natign background most often work
in industry, in trade, and in the catering and hotdustry (Statistisches Bundesamt
2015: 7).

The results of the Microcensus 2015 confirm welbln facts. The German
sociologists Stefan Hradil and Rainer Geililer reammparable results concerning the
demographic and socioeconomic situations of pewjle a migration background in
Germany, discovering that people with a migratiankground disproportionately often
belong to the underclass (Hradil 2005: 332-35313(@ei2006: 231-254). However, the
problem with the census data is that it conveysntideading impression that people

with a migrant background are a homogeneous grbupeality, the heterogeneous
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community has different lifestyles, value orientatiand social conditions, just as is the
case with the heterogenic German majority poputatio

To show for the heterogeneity of the populatiorhvatmigration background, the
Sinus Institute (2008) has conducted studies orranigmilieus that confirmed the
multifacetedness of this community. The objectiaswo uncover the lifestyles of these
people in order to identify common socioculturalisters and special social milieus
(Flaig and Wippermann 2009: 7). This research, gotetl also exclusively on people
with a Turkish background, identified 8 specificgmant milieus: the Religious Deep-
Rooted Milieu, Traditional Guest-worker Milieu, Umted Milieu, Status-Orientated
Milieu, Intellectual-Cosmopolitan Milieu, Adaptivkliddie-Class Milieu, Hedonistic-
Subcultural Milieu, and Multicultural Performer Mil (Sinus Sociovision 2008a;
Sinus Sociovision 2008b).

Sinus’s study reveals a complex image of the conitiegnwith a migration
background in general and the heterogeneity of Tthkkish diaspora in particular.
Nevertheless, this concept of milieu, primarily deped for market research and
psephology in the 1980s, has been justly criticibgdseveral sociologists, such as
Michael Vester (2001) and Rainer Geil3ler (1996,630fbr neglecting and minimising
the importance of the persistent socioeconomic uakiies people with a migration
background still face and ignoring real socioecomoronditions, but instead surveying
lifestyles and cultural, social, and political fattles, depicting a colourful variety of
diverse migrant milieus. However, the milieu cortcégaws attention to the vital fact
that immigrant communities and diaspora in Germarg heterogeneous. This
knowledge will be of importance when analysing trepresentation of Turkish
immigrants and the Turkish diaspora in German, iBarkGerman, and Turkish cinema
in particular to evaluate whether these cinemasesgmt this heterogeneity or rely on

stereotypical depictions.

1.2 The Socioeconomic Impact of Turkish Emigratiorito Germany on Turkey

This section focuses solely on Turkish immigrantsl ahe Turkish diaspora in
Germany, investigating the reasons for their entigna their socioeconomic
backgrounds, family structures, and the impacthefrtemigration on Turkish society
and culture. This will facilitate a greater undarsting of the representation of Turkish

migrants particularly in Turkish cinema.
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Except for the mass emigration of the non-Muslirpydation in the course of the
nation-building in Turkey at the beginning of th@20s, emigration from Turkey was
minimal until the early 1960d¢duygu 2012: 13). The labour migration to Germany
that began in the 1960s and the refugee moveméetsthe military coup d’état in
Turkey later in the 1980s and 1990s, had not ordg@oeconomic and cultural impact
on Germany as explored in the previous sectiorisf¢hapter, but also on Turkey. In
his article entitled ‘50 Years after the Labour Retcnent Agreement with Germany:
The Consequences of Emigration for Turkey’ Ahnieduygu (2012) analyses the
impact of Turkish emigration on Turkey's societydaeconomy. From the start the
author underlines the paucity of literature on thigject and notes that, although
research on several areas of Turkish emigratiostgxthere has been comparatively
little on the consequences of emigration for Turkégduygu 2012: 12f.). Before
investigating the socioeconomic impact of the ntigraprocess on Turkey, the main
push and pull factors behind emigration and thekiSarmigrants’ characteristics will

be described.

Push Factors of Turkish Emigration

In consideration of the external and internal ntigrapatterns from Turkey after the
mid-1950s, Ayhan Kaya and Fikret Adaman (2012) moaniost of the sociological

characteristic push and pull factors of migratiocluding the ‘industrialization and

mechanization in agriculture as well as qualitateved quantitative superiority of

various services like health and education’ (4)e Tduthors found that patterns of
emigration in Turkey are strongly linked to the otwy’'s political and socioeconomic

developments. The literature focuses on two kejosoonomic factors.

The first is the demise of the agricultural sedétomurkey. Given that agriculture
was predominant in Turkey in the first part of 86 century, its mechanisation during
the 1950s threatened proletarianisation and ungmat for those in the agricultural
sector in rural regions and led to migration movetsadrom rural regions of Turkey to
firstly urban areas in Turkey, particularly Istahland, secondly, to Western European
countries. External migration began, so Ahmet Aldjimy when ‘petit bourgeoises’
from the agricultural sector sought to escape fthendanger of proletarianisation. This
group and also workers and the unemployed werefah to the attractions offered by
advanced capitalist countries; this was the spemftaning of ‘push’ conditions during
the recruitment period in Turkey' (Akgunduz 1993:1). Bilateral labour agreements

existed with West Germany (1961, revised in 1964)dso with other countries like
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Austria, Netherlands and Belgium (1964), France 6%)9and Sweden (1967)
(Akgundiz: 1993: 155).

The second key push factor is fast population dnotiat led to a rise in
unemployment (Abadan-Unat 1976: 5). In 1960, thethbirate in Turkey was
significantly high at 44 per 1,000. This led touaus in labour supply in a country that
already had ‘disguised and open unemployment (Abddnat 1976: 5).
Simultaneously, many European countries and Gernrapwrticular required workers
after the Second World War. At the same time, tret Five-Year Development Plan
targeting the period from 1962 to 1967 was develope Turkey. The plan was an
illustration of the current societal and economiates of the country and included
recommendations for economic development, focusm¢he demographic growth that
had resulted in increased unemployment. Turkey'snemic development policy
wanted to find a solution for the unemployment ratkich was to export the surplus of
(unskilled) labour force from Turkey to foreign cdtes (Abadan-Unat 2011: 12ff.).
With respect to the expected economic gain of laldotce emigration for Turkey,
Nermin Abadan-Unat states: ‘The planners were djpgraon the hypothesis that
sending an unskilled work force abroad would sethieereturn of the necessary skills
with which to undertake Turkey’'s industrializatipnocess’ (Abadan-Unat 2011: 12).
Related to thisjcduygu adds, besides reducing the unemploymenkeJuexpected
remittances from the Turkish labour migrants thatuld benefit the economy of the
country {cduygu 2012: 13).

Abadan-Unat summarises three main push factor§dokish labour emigration
as ‘unemployment, poverty, and economic underdevedémt’ (Abadan-Unat 1976:
3f.). Thus, the labour recruitment agreement widr@any in 1961 and other bilateral
agreements with several countries of Western Eucapebe regarded as a step towards
the implementation of the recommendations of theef¥iear Development Plan.
Germany proved the most popular country for Turlashigrants. Akgunduz’'s (1993)
statistic from the Ministry of Labour in Turkey reals that a significantly high number
of Turks (649,257) emigrated to West Germany betw®@61 and 1974. Emigration
flows into other countries were much smaller (Akdiin 1993: 174).

Whereas the labour emigration to Germany in the0496ad socioeconomic
reasons, the military coup in 1980 was a polititegjger that resulted in the second
emigration wave of Turkish left-wing intellectuaad Kurds to Germany in the 1980s
and 1990s. Around 400,000 asylum seekers migratea fTurkey to countries in

Western Europe between 1980 and 1988u(ygu 2012: 17). However, the 2000s were
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characterised by the decline of emigration anduwmsyillows from Turkey to Western
European countries. Moreover, these years wereaddii return migration, to which |
will refer below.

Characteristics of Turkish Emigrants with a Particular Focus on Female Migrants
The actual recruitment process was led and desigpede GermamlBundestanstalt fr
Arbeit (Federal Republic Labour Office), which establislspecial recruitment offices
in the countries concerned, for example Spainy,ltand Turkey. After a successful
application to théBundestanstalt fir Arbednd the payment of a fee, those looking for
work in Germany underwent medical check-ups to englbey were healthy. In this
way, theBundestanstalt fir Arbegelected the most suitable workers for Germansieed

Kaya and Kentel (2005) note that most came fromtt@eAnatolia and the Black
Sea regions. Akgundiz points out that the majaritthe very first Turkish emigrants
came from ‘richer and more Westernised regionswkay’ like Thrace, Marmara and
North-Central Anatolia (Akgindiz 1993: 174). Heimla that the professional skills
and the education level of Turkish emigrants wegh hespecially compared to the
overall education level of the working populationTiurkey. This is related to the fact
that the majority of the very first Turkish emigtancame from urban regions.
Nevertheless, it is worth mentioning that today'srkish migrant population in
Germany is socioeconomically and culturally heterapus.

According to Ahmet Gokdere (1978), female workeesavrecruited to fulfil the
demands of the German textile and electronics inglus the late 1960s and early
1970s. Their number constantly increased from an78s in 1960 to more than a
quarter of all Turkish immigrants in 1974 (Abadandtl 2011: 89). Abadan-Unat
identifies two main factors for this: firstly, tHeoluntary and imposed demands of
potential women migrants’ and secondly, Germangbcp of family reunification in
the early 1970s (Abadan-Unat 2011: 89). In relattonthe lattericduygu draws
attention to the phenomenon of marriage migratioth points out its importance as a
different form of family reunification. Family retfitation in its traditional meaning
described the reunification of married who were gyaphically separatedgduygu
notes that besides continuing traditional familymécations, ‘many of the immigrants
arrived in the receiving countries by way of mamgyisomeone (...) who had already
lived there: marriage migration became a new fofnfamily reunification’ (¢duygu
2012: 15).

29



Abadan-Unat notes the importance of the steel aadl industry as well as the
docks in Northern Germany, which required physycatfong workers to begin with.
Other sectors, such as the automobile, textiled fob packaging industries needed
mainly female workers, with ‘manual dexterity’ (Aden-Unat 2011: 89). The author
points out that women from mostly rural regionsTafrkey, where traditional gender
roles persist, were allowed to emigrate alone bsirtihusbands and older family
members because of the family reunion opporturitgr @ period of time (Abadan-Unat
2011: 89f.)° The emigration process had various social andhmdygical effects on
these women, with loneliness in particular leadimgnhappiness (Abadan-Unat 2011
90). Turkish female workers in Germany had to owere various challenges, such as
adapting not just to a new country and languagé, aso to the new industrial
environment. They had to cope with loneliness, lalso enjoyed economic
independence. Hence, emigration led to the ematmmipaf these women, which had a
significant impact on traditional gender roles dhdir positioning in mostly extended
and patriarchal family structures.

Impact on the Economy, on Families Back Home, andd8ial Change in Turkey

As icduygu (2012) argues, Turkish emigration to Westuanopean countries had a
significant effect on Turkey, causing various staliehanges. One of these was the
returnees’ liberalised attitude on traditional fgmbles and relationships. Furthermore,
emigration had an impact on the life quality oreees, who had improved their living
standards, familiarised themselves with a differealture, and could afford better
education for their childrerigduygu points out the correlation between migratiod
social mobility and emphasises that the returnsesial status significantly improved,
which led to socioeconomic upward mobility in thieeme countryi¢duygu 2012: 27).
However, another important result was a changetafides to gender and generation
relationships and particularly changes in the statfuwvomen and children.

Ayhan Kaya and Firkret Adaman (2012) note thatdhegration process had an
important influence on traditional gender rolesthHa case of male migrants, women in
rural regions in Turkey gained more responsibilityife: in the household, in financial
issues, and childcare, empowered by the absenceenf Conventional gender roles
were also altered when women emigrated and menimenhaas they had to take care of
the elderly and children, traditionally the woman&sk. However, return migration

could result in the rebuilding of traditional gendeles.

® See Abadan-Unat (2011: 90f.) for demographic ataristics of Turkish female emigrants.
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The separation of the family and in particular ek of a father figure caused a
kind of trauma for the children of emigrants leghind. According to Kaya and
Adaman (2012) this traumatic effect on childrenldoalso be seen in those who had
moved to Germany due to family reunifications, bat then been sent back to Turkey
to be educated in the 1980s and 1990s when semMaiidsh German schools opened in
Turkey to reintegrate those returned children. Mdshe time, they had to stay either
with their grandparents or alone without parentlec As for the elderly, this group
suffered from the lack of social, financial, andalle support, usually provided by the
younger family members (Kaya and Adaman 2012: 19).

The emigration process had an important effect orkdy’s economy in form of
remittances from migrant workers in Germany. Kayd Adaman state that ‘especially
in the 1960s, remittances were regarded as thernsajorce of external financing
catering for offsetting the trade deficits in peutar’ (Kaya and Adaman 2011: 45). The
authors observe a decline of remittances betweerenk of the 1990s and 2000s and
relate this to the fact that the third- and fougmeration Turkish migrants had weaker
ties to Turkey and family members there and so Wese likely to send money. Hilya
Ulkirs (2012) microanalysis of 590 Turkish migrdmuseholds in Berlin reveals that
on average 7% of the household income was retutoethe home country, for
investment purposes, and the financial supporawiily members in Turkey.

Return Migration

Kaya and Adaman (2012) differentiate several stafagturn migration and note an
increase in transit migration and return migratioday. Returnees between the 1960s
and 1980s returned to Turkey because of Germamtggration programme. The
number of returners until 1974 was circa 2.5 mili®when Germany introduced the
voluntary return scheme in 1984, around 300,00(lgedecided to return to Turkey
(Kaya and Adaman 2012: 6). Currently, this firshgetion early returnees lives half of
the year in Turkey and the other half in Germanym@z (1991) notes that this group
had no significant socioeconomic impact on Turkssitiety. However, a continuous

movement between Turkey and Germany marks renagratithe 1990s and 2000s.

Today, return migration has become a constant psooEmobility for those transmigrants
between the country of residence and the countmyrigfn. Many Turkish emigrants who
had previously settled in various European cousitaie returning to Turkey, but not all of

them permanently (Kaya and Adaman 2012: 4).
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In this respect, the steadily growing group of giedd middle- and upper-middle-class
Turkish origin returners constitutes a new phenamerDrawing on interviews the
authors note that these returners are often fliretioth Turkish and German, speak
English and work in German companies such as LuofhaMercedes, Siemens, or
various call centres. They complain about discration in Germany and this prompted
their return to Turkey to live in Istanbul or othbig cities like Izmir to work in
international companies in different sectors (Kayad Adaman 2012: 6)icduygu
comments that early returners used to buy delivergks or taxis and work as taxi
drivers, open small businesses, or participatethénservice industryi¢duygu 2012:
25). The new generation of returners or transmigramrk in various sectors including
banking, engineering, and arts and culture. JeMjadairun (2012) found that those who
have successfully established a secure place fandélves in the German labour
market and have purchased houses are more likedtayo Today, the outmigration of
people with a Turkish origin from Germany excedus immigration of Turkish people

to Germany (Kaya and Adaman 2012: 6f.).

The sociopolitical outline of Turkish migration tosy to Germany from the first
labour recruitment agreement in 1961 until the gméseveals some interesting facts.
Due to the failure to enforce the initially plannetour rotation model, a great number
of Turkish guest-workers remained in Germany. Byimg use of the opportunity for
family reunions in the 1970s and 1980s and becadisés birth rate, the Turkish
community not only developed into the largest immaig group in Germany, but
gradually became permanent settlers and formedlashudiaspora. The early Turkish
guest-workers and the following generations wegarged as foreigners for decades
before Germany recognised them as immigrants. Tiadysis reveals two crucial
realities: firstly, the early guest-workers dealithwharsh working conditions and
secondly, together with the later asylum seekbes; were exposed to German society’s
xenophobia. Moreover, their migration had a sigaifit social and economic impact on
Turkey and Turkish society, particularly their owamilies. Today, they form a
heterogenic Turkish diaspora and the contemporn&ugteon is characterised by three
key developments: On the one hand, Turkish immigmainto Germany continues
through arranged marriages between couples fronkejjuand Turks in Germany,
which is considered a new form of the old familym®ns. On the other hand, return

migration from Germany to Turkey is now a signifitgphenomenon, which has
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attracted scholarly interest. Lastly, members froine Turkish diaspora display
multifaceted transnational movements between Tudgay Germany and therefore are
now regarded as transmigrants. In the following fi&a 3 and Chapter 4, | will
investigate how early guest-workers and the hetermys Turkish diaspora and their
lives are approached in German, Turkish GermanTamkish cinema, my main focus

being the representation of cultural hybridity aadturally hybrid identities.
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CHAPTER 2
Theorising Diaspora and Cultural Hybridity

Contemporary sociopolitical and scholarly debate&ermany focus in the main on the
notion of multiculturalism and interculturalism whengaging with Turkish migrants
and those descended from migrant families. Wolfgafegsch (1999) argues that these
concepts draw on Johann Gottfried Herder, who dansiculture to be rather folk-
bound and static. However, recent scholarly debatgsecially through the concepts of
transculturalism (Welsch 1999) and hybridity (Bhabh994), claim that a static
understanding of culture is not sustainable. Tien teybridity in particular is gaining
more currency (Schneider 1997). Referring to thisn Nghi Ha speaks of a ‘fashion
term’ (Ha 2004a: 153). Likewise, Robin Cohen (20@ntifies hybridity in his book
Global Diasporas: An Introductioras a ‘newly-fashionable word’ (xiv). There are
hybrid motorcars, computer systems, aestheticyresl and identities. When analysing
postmodern societies, hybridity is cited as onethef most prevalent characteristics
(Schneider 1997: 13). The attractiveness of Bhabteminology in this field might be
due to the fact that migrant cinema in Germanyfisnoengaged with cultural identity.
Bhabha'’s approach constitutes an appropriate vargamt for exploring not just new
developments in Turkish German films but also narzge of representations in Turkish
cinema. Therefore, a detailed analysis of the teuttural hybridity’ is crucial in the
context of this dissertation. Thus, it is vital éxamine Bhabha’s theorisation of
hybridity and thethird spaceand to show how these terms can be used in erplori
different aspects not only of the representationTafkish immigrants in German,
Turkish German, and Turkish cinema, but also inlysmag the visual styles of these
movies.

Before any attempt to examine hybridity in theseenias can be made, it is
essential to elucidate the notion of hybridity witeference to related terms like
‘diaspora’, ‘migration’, ‘postcolonialism’, ‘transtionalism’, and inevitably ‘culture’
and ‘identity’. In order to undertake this, it istal to draw on several academic
disciplines including postcolonial studies, cultilstudies, sociology, and anthropology.
Hence, this chapter builds on an interdisciplinapproach and references a diverse
range of scholarly works. Given that diaspora ayloridity are related to each other in
various ways and hybrid formations can be founceeisly in diasporic encounters,
this chapter is divided into two main parts. Thestfipart explores the concept of

diaspora and diasporic identities in particularetation to hybridity. The purpose of
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theorising diaspora is to explain in the analytipart of the thesis, what makes
diasporic communities and their cultural producsidrybrid. It begins by attempting to
define diaspora, before examining whether the Blrldkommunity in Germany can be
considered a diaspora. This part focuses on ideas $cholars such as William Safran,
Robin Cohen, Avtar Brah, Pnina Werbner, Khachigéh@n, Rogers Brubaker, and
James Clifford (2.1) and concludes with a discusssd how diaspora is linked to
cultural identity and the concept of hybridity byading on Stuart Hall (2.2). The
second part deals with the notion of hybridity. ekftliscussing the historical meaning
of the term (2.3), Mikhail Bakhtin's concept of djaistic hybridity and related terms
such as ‘heteroglossia’, ‘dialogue’ and ‘doubleesuiness’ and the concept of
language-crossing with reference to diasporic ceamd Turkish German and Turkish
cinema in particular will be covert (2.3.1). Thdteg the concept of cultural hybridity,
which was developed in the context of postcolothi@ory, will be examined (2.3.2),
with a very brief introduction to postcolonial arism before continuing with the
theoretical approach to Bhabha’s notion of hybyidibd thethird spacein postcolonial
discourse. A full discussion of postcolonial theties beyond the scope of this study.
This section will consider to what extent the tdrybridity that emerged in postcolonial
discourse is applicable to the case of Turkish Germmigration relations in today’s
society. The final section (2.4) attempts to explaesthetic hybridity and includes

scholarly works on polyglot cinema.

2.1 Theorising Diaspora and Diasporic Identities

Jana Evans Braziel and Anita Mannur (2003) notettienotion of diaspora originates
from the Greeldiasperienand mergeslia (through or across) argperien(to sow or to
scatter) and can be dated to about 3 BC. The tamfwst ‘usedn the Septuaginthe
Greek translation of the Hebrew scriptures expjiaiitended for the Hellenic Jewish
communities in Alexandria (...) to describe the Jdéwisg in exile from the homeland
of Palestine’ (Braziel and Mannur: 2003: 1). Théhaus point out that the term had a
negative connotation due to its association withghght of this community. Similarly,
Robin Cohen stresses that this experience haslim&ed not only to displacement but

also to trauma.
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The destruction of Jerusalem and razing of thesaalits Temple in 586 BC created the
central folk memory of the pessimistic, victim diasa tradition — in particular the
experience of enslavement, exile and displacem&he Jewish leader of the time,
Zedekiah, vacillated for a decade, and then impelgisanctioned a rebellion against the
powerful Mesopotamian Empire. No mercy for his imenoce was shown by the
Babylonian king, Nebuchadnezzar. His soldiers fdr£edekiah to witness the execution of
his sons; the Jewish leader was then blinded aadged in chains to Babylon. Peasants
were left behind in Judah to till the soil, but tkesy military, civic and religious personnel
accompanied Zedekiah to captivity in Babylon. Jeéad been compelled to desert the land
‘promised’ to them by God to Moses and thereafte,tradition suggests, forever became
dispersed (Cohen 2008: 22)

According to Cohen, although diaspora was initialbed to describe in particular the
Jewish experience, the connection with trauma algplies to the ‘first’ African
diaspord, which is rooted in the African slave trade; then®nian diaspora, which is
linked to the massacres in the 1890s and theietbdisplacement by the Turks in 1915
and 1916; the Irish diaspora following the famirfel845-1852; and the Palestinian
diaspora related to the refugee movements aftestdite of Israel was proclaimed in
1948 (Cohen 2008: 2-4)The author classifies these five diasporas asotymital
diaspora. In Cohen’s categorisation of diaspordistuinto four phases, the prototypical
diasporas constitute the first phase and are mabkes traumatic and forced dispersal
from a homeland and the communities’ collective magmof that original homeland
(Cohen 2008: 4. Therefore, the Jewish, African, Armenian, IrisindaPalestinian
diaspora can be classified as ‘victim diasporagh@&h 2008: 2).

However, most notably since the 1980s the terndeaeloped into a concept that
captures present experiences of migration and.dxilehis context, Khachig T6lolyan
notes that the term ‘that once described Jewiskeksand Armenian dispersion now
shares meaning with a larger semantic domain thadtides words like immigrant,
expatriate, refugee, guest-worker, exile communibyerseas community, ethnic
community’ (Tolélyan 1991: 4). In his attempt tonesv the historical meaning of
diaspora and to adapt it to today’'s modern socgetWilliam Safran suggests a
definition of diaspora whereby the Jewish diaspooastitutes the ‘ideal type of

" Cohen suggests that a ‘second’ form of a new Afridiaspora which is caused by emigration
movements predominantly due to famine, civil warg] political turmoil emerged in the postcolonial
20" century (Cohen 2008: 3).
8 See Cohen (2008: 21-38) for a detailed exploratithe Jewish diaspora and (39-60) for the African
and Armenian diasporas.
® See Cohen (2008: 1-12) for the exploration ofethelution of four phases in diaspora studies.
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diaspora’ (Safran 199]84).10 Safran further states that even though other draspo
such as the Turkish diaspora, cannot entirely comfto the ideal form of the Jewish
diaspora, it is possible to speak about a Turkeshd (several other) diasporas in
Germany in the frame of his definition of diaspdafran explains his idea of a Turkish
diaspora by drawing on an opinion poll from 198&wimg the Turks’ hopes of

returning to their original homeland within a shperiod of time. For Safran, this urge
to return demonstrates the Turks’ ‘highly developkaispora consciousness’ (Safran
1991: 86).

Many scholars in the field of diaspora studies,hsae James Clifford (1994),
Rogers Brubaker (2005), and Cohen (2008), haveeisgetl Safran’s ground-breaking
definition of diaspora mainly for its primary foces the original homeland. A closer
look at the definition reveals that four of the diaspora features are linked to a real or
imagined homeland: firstly, the retention of a eotive memory including the history
and achievements of the homeland; secondly, theflibht this homeland is the ideal
home and the place they wish to return one dasdlthia collective commitment to the
maintenance, safety and prosperity of the homeland; fourthly, the continuity of a
relationship with the homeland that shapes the conmnes’ solidarity and ethnic and
communal consciousness (Safran 1991: 83f.). AlthoGgfran states that meeting
several of the six criteria is adequate to idendifgommunity as a diaspora, it seems
unlikely that the outlined four homeland-bound teas all apply to the Turkish
community in Germany. It seems plausible to asstimethis community continues a
relationship to Turkey mainly through frequent tasand by following the Turkish
media. However, the criterion of regarding Turkeytle ideal home to return to one
day as well as collectively committing to the mamdnce, safety and prosperity of
Turkey seems questionable especially in relatiortht third- and fourth-generation
immigrants. This assumption needs to be researfirditer. Responding to Safran’s
homeland related criteria, Clifford remarks thaemvhe ‘ideal’ type of the Jewish

diaspora does not meet the last three featureshefdefined diaspora: ‘a strong

1% safran defines diaspora as expatriate minorityrnanities whose members share several of the
following characteristics: 1) they, or their ancgst have been dispersed from a specific origiceter’
to two or more ‘peripheral’, or foreign, regiong;tBey retain a collective memory, vision, or mgthout
their original homeland — its physical locatiorstbry, and achievements; 3) they believe that greynot
— and perhaps cannot be — fully accepted by thsit $ociety and therefore feel partly alienated and
insulated from it; 4) they regard their ancesti@inkland as their true, ideal home and as the péace
which they or their descendants would (or shouw@néually return — when conditions are appropriaje;
they believe that they should, collectively, be caitted to the maintenance or restoration of their
original homeland and to its safety and prospesdtd 6) they continue to relate, personally or
vicariously, to that homeland in one way or angthed their ethnocommunal consciousness and
solidarity are importantly defined by the existentsuch a relationship (Safran 1991: 83-84).
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attachment to and the desire for a literal retora tvell-preserved homeland’ (Clifford
1994: 305).

Drawing on Clifford’s advice to ‘recognize the simp entailment of Jewish
history on the language of diaspora without makirgg history a definitive model’ and
to take the ‘Jewish (and Greek and Armenian) diesp¢...) as honnormative starting
points for a discourse that is traveling or hylmidg in new global conditions’ (Clifford
1994: 306), scholars working on diaspora have elaérhe definition of the concept of
diaspora. Brubaker points out that the extensi@ble scholars to also include among
others ‘labour migrants who maintain (to some depemotional and social ties with a
homeland’ (Brubaker 2005: 2). This interpretationdiaspora includes the Turkish
community in Germany. Similarly to scholars suchGisford (1994) and Brubaker
(2005), Cohen (2008) picks up on Safran’s definition, miedifit and names nine

common features of a diaspora:

1. Dispersal from an original homeland, often tratioally, to two or more foreign regions;
2. alternatively or additionally, the expansionnfra homeland in search of work, in pursuit
of trade or to further colonial ambitions;

3. a collective memory and myth about the homelandluding its location, history,
suffering and achievements;

4. an idealization of the real or imagined ancé$ioane and a collective commitment to its
maintenance, restoration, safety and prosperigmn ¢w its creation;

5. the frequent development of a return movemerthéohomeland that gains collective
approbation even if many in the group are satisfiéth only a vicarious relationship or
intermittent visits to the homeland,;

6. a strong ethnic group consciousness sustainedaolong time and based on a sense of
distinctiveness, a common history, the transmisgsibm common cultural and religious
heritage and the belief in a common fate;

7. a troubled relationship with host societies, gagging a lack of acceptance or the
possibility that another calamity might befall ipeup;

8. a sense of empathy and co-responsibility witlettmic members in other countries of
settlement even where home has become more véstigih

9. the possibility of a distinctive creative, emiirg life in host countries with a tolerance
for pluralism (Cohen 2008: 17).

Cohen presents here an extended definition of dmeept of diaspora. While
Safran’s definition assumes a forced dispersal iamglies the wish to return to the
homeland, Cohen, by contrast, refers with his sgaviterion to dispersal of any kind

whereby a (constant) link to the homeland existhout a definitive wish to return. The
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last feature in particular of the modified defiaitidemonstrates a constructive approach
to the notion of diaspora in assuming a creative @mriching life in a heterogeneous
host environment. This point seems applicable & Thrkish community in Germany
and in particular to Turkish German filmmaking, wainirepresents a transnational
creativity likely to enrich the society as a whole. addition to those nine features,
Cohen (2008) determines five ‘ideal types of diagapdy giving examples to each
form: Victim including Jews, Africans, Armenians, and prese-defugee groups;
imperial (colonial or settler diasporas) like British or $3ians;trade which embraces
business Chinese and Indian business peapé¢erritorialised (Caribbean people,
Roma, and religious diaspords) and labour diaspora (also termedproletarian
diasporg including, among others, Indians, Chinese, andk3y{Cohen 2008: 18).
Cohen’s broader definition seems to be the mostpcenensive one so far and can
therefore be used to assist in defining whetheexaiicit dispersed group embodies a
diaspora. However, the author draws attention & pbint that not all of these nine
criteria need to be meet. In using the expressmmmon Cohen aims to show that not
every diaspora will feature each criterion (Coh@& 16). In the same way, Clifford
refers to Safran’s definition and points out: ‘Wdadr the working list of diasporic
features, no society can be expected to qualifyalbrtounts, throughout its history’
(Clifford 1994: 306). With regard to different defions of diaspora and proposed
features of diaspora, Brubaker suggests three lk@yemts which are essential: firstly, a
traumatically or voluntarydispersion secondly, ahomeland-orientatiorto a real or
imagined homeland; and thirdly,t@undary-maintenancthat leads to group solidarity
(Brubaker 2005: 5ff.).

When exploring Turkish guest-workers and their desants in Germany,
(German) scholars generally refer to this groupiramigrants, second- or third-
generation immigrants and as people with a mignabiackground. The term migrant
seems to be more often applied to Turks living eri@any than the notion of diaspora.
Hence, at this point, it is useful to examine htw terms migrant and diaspora can be
distinguished and how they are interrelated. Irbdsic definition, ‘migration involves
the (more or less) permanent movement of indivelwal groups across symbolic or
political boundaries into new residential areas aachmunities’ (Scott and Marshall
2009: 470). Similarly, the International Organipatifor Migration defines migration as

the ‘movement of a person or a group of personleeacross an international border,

' Cohen notes that the terms hybridity and cultaralmainly linked to this type of diaspora (Cohen
2008: 18).
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or within a State (...) encompassing any kind of nmoeet of people, whatever its
length, composition and causes’ (IOM 2011: 62f.)otiB definitions imply that
migration can be either permanent or short-termatRe to this idea, Cohen cites
Richard Marienstras who suggests that ‘time hgsags’ (Marienstras 1989 as cited in
Cohen 2008: 16) before it becomes clear that aatggrcommunity can be seen as a
diaspora. This implies that migration is invarial@yprerequisite for diaspora. In this
respect, T6lolyan supposes that ‘migrations hagedea proliferation of diasporas and
to a redefinition of their importance and rolesbl@yan 1991: 4). It follows from this
that migration can be regarded as a preconditiontiie eventual formation of a
diasporic community. However, in today’s world, ked by transnational mobility and
flexibility, there are also forms of migration thad not result necessarily in a diaspora —
as for example in the case of temporary professitaimur migration or short-term
refugees. Diaspora, in contrast to migration, abuaguires a permanent settlement and
collectivity.

Brubaker’s three core elements of diaspora and ©€shene diaspora features,
together with his suggested five ideal types, mevirelevant and useful tools.
Alongside the relation described between migrateomd diaspora, they help to
determine whether the Turkish community in Germaagstitutes a diaspora. In this
framework, it is worth mentioning that diasporaischolarly term that is rarely used in
the media or in the public sphere. The Turkish atign to Germany in the early 1960s
is the precondition for a formation of a diaspooammunity. As explored in Chapter 1,
Turks living in Germany, have settled there witkithdescendants for more than five
decades and participate in the social, political] aultural everyday life of the host
society and still have links to Turkey. A steadiisowing number of scholars working
on diaspora already refer to the Turkish commumtyGermany as a diaspora (e.g.
Safran 1991: 84; Brubaker 2005: 2; Huyssen 2007A8Padurai 1996: 4; Cohen 2008:
18). One gquestion that needs to be asked, howswehat sort of diaspora the Turkish
community in Germany represents. According to Cal2808), the Turkish community
can be classified as a labour diaspora. Since thigiration was motivated by a search
for work, at first, Cohen’s suggestion seems appatga Cohen states that migration in
search of work does not necessarily evolve intaagpibra, in particular if migrated
individuals or small groups intended to assimilaiethe host society and are easily
accepted. In this case, a diasporic consciousméssh is one of the crucial features of
a diaspora, may not emerge. Whereas retaining gtegpin the form of religion,

language, and cultural norms over a lengthy peaaahyth of a link to homeland, and a
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social exclusion in host countries enable a comiguwfilabour migrants to be labelled
a diaspora (Cohen 2008: 61). Based on the factthleaTurkish migration to Germany
was generated by emigration in search of work dedldng existing group bonds as
well as the connection to the homeland and differlenels of social exclusion
experienced, allows us to conceptualise the Turkminmunity as a labour diaspora.
However, taking into account the political refugesbo emigrated in the 1980s and the
Kurds, and thus the heterogeneity of this commuRityna Werbner’'s terncomplexor
segmenteddiasporas’ also seems applicable (Werbner 20040).9®@ith this
conceptualisation, she aims to capture ‘modernpdias’ coming from a broader
geographical region who share — regardless of tmaional homelands, language or
religion — ‘similar cultural preoccupations, tastesiisines, music, sport, poetry,
fashion’ like ‘South Asians, Middle Eastern Aralkstin Americans, Africans [and]
Afro-Caribbeans’ (Werbner 2004: 899). She furthates that

members of such diasporas may unite together iresmntexts and oppose each other in
other contexts (...). In such complex, segmentedpdias the fact that people from a
particular region share a rich material culturecohsumption, both high cultural and

popular, and sometimes a dominant religion (...)at®e public arenas and economic
channels for cooperation and communal enjoymenighwtut across the national origins or
religious beliefs (Werbner 2004: 900).

Despite the fact that the author applies the cdndepcommunities from vast
geographical regions such as South Asia, Middlg &aéfrica, the idea of a complex
and segmented diaspora seems to be applicables tcage of people from Turkey in
Germany. This would respect the community’s hetenegy marked by diverse
religions, ethnicities, languages, political a#ffions and also take into account
similarities in their shared culture and historyn this respect but in a broader
framework, Brah (1996) draws attention to the fécht ‘diaspora represents a
heterogeneous category differentiated along theslof class, gender and so on’ (196).
This also applies to the Turkish community thadiiéerentiated not only by religion,
language or ethnicity, but also by gender and class

A detailed look at the heterogenic structure of Thekish diaspora reveals a
highly segmented community in regard to religianduage, and politics. Taking the
latter as an example, Ogelman et al. (2002) hawensthow the Turkish community in
Germany is as deeply politically partisan as itinsTurkey. Political organisations

representing diverse interests such as the Islanpan-Turkic nationalists, Kurds, and
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Alawis have been established in Germany (and aVestern European countries) who
dependent on their stance on Turkey's Kemalistlapotry to influence Germany’s
policy on Turkey. Most of their goals are along #genda of Turkish politics and are
likely to either totally support the existing Kensalstate or to oppose it (Ogelman et al.
2002: 148). Whilst Islamic associations seek teehs harsh secularism in Turkey, the
Ultranationalists aim to strengthen the Turkishnethdentity in Turkey and Turkic
peoples. In his investigation of nationalism in fherkish diaspora, Landau (2010)
notes that the ‘clearest evidence of the attachneetite homeland may be observed in
the ultra-nationalist organizations’ (232). Turkeyetligious minority, the Alawis, call
attention to their oppression by the Sunni Muslinajonty, whereas the Kurdish
associations focus on self-determination and callindependence for the Kurds. These
four key strands concentrate on generating chamgeurkey by influencing German
policy. However, another highly organised commuatity the Pro-Kemalists whose aim
is to positively influence German policy on Turkagd to weaken the anti-Kemalist
Kurdish and Islamist organisations. (Ogelman e2@02: 148-152)* These five main
Turkish political directions in Germany that areosgly affiliated with Western
European organisations, illustrate clearly not drdyv segmented the Turkish diaspora
in Germany is, but also the strength of its relalops with the Turkish diaspora in
other countries and in particular the communitieemmitment to the homeland's
preservation, restoration, and safety. With regerdthe impact of these different

Turkish political organisations in Germany Ogelneaml. note:

The most striking feature of the preferences wit@Giermany’s Turkish diaspora is the
intense, highly conflictual fragmentation they hamerated in the community. Germany’s
Turks are so intensely divided in their preferenabsut the Federal Republic’'s policies
toward Turkey that they are unable to work toge#féectively to pursue common goals,
such as greater political empowerment (Ogelmah €082: 152).

The Turkish diaspora’s focus on Turkish politicshea than on politics in Germany
shows how important homeland remains to them anttlamply a wish to return there
one day. Although the Turkish diaspora is hetereges, its members all have
similarities in their shared culture and histonhisl creates the group consciousness,

requisite for any diaspora.

12 See Ogelman et al. (2002: 145-157) for a complisteussion of Turkish organisations in Germany and
their impact on Germany'’s policy on Turkey.
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A significantly high number of the Turkish migrantdo came to Germany as
guest-workers in the 1960s and, as Turkish and iKlirpgolitical refugees between the
1980s and late 1990s, have become permanent seitier time. The question arises as
to what extent former guest-workers, resident imn@@my for almost 60 years, and
today’s third- and fourth-generation immigrants,ontave dual citizenship until the age
of 23, can still be regarded as a diaspora. Whérhey simply be considered ‘Burger’,
citizens of Germany or German citizens? | beliehet being either, part of a Turkish
diaspora and a German citizen, are not mutualljjuske. Since the Turkish and
Kurdish community in Germany share many featuras diefine a diaspora, | argue that
they can be seen as a diaspora. Besides maintaanoalective memory of Turkey,
many of them continue strong relationships witheagied families in Turkey and still
have vague dreams of returning to Turkey one daghwtan be seen in current return
migrations of the second- and third-generation igramts in particular (Kaya and
Adaman 2011; Aydin 2011). The mentioned politicelivaties of different diaspora
groups focusing on Turkey, on the one hand, cleaigal a collective commitment to
either the homeland’s maintenance or restorationth® other hand, it shows a sense of
togetherness with co-ethnic members living in splea in mostly European countries
to whom also often kinship relations exist. Lasipd perhaps most importantly in the
context of this thesis, members of the Turkish ghaa with their multilingualism and
cross-cultural encounters are constantly creatiglgrith cultural artefacts — as for
example the films of Turkish German filmmakers -d are therefore enriching the
social and cultural sphere in Germany. Hence, msidering the fact that an increasing
body of scholars working in the field of diasporbieady refer to the Turkish
community in Germany as a diaspora and that keturfea defining a diaspora are
applicable to this community, it seems plausiblargue that the Turkish community in
Germany constitutes a (complex and segmented) atiasfi has to be mentioned here,
that more empirical research is needed to elucitte@eTurkish community’s distinct
diasporic features. In this context, for instantel®s on (the change in) cultural self-
identification, relations and loyalty to homelarehd problems of exclusion in the host
country, would provide a better scholarly basigdntify the type of diaspora that best

encompasses the Turkish community in Germany.

43



2.2 Diaspora and Hybridity — The Negotiation of Cuiural Identity in the Diaspora
Space

As mentioned briefly in the section about diaspéngyridity is strongly linked to the
concept of diaspora and in particular to diaspadientities. John McLeod (2000)
explains the advantage of using the expressiorpdiasidentities instead of migrant
identities in relation to the second and third getiens of a diaspora. The author
stresses the significance of differences in a dias@nd notes that not all individuals
living in a diaspora have experienced migration [(®twd 2000: 207f.). In the case of
the Turkish community in Germany, the second-, dthiand meanwhile fourth-
generation migrants (or their descendants), who dam German citizenship or
acquire it by birth, were not involved in the adtomgration process. Nonetheless, since
they are born to a migrant or later diasporic comityy they are influenced by the
migration experience of their parents and grandparand therefore might feel attached
to the diasporic community and share a diasporitcscousness. In agreeing with
McLeod, it seems more authentic to apply the exgesof diasporic identities or
diaspora identities rather than use migrant idiestit

Before exploring diasporic identities in detail etitonnecting elements of the
concepts diaspora and hybridity need to be corsidekccording to Virinder S. Kalra
et al.,, ‘authors writing on diaspora very often agg with the mixed notion of
hybridity’ (Kalra et al. 2005: 70). Indeed, the agbnship between diaspora and
hybridity has been widely investigated by schokush as Papastergiadis (200Kalra
et al. (2005), Hall (1990Kalra et al. explain the link between both concest$ollows:

In its most recent descriptive, and realist usagbridity appears as a convenient category
at ‘the edge’ or contact point of diaspora, deseglrultural mixture where the diasporized

meets the host in the scene of migration (Kala.e2005: 70).

According to this perspective, taking migrationagsre-condition, once there is an
interaction, an encounter between diasporic idestivith the host society or with other
diasporas, culture and identity are negotiated aryoridity occurs precisely at this
moment of cultural negotiation and has an effectlaninvolved subjects’ identities.
This negation happens in what Bhabha has termedhtite spaceof enunciationor

Brah labels theliaspora spacé®

13 See Chapter 2.3.2 for a detailed exploration efhird space
44



In Cartographies of Diaspora: Contesting Identiti€rah (1996) introduces the
concept ofdiaspora spacén contrast taliaspora

Diaspora space is the intersectionality of diaspbmder, and dis/location as a point of
confluence of economic, political, cultural, andygsic processes. It is where multiple

subject positions are juxtaposed, contested, droeth or disavowed; where the permitted
and prohibited perpetually interrogate, and whdre accepted and the transgressive
imperceptibly mingle even while these syncretiarfermay be disclaimed in the name of
purity and tradition (Brah 1996: 205).

This space is marked by various types of borderssing: geographical,
socioeconomical, cultural, and psychological. Imtcast to the notion of diaspora, in
the diaspora spacediasporic identitiesand those who are seen as indigenous are
located. Brah notes that ‘the diaspora space isiteewherethe native is as much a
diasporian as the diasporian is the natiyBrah 1996: 205, emphasis in original). In
this sense, Germany can be seen adiispora spacevhereas Turks, Poles, or Iranians
in Germany are diasporas. The contact of all imtdigls in thediaspora spac&ermany
continually results in new formations of culturedaidentity for all parties involved.
Brah’s concept of thdiaspora spacgrovides an alternative to the notion of nation by
enabling Germany to be seen adiaspora spacand not as a nation, which emphasises
various border crossings instead of fixed cultudentity, class, and gender. The
diaspora spacés marked by multiple axes of differentiation swhgender, sexuality,
class, and racism and social relations, experieandddentity are located within these
multiaxial fields of power relations (Brah 1996:3)0 Thus, thediaspora spacds
similar to thethird space being a spacén-betweefi* and having the potential to
deconstruct any boundaries. Bhabhthisd spaceas well Brah’sliaspora spacewhere
new, hybrid forms of culture and identity emergealtenge a static understanding of
culture and identity as pure and fixed and thuscitrecept of multiculturalism. Claire
Alexander discusses the relation between hybriditg diaspora and comes to the
conclusion that in the concepts of tird spaceand thediaspora space‘diaspora is
itself a hybrid formation, while hybridity is theevitable result of diaspora encounters’
(Alexander 2010: 490). Even though there is evigeat relationship between the
concepts of hybridity and diaspora, they are ntgraghangeable. Whereas tttard

spaceconstructs a space where culture and identity miqodar are negotiated, the

14 Bhabha also refers to thigird spaceas thein-betweenSee Chapter 2.3.2 for the exploration of the
relation of both terms.
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diaspora spacdias the potential to include variables such aslgeand class. Hence,
Brah’s concept encompasses cultural alongside Isoeieonomic, and political
formations and can be regarded as an adequatensesfthose who criticise Bhabha's
notion of hybridity and thehird spacefor neglecting categories like gender and class
structures, and social power relations at large.

In ‘Locating Migrant and Diasporic Cinema in Confgonary Europe’ Berghahn
Berghahn and Sternberg draw on Bratiiaspora spaceand suggest that the concept
enables the inclusion of films by non-diasporienfihakers that engage with diasporic
individuals as part of migrant and diasporic cinefBarghahn and Sternberg 2010c:
17).

Alexander (2010) also sees a connection of thegetiaspora and hybridity that
understand culture and identity as fluent and tejlee idea of fixed boundaries. By

including the notion of nation, she argues:

Hybridity and diaspora focus (...) on the movemembss borders/boundaries on processes
of translation and cultural fusion which transcemd transgress the nation, and disrupt the
ascription of neat, bounded and homogeneous clithirerity identities. The focus of

both concepts is very much on the creation of ihe(Alexander 2010: 489).

Considering the meaning of nation in this contdlra et al. note that diaspora and
hybridity have both subverted ‘naturalized formsidéntity centred on the nation’
(Kalra et al. 2005: 2). Similarly, McLeod discusgbge term hybridity in relation to

diaspora and national identity:

The concept of hybridity has proved very importimtdiaspora peoples (...) as a way of
thinking beyond exclusionary, fixed, binary notiafddentity based on ideas of rootedness
and cultural, racial and national purity. Hybriceidities are never total and complete in
themselves (...). Instead they remain perpetually niotion, pursuing errant and

unpredictable routes, open to change and reingmmifticLeod 2000: 219).

McLeod comes to the conclusion that hybridity, dsren of cultural crossing, occurs in

diasporic encounters and leads to new forms oftityemamely hybrid identities.

Stuart Hall has discussed how the concept of draspm interlinked with the
question of identity and hybridity. In his famoussay ‘Cultural Identity and Diaspora’,

Hall, by considering the visual representation Afir6-Caribbean (and Asian) ‘blacks’

46



of the diasporas of the West’ (Hall 1990: 222), lexgs the formation of (cultural)
identity in a diasporic context. Hall stresses passible ways to see cultural identity:
The first essentialist and traditional perspecta/éighly focused on a ‘collective one
‘true self” based on a common culture and sharéstoty, whereas the second
appreciates ‘critical points of deep and significdifferencewhich constitute ‘what we
really are’; or rather—since history has interveneghat we have become” (Hall
1990: 223ff.). In this second perspective, cultudantity is being and becoming and

therefore has its place in the past and in thedutu

Cultural identities come from somewhere, have hisso But like everything which is historical,
they undergo constant transformation. Far from dpeaiternally fixed in some essentialised past,

they are subject to the continuous ‘play’ of higtaulture and power (Hall 1990: 225).

In combining these two perspectives, Hall focuseshe black Caribbean identity and
suggests that identities are framed by two conatioperating axes. The first represents
‘similarity and continuity’, which is located in ¢hpast, provides grounding in the past
as well as continuity with the past, whereas tluosé one is the axis of ‘difference and
rupture’ and ‘reminds us that what we share is ipedg the experience of profound
discontinuity’ (Hall 1990: 226f.). Hall then dravesy Bakhtin's concept oflialogism
and stresses that both axes are continuously ifalagit affair’® This implies that
difference is always dependent upon a positiorelation to something else, e.g. the
other or the ethnic minority group is defined in relatito the dominant culture. In
conclusion, Hall offers an alternative definitiohdsaspora and identity contrasting ‘the
old, the imperialising, the hegemonising form dhtacity”” (Hall 1990: 235):

Diaspora does not refer us to those scatteredstrdese identity can only be secured in
relation to some sacred homeland to which they ratigtll costs return, even if it means
pushing other people into the sea (...). The diaspaperience as | intend it here is defined
not by essence or purity, but by the recognitiora afecessary heterogeneity and diversity;
by a conception of ‘identity’ which lives with anthrough, not despite, difference; by
hybridity. Diaspora identities are those which are constamtbducing and reproducing
themselves anew, through transformation and diffeggHall 1990: 235).

Hall here suggests that identity is a never a cetedl production rather than an

accomplished fact and that diasporic identities raaturally heterogenic and hybrid.

!> See Chapter 2.3.1 for a detailed consideratidaghtin’s conceptualisation of dialogism.
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This observation makes hybridity a crucial paridentity formation in a diaspora. In

constituting identitywithin representation, Hall also suggests that cinema is

‘not (...) a second-order mirror held up to refle¢tavalready exists, but (...) [a] form of
representation which is able to constitute us as kieds of subjects, and thereby enable

us to discover places from which to speak’ (236f.).

The following section examines hybridity in relaticdo language, culture,
(diasporic) identities, and aesthetics. After a&bexploration of the historical meaning
of hybridity, the chapter addresses first linguisthybridity and then the
conceptualisation of cultural hybridity in the podbnial context in depth.

2.3 Theorising Hybridity: From Mikhail Bakhtin to H omi Bhabha

Regarding the origin of the term hybridity, Nikoagdastergiadis writes: ‘A quick glance
at the history of hybridity reveals a bizarre aradyideas’ (Papastergiadis 2000: 169).
Robert Young explores the emergence and the ofigmeaning of the notion of
hybridity in detail in his boolColonial Desire. Hybridity in Theory, Culture anchée
and states that the term hybrid has its roots en'ltiological and botanical’ fields and
comments further that the Latin word, which firpipaared in the 1700s, was widely
used in the 19 century, to mean ‘the offspring of a tame sow anslild boar’ (Young
1995: 5). An animal or a plant created from the tome of two different species was
called a hybrid. However, animals from the samecigsewere regarded as fertile,
whereas hybrids were seen as weak and infertileinyogives the example of the
(unproductive) hybrid offspring of a horse and akiy, the mule (Young 1995: &).
By the mid-14' century (drawing parallels with the world of anis)athe term began to
be used in discourses about race and racial mix&wedebates about racial hybridity
focused on sex between white and black people eshdol anti-miscegenation laws in
South Africa and the United States (Young 199%@&ra et al. 2005: 53). These laws
were motivated by fear about the loss of racialtpand stemmed from a belief that the
black races were inferior and that, therefore,rmat@al marriage and sexual relations

outside marriage had to be avoided. In particutadiscourses about race and sex,

181t might be worth mentioning that the term ‘mutait derived from mule, the unproductive offspring
of a donkey and a horse (Young 1995: 8).
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hybridity was (for the most part) viewed as degtiaaa This very brief history of the
origins of the term hybridity shows, Bapastergiadis appropriately summarises, ‘quasi-
scientific claims that hybrids were sterile, phgdlig weak, mentally inferior and
morally confused’ (Papastergiadis 2000: 15). Thridity had an entirely negative
connotation. The meaning of hybridity became mdfienaative when Bhabha used the
term in his late 20 century works. These ideasill be explored further when
investigating Bhabha's use of the term hybridity.

2.3.1 Linguistic Hybridity

In spheres of cultural encounters that are govehyednequal power relations such as
in colonialism as well as in slavery, a hybridifyi@anguage occurs. According to Young
‘Pidgin and creolized languages constitute powenioldels because they preserve the
real historical forms of cultural contact’ (Youn§95: 5). Pidgin, for example, emerges
as a very simple language in the contact zone ofdifferent languages when parties
mix their language, borrowing words from each otteeenable communication. The
vocabulary from one language is imposed upon thguistic structures of another
language (Young 1995: 5; Kalra et al. 2005: 75edl¥, on the contrary, is a more
complete language that develops over time whenimpidgms settle and become more
complex. In the case of guest-workers in Germarthen1960s and 1970s, the language
that they developed to communicate with their Germamployers and neighbours and
guest-workers from different countries was tern@astarbeiterdeutscliguest-worker
German), which some linguists regard Rslgin-Deutsch(Pidgin German) (Csehd
2009; Meisel 1975; Heidelberger Forschungsprojeéki5). Alexander points out the
important link between hybridity in its philologicand cultural form and remarks that
‘the linguistic model of hybridity has proved a itful one for theorists of cultural
hybridity, drawing particularly on Mikhail Bakhtig’(...) work’ (Alexander 2010: 500).
Thus, at this point, it is crucial to explore Bakfg conceptualisation of linguistic
hybridity and discuss certain significant terms hswas heteroglossiaand double-
voicednesghat are connected with the idea of philologicgbrdity. It is essential to
examine Bakhtin’s theory in the context of thisseigation for three reasons. Firstly,
Homi Bhabha's conceptualisation of hybridity andmmary draws on Bakhtin's
achievements, who had already used the notion lofidity positively at the very start

of the 2¢" century. Since Bhabha's understanding of hybridityms the main
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theoretical concept in the analysis of Turkish Gamntinema, German cinema, and
Turkish cinema within the scope of this thesisjsitimportant to explore the link
between both these theorists and their perceptibnhydridity. Secondly, the
phenomenon of code-switching and code-mixing asra bf hybrid language mingling
that can be found in films dealing with migratiaates to the Bakhtinian approach to
language hybridity. As Turkish German languagegirgswill be dealt with in detail in
the actual film analysis, it is useful to investgahow this hybrid philological
occurrence relates to Bakhtin’s notion of linguidtiybridity. Finally, several scholars
such as Kobena Mercer (1994), Hamid Naficy (20Bayl Willemen (1994), and Nikos
Papastergiadis (2000) working in the field of dasp cinema have already engaged
with Bakhtin’s conceptualisation of language andbridity and applied concepts like
heteroglossiaand dialogic voicingto various phenomena in diasporic films. It isoals
worth mentioning the German linguist Jannis Andsopbulos (2012a, 2012b), who
addresses Bakhtin’s notions in relation to (soti@uistic aspects in Turkish German
cinema. The relevance of all three aspects, todokeeased in more detail later in this
section, for the purpose of this thesis rendersteal evaluation of Bakhtin’s concept
of linguistic hybridity a crucial tool in the analg of Turkish, German, and Turkish

German cinema.

Bakhtin’s conceptualisations dieteroglossiain his collection of essay3he
Dialogic Imagination(translated in 1981) deal with different kindsiofermixture of
many voices (polyphony) and different languagé®tdroglossin Heteroglossia
describes the diversity of languages in novels@ntrast to epic poetry) as for example
the author’s, the narrator’'s, and the charactemgliage. Bakhtin (1981) defines the
novel as ‘a diversity of social speech types (sameeven diversity of languages) and
a diversity of individual voices, artistically ongaed’ (262). Thusheteroglossiaefers
to

[tlhe internal stratification of any single natidf@nguage into social dialects, characteristic
group behaviour, professional jargons, genericuanggs, languages of generations and age
groups, tendentious languages, languages of theordtigs, of various circles and of
passing fashions (Bakhtin 1981: 262f.).

Bakhtin argues that different voices and sociatjleges exist within a single national

language. Regarding the genre of the novel he sketies: ‘Every novel, taken #se
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totality of all the languages and consciousnedamjuage embodied in it, is a hybrid’
(Bakhtin 1981: 366). He further remarks that thigbrdity is ‘intentional’ and
‘artistically organized’ (Bakhtin 1981: 366). Hybiiy is called what emerges in the

utterance.

What is hybridization? It is a mixture of two sdd@nguages within the limits of a single
utterance, an encounter, within the arena of agrarte, between two different linguistic
consciousnesses, separated from one another bgaeh,eby social differentiation or by
some other factor (Bakhtin 1981: 358).

Bakhtin then differentiates two types of hybriditgn intentional hybridity and an
unintentional historical or organic hybridity. THest is the artistically organised
hybridity that appears in novels, also termed thevélistic hybrid’ (Bakhtin 1981:
361). To elucidatedouble-voiced discourset is necessary to understand Bakhtin’s
categorisation of three different types of discearsn the novel genre. Morson and
Emerson (1990) summarise these discourses cleatheir book about Bakhtin called
Mikhail Bakhtin Creation of a ProsaicsThe first discourse is th#irect discourseand

is oriented to the object or topic of referencethlis form, the author speaks directly and
informatively about the object or topic and thehautis in the definitive authoritative
position (Morson and Emerson 1990: 148). The sedygpe (©bjectifieddiscourség is
the discourse of the represented person, and hleuspeech of the characters. It is again
the author's speech but this time filtered throutjie characters while always
subordinate to the authorial discourse (Morson Bnterson 1990: 149). Both these
discourses are classified simgle-voiced discoursesr monologicdiscoursesbecause
they represent one single consciousness. The tast fs termeddouble-voiced
discourse This type includes the voice and speech of charand authot’ In this, the
author is in an active dialogue with his charactemg the reader can perceive both
consciousnesses. Thaouble-voiced discoursean be either passive or active. The
double-voiced discoursis passive when the author uses the characteitg Yor his
own purposes. Thus, the character’'s (tileers) speech remains passive. However,
Bakhtin’s main interest lies in the active typee ttouble-voiced discoursédere, the
other influences the author’'s voice and speech. Thisnsactive process of two
discourses. Theothers voice influences the author's voice, who thersveers it

(Morson and Emerson 1990: 155).double-voiceddiscourses, one voice consciously

7 This third type characterises most of Dostojeveskibrks, the focus of much of Bakhtin’s analysis.
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unmasks and/or ironises thlwher within the same utterance: ‘intentional semantic
hybrids are inevitably internally dialogic’ (BakhtiL981: 360). In the following extract,
Bakhtin explains the constitution afbuble-voicednesand shows how hybridity and

double-voicednedsterrelate:

What we are calling a hybrid construction is arenathce that belongs, by its grammatical
(syntactic) and compositional markers, to a sirsgleaker, but that actually contains mixed
within it two utterances, two speech manners, tiytes, two ‘languages’, two semantic
and axiological belief systems. We repeat, therendsformal — compositional and
syntactic — boundary between these utterancesesstyinguages, belief systems; the
division of voices and languages takes place withanlimits of a single syntactic whole,
often within the limits of a simple sentence. kduently happens that even one and the
same word will belong simultaneously to two langemgwo belief systems that intersect in
a hybrid construction — and, consequently, the waas two contradictory meanings, two
accents (Bakhtin 1981: 304f).

Thus,double-voiced discoursé which two belief systems or two voices ocaan be
called dialogic. Bakhtin notes that such dialogic discourse always undermines an
authoritative discourse. The authoritative disceurs by its verynature incapable of
being double-voiced; it cannot enter into hybrichstuctions’ (Bakhtin 1981: 344).
Since hybridisation brings the authorities (in Bakls case the authors) into a new
context in which they are influenced by tlthers (the character’s) voice, the
authorities’ voice cannot persist.

A very similar idea of losing authority in discoassof power can be found in a
cultural framework in Bhabha’'s conceptualisatiommmicry. This will be elaborated in
the next chapter that attempts to investigate ytgrifrom a mainly cultural
perspective. After the analysis of theuble-voiced discoursin the novel genre, it

seems useful to see how Bakhtin describesltluble-voiced discoursa everyday life:

Someone else’s words introduced into our own spé@eslitably assume a new (our own)
interpretation and become subject to our evaluatiothem; that is, they become double-
voiced. All that can vary is the interrelationshigetween these two voices. The
transmission of someone else’s statement in the fifra question already leads to a clash
of two intentions within a single discourse: forsa doing we not only ask a question, but
make someone else’s statement problematical. Cactipal everyday speech is full of
other people’s words: with some of them we compfeteerge our own voice, forgetting

whose they are; others, which we take as authivgtatve use to reinforce our own words;
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still others, finally, we populate with our own @sgpions, alien or hostile to them (Bakhtin
1984: 195).

These ideas aboudouble-voicednessn everyday life relate to the second type of
hybridity. Besides the intentional hybridity, Bakhtefers to a second form. The so-
called unintentional hybridity appears in everydiég. Bakhtin stresses the importance

of this type of hybridity and remarks:

Unintentional, unconscious hybridization is one thE most important modes in the
historical life and evolution of all languages. \Wiay even say thdnguage and languages
change historically primarily by hybridization, Inyeans of anixing of various ‘languages’
co-existing within the boundaries of a single dislesingle national language, single
branch, a single group dffferent branches, in the historical as well aepatological past
of languages (Bakhtin 1981: 358f.).

This second form of hybridity is regarded as higplpductive since it repeatedly

creates new views and social languages.

Where diaspora communities or immigrants connetit @ach other and the host
society, cross-cultural encounters inevitably resuheteroglossiaTaking the complex
and segmented Turkish diaspora in Germany as am@&athe interplay of different
cultures, national languages, dialects, gendergrgdons, socioeconomic statuses, and
(political) ideologies in theliaspora spacé&ermany, influence the subject’s voice and
lead to — in Bakhtin’s words — ‘internal stratifican of any single national language’
(Bakhtin 1981: 262). The co-existence of differéariguages in a single utterance is
what Bakhtin sees as hybridity. Thus hybridity he tintermingling that occurs in the
utterance. Furthermore, the negotiation of diffedranguages is always dialogic as it
consists of at least two different consciousnessed is thereforedouble-voiced
Although for Bakhtin all societies are organicablybrid, it seems that the co-existence
of many voices and different languages becomes momplex (and therefore more
attractive to explore) in sociocultural circles wenigrant and diasporic communities
encounter each other and the host. The dialogicegses created in these spheres,
where the majority (the host) can be regarded estithority (as in Bakhtin’s concept
the author is the authority) and diasporas and gramis as the minority, seem to be
more obviously marked by dialogues of power, hirgy domination, and conflict.

This might be the reason several scholars, paatiluin the field of diasporic cinema
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and especially in the field of polyglot cinema (eBgrger and Komori 2010), draw on
Bakhtin’s conceptualisation of linguistic hybridit¢iven that, films are not monologic
but in generaheteroglossicdouble-voicedand thudialogic, because the filmmaker is
continuously in a passive and actteuble-voicedorocess with the characters and the
producer. Even though the actors are followingrgogdheir individual voice is always
present and is actively influencing the authow@iposition of the filmmaker. An actual
film also includes the voices of subjects dealinghwight, camera, editing, and
location. Thus, film in itself is always a repretdion of the co-existence of many
voices and different languages and is thereforeaydwhybrid. This signifies that
diasporic films, or migrant cinema, and in the eomtof this thesis the Turkish German
cinema too, inherently entail hybrid (social) langas. The fact that cinema is in
generaldialogic andheteroglossicreates the impression that there is no signifiean
approaching diasporic or migrant cinema as a spease in terms of a dialogic
process. However, Kobena Mercer (1994) utilises hilals conceptualisation of
dialogue with reference to black cinema in Britamd sees a separate aspect of how
dialogic practices occur in diasporic cinemas awdk® out the constructive element of

a dialogic tendency in Black British cinema.

What is at issue can be characterised as the atritifference between aonologic
tendency in black film which tends to homogenizel aotalize the black experience in
Britain, and aialogic tendency which is responsive to the diverse amdpbex qualities of
our black Britishness and British blackness — oiffegntiated specificity as a diaspora
people (Mercer 1994: 62).

Similarly, Daniela Berghahn (2009) argues for thxéstence of dialogic practices in
Turkish German cinema. In referring to Kobena Megrdgerghahn suggests that
dialogic tendencies in Turkish German cinema, likdlack independent cinema, can
also be seen as ‘critical interventions of minotytures’ (Berghahn 2009: 3). Again
drawing on Mercer’s analysis and citing him, Betghalescribes dialogue in Turkish

German cinema in the following way:

Turkish-German cinema is characterized by a ‘diglaghagination’ (...). These films
critically appropriate and hybridize ‘elements fratme master-codes of the dominant
culture’ (Mercer 2003: 255), thus creating a newusi language borne out of the
filmmakers’ multiple cultural affiliations and thefamiliarity with Western and non-
Western styles and traditions. Moreover, in contiashe ‘monologic tendencies’ inscribed

in dominant discourses and cultural formations WHitomogenize and totalize’ (Mercer
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2003: 254) the experience of ethnic minorities,dlaogic structures that can be identified
in many recent Turkish—German productions refragmf this kind of ethnic essentialism,
offering more individualized and differentiated frayals of the ‘other’ traditions
(Berghahn 2009: 7).

Berghahn here argues that the dialogic principl@urkish German cinema results in
the Turkish diaspora being represented as culyuhaterogenic, fluent, and hybrid. Of
particular relevance is the fact that the dialogicdencies in Turkish German films
hold, as Mercer puts it, ‘the possibility of soc@lange’ (Mercer 1994:62). Bakhtin
stresses the ability of a dialogic discourse totioowusly undermine the authoritative
discourse, since a dialogue, that is always hyliichgs authorities into a new setting in
which they are influenced by thathers voice, authorities’ voices cannot survive.
Assuming that diasporic communities, and thus Birkeerman filmmakers as a part of
such a community, are in a minority position andsttyomarginal and therefore subject
to difficulties resulting from being or better redad asdifferentand theother, it is
possible to position Turkish German filmmakers aggmal and thus peripheral to the
German cinema industry which consequently conssttite centre and the mainstream.
In this respect, as the governing language, them@&@ernational cinema forms the
authority in the German film market. The momentt tharkish German filmmakers
with their individual voices (that occupy differelainguages from both their home and
host culture) enter the film industry and establatialogue with the authoritative
German cinema, the latter is influenced by the Blrkserman filmmakers’ voice and
loses its dominant and authoritative status. Thass:cultural dialogue between the
marginal and the dominant enables, in Mercer’s wottle possibility of social change’
(Mercer 1994: 62).

In the following Chapter 3 and Chapter 4 when esptp hybridity in the
representation of Turkish migrants and the Turkisaspora in German, Turkish
German and Turkish cinema, | will utilise Mercerteas to explore if ‘monologic
tendencies’ actually are more applicable to theesgntation in German and Turkish
cinema and if Turkish German cinema exhiliglogic tendenciesharacterised by an
intermixing of different cultural identities, aneésthetical and narrative practices, which
would make these films hybrid.

As briefly mentioned earlier, another importantexghat this thesis examines is
the phenomenon of language-crossing as a special @b linguistic hybridity in the

films analysed. Ben Rampton, who coined the terefinds language-crossing as ‘the
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use of language varieties associated with soci&ttomic groups that the speaker does
not normally belong to’ (Rampton 1995: 14). Threang later, in his article ‘Language
Crossing and the Redefinition of Reality’, Rampsuggests a more detailed definition

of language-crossing.

The term (...) refers to the use of a language wisict generally thought to ‘belong’ to the
speaker. Language crossing involves a sense ofm@neacross quite sharply felt social or
ethnic boundaries, and it raises issues of leg@ynthat participants need to reckon with in

the course of their encounter (Rampton 1998: 291).

Language-crossing is a special type of code-switchAlthough both terms describe
the use of two or more languages/codes alternatigéhyn a conversation, a sentence or
even within a single utterance and therefore hgtessic processes, the latter also
involves bilingual code-switching, whereby both daages (language of origin and
majority language) may ‘belong’ to the speaker (Andsopoulos 2003: 85). In his
conceptualisation of language-crossing, Ramptowslian Bakhtin’s notion oflouble-
voicing in particular (Rampton 1998: 304). Since in lirgjid crossing situations,
different languages and voices coexist in a singterance, the language d®uble-
voiced The use of thethers language for one’s purpose results in a cultdyalamic
that leads to social change (Rampton 1998: 304dlrédutsopoulos, with reference to
the language mixing processes of the Turkish diaspoGermany, states that the early
Gastarbeiterdeutsch(guest-worker German)Tirkendeutsch/Kanaksprik (Turkish
German) constitute examples of language-crossingli@utsopoulos 2003: 88). The
term Kanakeis a derogatory expression used for mainly Turkisigrants and their
descendants in Germamaynd Kanaksprakis a stylised version dbastarbeiterdeutsch
and evokes the stereotype of an uneducated andesfongigner as well as German

prejudices:’ Androutsopoulos notes that

Zaimoglu's use of it reclaims this stigmatized sbciabel as a positive emblem of
immigrant identity (...). Zaimoglu discuss&anakenand their languageanak Sprak

which he views as an ‘underground code’ and ‘a @b@reole with secret codes and signs’.
He also stresses the analogy between their (alleggubrfect competence of both German

and Turkish and their position between two cultuteshe light of the language ideology

'8 The author Feridun Zaingtu has coined the linguistic phenomen@maksprakn his same-titled book

in 1995. The book contains stories from the seagereration Turkish migrants in Germany. Adolescents
in multi-ethnic communities in particular use tethinolect.

19 See for example Androutsopoulos 2001, Auer 20@hp@rmann 2007, and Eksner 2006 for analysis
of the use oKanaksprakamongst Turkish German adolescents.
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framework, this is a classic case of iconizatiomjolh establishes the distance Kdinak
Sprakfrom ‘normal’ German as iconic of the distanceKanakenfrom German society
(Androutsopoulos 2010: 187).

Here, the originally negative terikanakehas been subverted and in becoming — as
Andoutsopoulos puts it — iconic, represents a sigmsistance (Androutsopoulos 2010:
187). GastarbeiterdeutscandKanaksprak(mainly in Turkish German comedies) both
frequently appear in th&astarbeitercinema, Turkish German cinema and Turkish
cinema depicting migration. The later analysisladse films will also focus on these

hybrid language-crossing practices and their patkfar resistance and social change.

In conclusion, Bakhtin’s linguistic hybridity, botimtended and unintended,
constitutes a very fertile conceptual framework tloe exploration of the philological
hybridity in in the representation of the Turkistagpora in cinema. Since different
(social) languages occur more frequently in gedgab and sociocultural spheres
where migrants and diverse diasporic communitiesimrcontact with each other and
with the host society, each other’s voice is camusly influenced. Therefore, these
films naturally involve what Bakhtin calls the orge, unintentional hybridity and also
various forms of artificial and intentional hybrglilike language-crossing, rendering
these filmsheteroglossicdialogic, and thusdouble-voiced How exactly hybridity is
expressed in the films and whether hybridity heneates a force in opposition to the

dominance of the authoritative majority societylsha explored in this thesis.

Bakhtin’s ideas of hybridity have been borrowed amddified by various
scholars working with cultural theories (Alexan@&10: 501). Bhabha was influenced
by Bakhtin’s thoughts when conceptualising his omtof hybridity. Before exploring
Bhabha's theory of hybridity in the postcoloniabrftework, the following chapter

delivers a very brief introduction of postcolonsali.

2.3.2 Cultural Hybridity and the Third Space

Arif Dirlik proposes in his article ‘The Postcol@hiAura: Third World Criticism in the
Age of Global Capitalism’ that postcolonialism begiwhen Third World intellectuals
have arrived in First World academgl994: 328f., emphasis in original). Indeed, there
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has been lively debate about when postcolonialisginated, which historical period it
describes, and even how it should be spelt McL&6O: 5)°° Several scholars in the
field of postcolonial studies such as McLeod (208 Bill Ashcroft, Gareth Griffiths
and Helen Tiffin (2002) agree that the term ‘pokin@l’ indicates a period after
colonialism has become untenable. Today it seemdslywaccepted that postcolonialism
does not refer to a historical era after colonmlisince it is difficult to locate an exact
period like this. Moreover, postcolonial theorydslectic, encompassing a variety of
materials. It draws upon wide-ranging theoreticasipons and includes approaches
such as colonial discourse, diaspora, race, naéitmicity, globalisation, and gender
(Ashcroft, Griffiths and Tiffin 2006: 2-8). In reept of the historical and intellectual
complexity of the term postcolonial, McLeod pressnigat ‘single sentence definitions
are impossible and unwise’ (McLeod 2000: 34) anstead offers a definition by

distinguishing three areas postcolonialism studmers:

» Reading texts produced by writers from countrieth\ai history of colonialism, primarily
those texts concerned with the workings and legzfcgolonialism in either the past or
present.

» Reading texts produced by those that have migrited countries with a history of
colonialism, or those descended from migrant fasjliwhich deal in the main with
diaspora experience and its many consequences.

e In the light of theories of colonial discourses,reading texts produced during
colonialism; both those that directly address thgeeience of Empire, and those that seem
not to (McLeod 2000: 33).

My analysis of the representation of Turkish migsaand their descendants can be
located in the second of these areas. This chdpteises on one particular strand,
namely the strand of studies on hybridity and ésatron to culture, identity, diaspora,

and aesthetics.

Postcolonial theory evolved from critical debates ©olonial discourse.

Anticolonial activists and liberation theorists buas ‘Amilcar Cabral, C. L. R. James,

? McLeod discusses the two different spellings aftpolonialism and allocates them specific distinct
meanings: ‘post-colonialism’ with a hyphen and fgo$onialism’ without. He considers the latter ® b
more pertinent since ‘post-colonialism’ impliesiatrical period after the political end of cololgan
whereas postcolonialism written as a single wofiéces the assumption that colonialism and
postcolonialism are linked through ‘both historicahtinuityandchangé (McLeod 2000: 33). He
proposes considering ‘postcolonialism not juskimrts of strict historical periodization, but asereing
to disparate forms akpresentationgeading practice@ndvalues.These can circulat&crossthe barrier
between colonial rule and national independence&L@bd 2000: 5).
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Aimé Ceésaire, Frantz Fanon, Che Guevara, Ho ChihMigugi wa Thiong'o’ (Ha
2004b) count as forerunners of postcolonialism.n&raFanon is considered an
important early exponent of critical account of aroél reality. His works from the
1950s and 1960s explore the racist relationshipsdmn colonisers and colonised in
Algeria. In his two book®Black Skin White Maskf952) andThe Wretched of the
Earth (1961), Fanon approaches the psychological effett€olonialism and the
creation of self under colonialism. According to IMod, ‘[flor Fanon, the end of
colonialism meant not just political and economi@rge, but psychological change
too’ (McLeod 2000: 21).

In this context, Edward W. Said is the first to ege barriers caused by racism,
which may have resulted from colonialism. Postc@lbtininkers mainly agree that Said
is the founder of postcolonial studies. In his 1®6®k Orientalism he addresses the
forms how the alien, thether, is constructed by studying the relationship betwe
power and knowledge with regard to the historicahstruction of an Orient and
Occident in Western thinking. Said explores howti8hi and French colonisers
represent the Middle East and North African coestin the late 1800s and early 1900s.
However, the term ‘Orientalism’ goes further andefated to — as McLeod notices —
‘the sum of the West’s presentation of the OrighMtLeod 2000: 39). Said uncovers
hidden racism and stereotyping behind a mythicahgen of the Orient found in
numerous texts (McLeod 2000: 47-60). In analysinifebnt texts written during
colonialisation and after countries have gainecjpahdence, Said shows that colonial
power mechanisms do not end after a decolonis@tibrather persist. Said’s concept
of Orientalism describes how dominant cultures espnt other cultures and thereby
construct the Orient as the counter-image of Eu@aed 1978: 7). The depiction of
foreign cultures or thether creates this foreign culture and more importasélgves to
stabilise and idealise the own European identigcokding to Said, the separating line
between Orient and Occident established over tméudes is an effect of Western

discourse dominating East (Said 1978: 2).

Homi K. Bhabha is a representative of the next geimn of postcolonial
theorists. His interest lies in the explorationtleé formation of culture and identity
within the conditions of colonialism. IThe Location of Culturg1994), Bhabha
discusses Said'Orientalism in the chapter ‘The Other Question. Stereotype,
Discrimination and the Discourse of Colonialism’ darcriticises Said’s binary

opposition of the Orient and the Occident, tiieer and theself (Bhabha 1994: 101ff.).
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Bhabha, by contrast, advocates the idea of allowimdpiguity and the evolution of
productivity from anin-betweenof the self and theother. With respect to the colonial
context, Bhabha argues that ‘hybridity is a prold&mof colonial representation and
individuation that reverses the effects of the n@bst disavowal, so that other ‘denied’
knowledges enter upon the dominant discourse amdnge the basis of its authority’
(Bhabha 1994: 162). Young interprets Bhabha’'s dedim of hybridity linking it to
Bakhtin’s double-voicednesand notes that hybridity ‘describes a process hiclwthe
single voice of colonial authority undermines thepeition of colonial power by
inscribing and disclosing the trace of the othethad it reveals itself as double-voiced’
(Young 1995: 23). Thislouble-voicednedsas the effect of subverting the authoritative
position of the coloniser. Young further arguest tBakhtin’s intentional hybrid has
been transformed by Bhabha into an active momerthaflenge and resistance to a
dominant cultural power (Young 1995: 23). Bhabhatends that in this process new
hybrid cultures and identities emerge from theatjak and interweaving of the cultures
of the coloniser and the colonised. In this contéx¢ author draws upon Vidiadhar
Surajprasad Naipaul's 198he Mimic MenBhabha defines mimicry as ‘the desire for
a reformed, recognizable Other, as a subject dfferehce that is almost the same, but
not quite’ (Bhabha 1994: 122). Mimicry occurs whbe colonised tries to imitate the
coloniser’s gesture, language, or behaviour. Tlge tfaat the imitator always deviates
from the ‘original’ and presents an incomplete copyt creates the chance of colonial
resistance. This idea is very similar to Bakhtid@uble-voiced discoursehere two
(social) languages continually influence each dshposition (also voice or speech).
Thus authoritativediscourse is always undermined by tbémer and the governing
authority loses its position of power. The procekanitation or negotiation occurs in
what Bhabha terms thiird space In his chapter ‘The Commitment to Theory' he

explains this metaphorical space of enunciation:

It is only when we understand that all culturatesti@ents and systems are structured in this
contradictory and ambivalent space of enunciatitiat we begin to understand why
hierarchal claims to the inherent originality oufjty’ of cultures are untenable (...). It is
that Third Space, though unpresentable in itsdiictvconstitutes the discursive conditions
of enunciation that ensure that the meaning andsigrof culture have no primordial unity
or fixity (Bhabha 1994: 54f.).

This third space also referred to as thae-betweenis a sphere where the process of

hybridisation occurs. In other words, the procelsaagotiation and translation, which
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consequently result in the reformation of culturel adentity and occur in ththird
space are described by Bhabha as hybridisation. Hetlegthird spaceis a sphere of
radical heterogeneity, translation, negotiationd &ransformation (Bhabha 1994: 56).
The result of hybridisation is hybridity, a new rat form ‘composed from variable
sources, different materials, many locations — desming forever the idea of
subjectivity as stable, single or ‘pure” (McLeoO@D: 219). Hybridity is the formation
of something original that is influenced by tworoore (cultural)others by theselfand
the other. Thus it continuously dissolves the dichotomy seff and other. Bhabha
clarifies the way in which hybridity emerging inethhird spaceis related to the

understanding of culture.

[T]he split-space of enunciation may open the wayconceptualizing ainternational
culture, based not on the exoticism of multiculigra or thediversity of cultures, but on
the inscription and articulation of culturehgbridity. (...). [I]t is the ‘inter’ — the cutting
edge of translation and negotiation, ihbetweenspace — that carries the burden of the
meaning of culture (Bhabha 1994: 56).

Bhabha abandons a homogenised conception of calharédentity and emphasises that
cultures are impure, mixed, and hybrid and in a@ss of continual hybridisation in the
third space where cultural identities are positioned. Theegaties culture and identity
are always in a process of transformation. In tositext, John Hutnyk refers to
hybridity as a ‘disruptive and productive categditutnyk 2005: 81).

Here it has to be clarified how the notion of hyliy developed in
postcolonialism theory can be applied to commusitihout colonial history like the
Turkish people in Germany. An idea would be to $eeTurkish community sharing
with postcolonial diasporas the position of 1. lgeailso a diaspora, 2. having a history
of migration, 3. being marginal and a minority, athdbeing theother in the host
society. These commonalities appear to justify eyiph the concept of hybridity in an

analysis of Turkish diasporic cultural formationsGermany.

The concept of hybridity has been criticised by ynaaholars, including Robert
Young, due to its origin in debates about ‘miscegiem’ in the 1§ century. Young
warns of the danger of repeating historical esabsitipositions on race and ethnicity

(Young 1995). In this context and in drawing on ¥igis work, Alexander stresses that
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hybridity maintains its association with the prdatidns of interracial sex and
miscegenation. This gives the concept a very anwdnivastatus, [and] can be seen to re-
inscribe and champion essentialised notions ofataand ethnic difference, as well as
contest and fracture them (Alexander 2010: 489).

A second criticism argues that the most renownedrtticians of postcolonialism
and hybridity are participating in Western knowledggimes and theorising from a
privileged position in the society since they caket advantage of cross-cultural border
crossings in contrast to refugees or labour migrémtexample, who do not have these
opportunities. Thus, Jonathan Friedman — mainhh wéspect to Bhabha’s notion of
hybridity — claims that the concept of hybridityasew intellectual cosmopolitan view
and represents a new elitist viewpoint (Friedma®7195).

Another critique is that hybridity tends to romarge global processes of diaspora
and migration and ignore the bitter reality of iggas and social inequalities (Kalra et
al. 2005). Similar to Friedman, Aijaz Ahmad, a Matxcritic of postcolonialism,
accuses Bhabha's notion of cultural hybridity ofnigea concept ‘specific to the (...)
migrantintellectual living and working in the western metropolis’ (dlad 1995: 13).
Ahmad writes with respect to disregarded classcgiras and gender that in ‘Bhabha’s
writing, the postcolonial who has access to (...) omantal and global pleasures is
remarkably free of gender, class, identifiable toxai location’ and further argues that
‘this figure of the postcolonial intellectual hastaken-for-grantedness of a male,
bourgeois onlooker’ (Ahmad 1995: 13). In her assesd, Werbner also includes the
problem that the concept neglects race and pomtshat ‘too much hybridity (...)
leaves all the old problems of class exploitatiom aacist oppression unresolved’
(Werbner 1997: 20). Similar to Ahmad, Kien Nghi Katicises that in postcolonial
discourse the term hybridity is partially used m @ssertive and uncritical way that
reproduces differences between marginalised subjaetl postcolonial metropolitan
intellectuals (Ha 2004b).

Kien Nghi Ha, as well as Mark Terkessidis, concaetrtheir criticism on the
reception of postcolonial theories in the Germagagng world and point out two main
problems: the misinterpretation of the hybridityncept as a model of ‘culture mixture’
and the euphoric celebration of this intermixtuieerkessidis 1999; Ha 2004a; Ha
2004b). In this respect, Ha argues that in Germamyunderstanding of hybridity is
popular that only celebrates cultural intermixtgka 2004a: 159). Ha illustrates his
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idea of a cliché-based understanding of culturatimgi by giving the example of a

Flamenco teaching Moroccan in Germany:

If such clichés are taken as the basis for the mgwid mingling, then they only lead to
appearing moreethnicizing and exotizising Despite the modernised terminology, such
perceptions evidently still revert to a thinkingwvimich multicultural plurality functions as
an ethnic-cultural distinction model (...). Such exptions consolidate binary culture and
identity schemata as they do not question the oaegy of »self« and the »other«.
Emphasising authenticity and cultural idiosyncrasés a requirement for hybridisation

leads to a modernised form of multiculturalism (20D4b)?*

Whilst Ahmad, Friedman, Werbner, Ha, and Terkessall point out that a
political positioning, which is essential to thespmlonial discourse, is in danger of
getting lost, Paul Gilroy believes the problem b€ tconcept of hybridity lies in

evocation of a pure and non-mixed anterior positibe says:

Which culture is not (...) hybrid? The idea of ‘hydity’, of intermixture, presupposes two
anterior purities (...). [T]here isn't any purity;ete isn't any anterior purity (...). | try not
to use the word ‘hybrid’, because there are degvéésand there are different mixes (...).
Cultural production is not like mixing cocktails.hat people call *hybridity’, | used to call
‘syncretism’ (...). | would prefer to stick with that syncretism is the norm, but, that dry
anthropological word does not have any poetic ahéogt. There isn’t any purity. Who the

fuck wants purity? Where purity is called for, ttgaspicious (Gilroy 1994: 54f.).

In rejecting the term hybridity, Gilroy argues thiaé concept is dependent on absolute
origins and evokes (cultural) boundaries. Howewerdetailed look at Bhabha's
conceptualisation of hybridity and in particularetthird spacereveals a different
understanding. As quoted above, in “‘The CommitnienTheory’, Bhabha explicitly
stresses that thtlird space of enunciatiowhere hybridisation occurs ensures that ‘the
meaning and symbols of culture have no primordmtyuor fixity’ (Bhabha 1994: 55).

In an interview with Jonathan Rutherford aboutttiied spacehe explains:

% Translated from original: ‘Wenn solche Klische&s@rundlage fiir die neuen hybriden
Vermischungen genommen werden, dann wirken sietimisierend und exotisierend. Trotz der
modernisierten Terminologie greifen solche Wahrnehgen offensichtlich immer noch auf ein Denken
zurlick, in der multikulturelle Pluralitat als ethoh-kulturelles Abgrenzungsmodell funktioniert (...).
Solche Deutungen verfestigen binare Kultur- unahii#sschemata, da sie Kategorien des »Eigenen«
und des »Anderen« nicht hinterfragen. Authentizitéd Kultureigenheiten als Voraussetzung fur
Hybridisierung zu betonen, fuhrt zu einem modeentsin Multikulturalismus’ (Ha 2004b).
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[T]he ‘original’ is never finished or complete itsélf. The ‘originary’ is always open to
translation so that it can never be said to hawgadised prior moment of being or meaning
— an essence (...). [A]ll forms of culture are counsilly in a process of hybridity

(Rutherford 1990: 210f).

Bhabha clearly stresses the absence of a fixegamdorigin.

In agreeing with Gilroy and Bhabha that there igonimordial origin of culture, |
would like to draw on Benedict Anderson’s conceptimagined communitieso
describe why thinking about these pure originstil$ levant. Anderson conceives
nation as imagined and thus abstract. He arguds although even in the smallest
nation the members most probably will not know eattter, they continue to conceive
an image of community in their minds (Anderson 1991 Anderson further states that
nation is a socially constructed concept that eegblig connection with the advent of
printed works such as papers and books in the gelara and created national print-
languages and thus ‘languages-of-power’ (Ander€91145). The opportunity to read
the same printed material and communicate ab@avié rise to the shared imagination
of a community. In this respect, when nation isardgd as an imagined community,
then national culture is also imagined. An undewditag of culture as pure and fixed
results from the imagination of constituting a coamity in a nation that shares the
same national culture. Again, in agreeing with Bfabnd Gilroy, | would like to note
that although national culture itself is not stadicpure, it is often imagined or felt to
share a culture that belongs to a nation.

Referring to Friedman’s critique that migrant ossfmmlonial cosmopolitans are in
the privileged position to enjoy the pleasuresudfural hybridity, | would like to argue
that cultural hybridity exists and is experiencedall different social spheres. The
problem here is that society does not acknowletigeptoductivity and enrichment of
cultural hybridity by socioeconomically underpragied social classes including
refugees and labour migrants, where cultural hytyrid still mainly regarded as the
problematic and difficult situation of being toretltveen two or more cultures. Society
rather tends only to acknowledge the elites’ caltunybridity as a resource and
advantage. | believe that the problem with cultbmddridity lies exactly here, namely in
its recognition as something highly productive, arelless of the socioeconomic and

sociocultural positioning of its ‘possessors’.
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In conclusion, it can be said that the postcolomigicourse has significantly
contributed to the discovery of hidden residuakpptions of culture as a homogenous
system. However, Terkessidis critically notes, tadhough new terms like cultural
hybridity emerge in societal and political debaies Germany, the fundamental
understanding of culture as having a fixed origid &orders does not change. Thus, the
perspective that immigrants pursue a difficult lifetween different cultures still

prevails:

Whether the enriching qualities of the multicultane now lauded or conservatives insist
upon the German ‘Leitkultur’ (dominant culture),hdmn Gottfried Herder remains the
invisible godfather of the culture discourse. Yet most advanced postmodern conceptions
of ‘transculture’ work off the conventional percigpt that cultures are independent

structures with solid borders and a core that ramaonstant. In this sense, it is said about

immigrants that they live a difficult life “betweehe cultures” (Terkessidis 2003%.

However, scholars’ approaches in the field of TshkiGerman cinema have
already shown that these films question the estaddti model of the difficult life
between the cultures. It will be interesting to estigate the depiction of the same
migrant group in the chapter about Turkish cinemd figure out how (among other
things) cultural identity is represented. Is therkish film delivering the vision of a
difficult life between home and host culture oitisimilar to Turkish German cinema
that depicts the pleasures of the Turkish diasparaltural hybridity?

Utilising linguistic and cultural hybridity as amalytical tool in the exploration of
German, Turkish, and Turkish German cinema doesnmally an uncritical adoption of
Bhabha's concept. | have taken the critiques ofridity seriously but agree with
Alexander about the usefulness of hybridity as lgerrative to the separating concept
of multiculturalism. With respect to critiques omaspora and hybridity, Alexander

writes:

[Where] multiculturalism is increasingly understoed the practice and consequence of
living separately rather than the process of livingether, diaspora and hybridity are

positioned as an alternative to these imaginedalfgiives’ (...) containing the possibility

2 Translated from original: ‘Ob nun die bereichem@@ualitaten der Multikultur gepriesen werden oder
Konservative auf die deutsche "Leitkultur" pochiemner bleibt Johann Gottfried Herder der unsichgbar
Pate des hiesigen Kulturdiskurses. Noch die avaesten postmodernen Konzeptionen von
"Transkultur" arbeiten sich an der hergebrachterstétiung ab, Kulturen seien unabhangige Gebilde mi
festen Grenzen und gleich bleibendem Kern. In dieSene heilit es Gber Migranten, sie wirden ein
schwieriges Leben "zwischen den Kulturen" fuhrdrérkessidis 2001).
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of their transgression or dismantling. If the opéim that underpinned the emergence of
‘diaspora’ and ‘hybridity’ as theoretical tools (.hps waned, nevertheless (...) both the
‘fact’ of hybridity and diaspora, and their critlcaotential in opening up new spaces for

engagement (...) assume even more significance (Atie@2010: 504f.).

In this sense, hybridity appears to be very usefukference to diasporic people and
thus Turkish German filmmakers, who can alreadycbasidered to be culturally
hybrid.

2.4 Aesthetic Hybridity and Polyglot Cinema

Turkish German filmmakers as members of the Turlas&isporic community in
Germany are always in dialogue. Their hybrid cakidentity is continually re-created
and renewed in what Bhabha has termedthie space The filmmakers’ cultural
hybridity becomes interesting with particular rebao their works’ narrative and
aesthetic features. At this point, it is worth explg in what ways the filmmakers’
hybridity inspires their films’ aesthetics. Doesetffurkish German cinema show
dialogic tendencieéd How do double-voicednesslanguage-crossing, and hybridity
manifest visually in these films? Moreover, doestlaetic hybridity in these films
represent a form of resistance against a dominatomal filmic discourse? So, how
aesthetically hybrid is cinema made by culturalpiid filmmakers who have access to
the film tradition and aesthetics of the countryooigin Turkey and the host country
Germany? Taking this a step further, Turkish Gerchaectors might be influenced not
only by Turkish Ygilcam cinema and arabesk films, the New German @&mand the
Berliner Schule, but also by various film genresl anematic styles such as New
Hollywood or Nouvelle Vague.

In this respect, Hamid Naficy ascertains the ermste of distinctiveness in
aesthetic (and narrative) features in diasporiemia. InAn Accented Cinema: Exilic
and Diasporic Filmmaking(2001), Naficy coins the term ‘accented cinema’ to
encompass films made by diasporic, migrant, exilé postcolonial filmmakers who
live and work outside their country of origin (N&fi2001: 10f). He argues that films
produced by these filmmakers mirror théauble consciousnessloreover, thigdouble
consciousnessonstitutes the films’ distinctive ‘accented sty|Maficy 2001: 22). By

borrowing the term accented from linguistics, thihar stresses the importance of the
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filmmakers’ double-voicednessAs Bakhtin elucidated ‘even one and the same word
will belong simultaneously to two languages, twdidfesystems that intersect in a
hybrid construction — and, consequently, the wasl fwo contradictory meanings, two
accents’ (Bakhtin 1981: 305). In his article ‘Sting Accented Cinema’ (2006), Naficy
explains the interrelation betwe&ouble-voicednesand double consciousnessith

respect to filmmaking in diaspora or exile:

Accented films are (...) created with awareness ef ¥ast histories of the prevailing
cinematic modes. They are also created in a newentbdt is constituted both by the
structures of feeling of the filmmakers themsehas displaced subjects and by the
traditions of exilic and diasporic cultural prodocds that preceded them. From the
cinematic traditions they acquire one set of vagicasd from the exilic and diasporic
traditions they acquire a second. This double donsoess constitutes the accented style
that not only signifies upon cinematic by its atial and collective modes of production,
which undermine the dominant production mode, anddrrative strategies, which subvert

that mode’s realistic treatment of time, space @mgsality (Naficy 2006: 118).

Naficy identifies several components of the acagstyle, which is constituted by the
director’s double consciousness, such as the filratsative, visual style, ‘character and
character development; subject matter, theme antl ptructures of feeling exile;
filmmaker’s biographical and sociocultural locati@md the film’s mode of production,
distribution, exhibition and reception’ (Naficy 2D021). The author notes that not each
component has to appear in the accented style acwanted films are a heterogeneous
formation. With regard to film aesthetics, Naficyggest that the visual style is
characterised by amateur aesthetics and incompleterrurthermore, these films are
driven more by words and emotions than action aedsettings are predominantly real
locations, claustrophobic and often ethnically abdeeriors, but also the ‘homeland’s
landscapes, nature, [and] monuments’ (Naficy 2@8®). In addition, airports, bus and
train stations, as transnational border places, cam®mon locations. For Naficy,
multilingualism is significant. Cultural hybriditgxpressed by ‘selectively appropriating
other cultures and practices and keeping themnisida’ is another feature of accented
films (Naficy 2001: 291). | suggest that accentetema, which is marked by specific
accented styles like cultural hybridity, multilirgiism and amateur aesthetics, and
which is double-voicedwith respect to the filmmakers double-consciousra®d their

opportunity to mix home and host cinematic expe®sn is always a culturally hybrid
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cinema. Naficy’'s concept of ‘accented cinema’ wilappear in relation to Turkish
German cinema in the following chapter.

Similar to the idea of ‘accented cinema’, Sujataokio(2003) suggests that
diasporic cinema is characterised by a ‘diaspopitich She argues that ‘the diasporic
community has produced a visual grammar that séeksapture the dislocation,
disruption and ambivalence that characterizes theas’ (Moorti 2003: 359). The
‘diasporic optic’ of a flmmaker ‘looks constantit two or more different worlds and
moves in two different directions at once’ (Moa2003: 359). Thus, this special look
enables the filmmaker to represent a mix of difieienpressions which | think might
be regarded as a culturally hybrid depiction inficed by the directors’ multiple and
transnational belongings.

Laura Marks (2000) discusses intercultural cinemd affers another useful
concept named ‘haptic visualityfor seeing films produced by culturally hybrid
filmmakers. ‘Haptic visuality’ describes the pheremon when the vision itself
becomes tactile ‘as though one were touching avilth one’s eyes’ (Marks 2000: xi).

Berghahn and Sternberg summarise Marks’s theory:

[Marks’s theory] centres on the hypothesis thatekygerience of diaspora, exile, migration
and displacement has a profound effect on the filakers’ entire sensory apparatus, not
just their vision but their olfactory and hapticrpeption, enabling them to decipher the
auratic nature of objects in a way less commoniynébin the work of non-diasporic artists

(Berghahn and Sternberg 2010c: 26).

Thus, Turkish German filmmakers’ diaspora expemeaasures that their films produce
a ‘haptic visuality’, which is distinct from maimeam cinema and can be regarded as a
specific aesthetical feature in Turkish German wiae

With respect to Naficy’s, Moorti’'s, Marks’s, and kéer's theoretical
achievements, Berghahn and Sternberg assumehtbalidsporic experience calls for a
distinctive aesthetic response. [Their] concept$ suggest that an aesthetics of double
consciousness can be identified as a further distm feature of migrant and diasporic
cinema’ (2010c: 26). In agreeing, | suggest that ¢bncepts of ‘accented cinema’,
‘diasporic optic’, ‘haptic visuality’ and the formg explained ‘dialogic tendencies’
(Mercer 1994) are all applicable to filmic repretsgions in Turkish German cinema,
creating distinctiveness in the narrative and Jisigle. The filmmakers’ culturally

hybrid identities and their familiarity with at lslatwo cinematic traditions (of the home
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and host country), inevitably result in narrativadaaesthetic hybridity, mixing
cinematic traditions, genres, cultures, and langsag

With respect to language-crossing as a linguistimfof hybridity that constantly
appears in Turkish German, German, and Turkishsfilnat depict migration, migrants,
and the lives of diasporic subjects, Chris Wahtisaept of polyglot film is relevant. In
‘Discovering a Genre: The Polyglot Film’ (2005), Wdists the typical characteristics
of a polyglot film:

In polyglot film (...) languages are used in the viagy would be used in reality. They
define geographical and political borders, “vissli the different social, personal or
cultural levels of the characters and enrich theira in conjunction with the voice (Wahl
2005: 2).

Wabhl considers — what he titles — the immigramhfds a subgenre of polyglot film. The
most specific characteristic of a polyglot filmtisus the presence of bilingualism or
multilingualism. In this sense, several films tlaae considered in my analysis and

Turkish German films in particular can be regardsgbolyglot films??

In this chapter, | have introduced the key conceptdiaspora and hybridity and
tried to explore theories on diaspora, diasporienidy, linguistic, cultural, and
aesthetical hybridity in terms of their usefulnesstheoretical tools in analysing the
representation of Turkish migrants and Turkish glea in Germany in German,
Turkish German, and Turkish cinema. What kinds ifflecences can be recognised
when analysing the representation in Turkish Germiaema that can be seen as a
transnational cinema and diasporic cinema and #pgesentation in German and

Turkish ‘national’ cinema.

3 Relevant works on polyglot cinema include Veremag@r and Miya Komori (eds.) (201Bplyglot
Cinema: Migration and Transcultural Narration in &nce, Italy, Portugal and Spaifiessa Dwyer
(2005) ‘Universally Speaking: Lost in TranslatiamdaPolyglot Cinema’and Chris Wahl (2005)
Discovering a Genre: The Polyglot Film

69



CHAPTER 3
From Gastarbeiterto the Turkish Diaspora: The Representation of Migants and
Cultural Hybridity in German and Turkish German Cin ema

Turkish labour immigration to Germany that beganthe 1960s inspired German
filmmakers to represent the first guest-workersedé on screen. Later, when these
guest-workers’ family reunifications became an img@ot sociocultural issue in
Germany in the 1970s, German cinema switched ftrons the depiction of the guest-
workers solely onto the entire migrant family. imeé the second, third, and fourth
generation emerged and former guest-workers andféimilies inevitably constituted a
Turkish diaspora in Germany. This historical depedent has also interested
filmmakers in Germany, whose work featured thedieé these following generations.
However, this time second- and later the third-gaten Turkish German directors
began to concentrate on the lives of their own geima, producing numerous films in
the late 1990s. The emergence of directors sudials Akin, Thomas Arslan, Ag
Polat, Yiksel Yavuz, Aysun Bademsoy, Kgtl¥itaman, and Yasemirgsamdereli
marked the end of the so-called guest-worker cin@@&estarbeiterkind of the 1970s
and 1980s, characterised by social realist aesthetnd the depiction of the poor
working and living conditions of guest-workers aslias the despair of people who
had lost their social and cultural links (Goktud0Ra: 330; Burns 2006: 127).

In this chapter | aim to delineate the developn@nigrant cinema in Germany
from the beginnings of the first cinematic repréagans of migrants up to the present.
At the same time | will consider the most signifitascholarly concepts and
terminologies used to describe and categoriseitfe¥aht phases of cinema on Turkish
migration in Germany. In considering the societattext and Germany’s immigration
history, thematic and stylistic features of botragds will be identified. Thereby the
focus lies on how these cinemas approach cultytadidity. The perspective of films
about Turkish migrants and the Turkish diasporaGermany in both German and
Turkish German cinema on cultural hybridity is @rgcular importance for the later
comparison with the depiction of cultural hybridityTurkish cinema.

| aim to make three key contributions to the erggtscholarship on this subject.
Firstly, | will challenge the prevailing academielief that the shift in the filmic
depiction can be described as a move towards theapal of cultural hybridity. The
terminologies used to classify the change fromeéma of duty’ to a cinema displaying

the ‘pleasures of hybridity’ (Gokturk 1999: 7) aoin ‘cinema of the affected’ to a
70



‘cinema of hybridity’ (Burns 2007a: 375) put empisasn the notion of (cultural)
hybridity and thereby imply that films from the tiai phase neglect the representation
of cultural hybridity and culturally hybrid idents. However, | argue that cultural
hybridity is present in the earliest films aboutKish migrants in German and, contrary
to scholarly opinion, is not something that onlyeeged in Turkish German cinema.
My second contribution is strongly related to tlwstfand offers for the first time a
discussion of movies from the first phase, consmehow they approach cultural
hybridity, by providing a close analysis of sceffresn relevant movies, concentrating
on the display of linguistic hybridity and the cheters’ culturally hybrid identities. An
in-depth analysis of several of Fatih Akin’s filmfcusing on how they break
stereotypes to depict linguistic hybridity, hybridban milieus, and culturally hybrid
identities, constitutes my third main contributiorfiocus on language-mixing practices
for three main reasons. Firstly, the utilisatiordoferse forms of linguistic hybridity has
so far received little scholarly attention and heit have Akin’s films benefited from
such analysis. The small sample of existing reseaitber looks at how multilingualism
functions to situate the film in contemporary Ewrppke Berna Gueneli (2011), or on
linguistic multiplicity in Akin’s films as a charéeristic of polyglot films in a global
film industry as David Gramling (2010) suggeststha abstract of his article, Gramling
criticises the scholars’ ‘predilection for “cultdrever “language™ (Gramling 2010).
However, my research interest combines culture landuage, and by an in-depth
examination of how exactly language-mixing occurselate it to the formation of
cultural identity. Thereby | argue that language us relevant to cultural identity
creation. Secondly, my Turkish German background kifingualism allows me to
develop a comprehensive analysis of language-miximguding subtle forms of
linguistic crossing. Thirdly, it is pertinent to @rre differences in the representation of
language-mixing practices in German cinema and i$hrkinema in comparison to
Turkish German cinema made by multilingual hyphedatientity flmmakers such as
Fatih Akin.

3.1 Literature Review: From Guest-worker Cinema toa Cinema of Cultural
Hybridity

Scholarly interest in Turkish German cinema emergden the second-generation

Turkish migrants began to direct their own stoniesthe mid-1990s. The German
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anthology Getirrkte Bildet: Zur Inszenierung von Fremden im Fifh(1995) is the
first book to consider the representation of miggan German cinema. The collection
includes articles that deliver a close analysisrod relevant film produced between the
1970s and 1980s. For example, in ‘Die Heimat descfidechts — oder mit der fremden
Geschichte die eigene erzéhlen. Zu ,Shirins Hothzein Helma Sanders-Brahniy’
Annette Brauerhoch focuses on the depiction of iBarkwomen’s struggle in a
patriarchal society, citinghirins Hochzeit/Shirin's Weddin@ 975, Helma Sanders-
Brahms). Similarly, in ‘Ehrenrettung um jeden Préis ,Yasemin“ von Hark Bohnd®,
Karsten Visarius engages with the importance obhioim a Turkish patriarchal family
in his analysis ol¥asemin(1988, Hark Bohm), while the German film scholaichael
Toteberg, for instance, in ‘Alle Turken heil3en A8ozialkritik und Melodrama: Zu
,Angst essen Seele auf* von R. W. Fassbirfddédcuses omngst essen Seele dtdar
Eats Soul1974, Rainer Werner Fassbinder) and highliglstsdiciocritical perspective.
Even though many of the contributions engage withtopic in-depth and criticise the
one-dimensional and pessimistic depiction of migmtthey employ a rather biased
analytical framework. The authors frequently empdeathe foreignness of migrants and
their descendants. Nevertheless, since their fecos films from the first phase, their
research findings are particularly pertinent to thepiction of the transition in the
cinematic representation of migration in Germanyd are especially useful for
revealing the differences between films made inWephases.

This shift was first observed by German studieokehDeniz Gokturk in the late
1990s and hypothesised in her seminal article ‘iBarkDelight — German Fright:
Migrant Identities in Transnational Cinema’. Shesa transition from a ‘cinema of
duty’ to a cinema that features the ‘pleasures yiridity’ (Goktirk 1999: 7). This
discovery has been adopted by many scholars of &estudies in the US and Britain
especially, who began to investigate further vai@spects and outcomes of this
development. The numerous articles on Turkish Germiaema, especially in the
following decade, show that Goktirk's terms and perspective have become the

predominant discourse in this field.

4 English translation of the titleFake Pictures: About the Staging of Foreigners in Filifihe German
word getirktmeandakeand is related to the word ‘Turke’ (Turkish).
% English translation of the title: ‘The Home of Glen — or Telling One’s Own Story by Telling a
Foreign Story. About “Shirins Hochzeit” by Helmar8ars-Brahms'.
%6 English translation of the title: ‘The RedemptiniiHonour at All Cost. About “Yasemin” by Mark
Bohm'.
2" English translation of the title: ‘All Turks arealhed Ali. Social Criticism and Melodrama: About
“Fear Eats Soul” by R. W. Fassbinder’.
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Many scholars have engaged with the new notiorwdfyral) hybridity, including
Deniz Gokturk herself, Daniela Berghahn (2006, 2a0®L1, 2015b), Barbara Mennel
(2002, 2008), Rob Burns (2006, 2007a, 2007b, 20D2kan Ezli (2009), Randall Halle
(2008, 2009), and the German film critic Georg $&®(§2000), when analysing the
representation of identity and culture in Turkisér@an cinema. They draw not only on
Homi Bhabha’s (1994) notion of cultural hybridityut also theoretical concepts that
stress the special aesthetics and narratives spaliz filmmakers. In this respect, the
researches commonly apply theories or notions sashHamid Naficy’s (2001)
‘accented cinema’, Thomas Elsaesser’s (2005) ‘canewh double occupancy’ or
‘hyphenated identity cinema’, Stuart Hall's (1990991) ‘cultural identity’, Laura
Marks’s (2000) ‘haptic visuality’, and Sujata Mo t(2003) ‘diasporic optic’. In doing
so, several also chose to position Turkish Germiaenta within a broader global
framework of diasporic cinema, analysing films witleference to European
transnational cinema like, for instance, Maghret@neh and Black and Asian British
cinema.

Another crucial contribution to the field of Turkisserman cinema is by Daniela
Berghahn with her two research projects on diaspmniema in the late 2000s. The first
international research network ‘Migrant and Diagpo€inema in Contemporary
Europe’ was funded by thé@ritish Arts and Humanities Research Council (AHRC)
from 2006 to 2008. The AHRC funded also the follogviproject ‘The Diasporic
Family in Cinema’, which builds on the first andsted from 2010 until 2011. The
resulting monographs, articles in books and jo;rehd special issues are of particular
importance and include the 2009 special issue @fdbrnalNew Cinema®n Turkish
German cinematic dialogues. Another crucial workhis anthology edited by Daniela
Berghahn and Claudia SternbeEyropean Cinema in Motion: Migrant and Diasporic
Film in Contemporary Europ€010a). Then followed BerghahrFar-flung Families in
Film: The Diasporic Family in Contemporary Europe@mema(2013) resulting from the
second project ‘The Diasporic Family in Cinema’.eTauthor focuses on the filmic
depiction of diasporic families across Europe axiwell as Turkish German cinema,
she draws on Black British and French Beur cinea.sum up, the academic
outcomes of these projects greatly enriched thatdshn this field and presented new
ideas for further research.

Turkish German cinema has received interest froadeamic fields as diverse as
film studies, German studies, and sociology, wimay explain the existence of diverse

analytical perspectives and why certain themes mopular. With regard to the
73



aforementioned shift, gender, for instance, becameaseful lens through which to
examine the change of the perspective on gendsteteissues (amongst others, Leal
and Rossade 2008; Gokturk 2000c; Fincham 2008¢kay 2006, 2008; Mennel 2002;
Berghahn 2009; Gueneli 2012). Furthermore, themlks mobility, space, and
belonging and in relation to them the meaning omboand homecoming arouse
scholarly interest (amongst others, Mennel 2010gBahn 2006, 2013; Kraenzle 2013;
Yaren 2013). Other factors worth a mention areutilesation of various music styles
and the transnationality of music in Turkish Gerntamema (Gokturk 2010a, 2010b;
Tunc Cox 2013a), the impact of generational diffiees on diasporic filmmaking (Tunc
Cox 2011, 2013b), and the reception of Turkish Garminema and Turkish German
directors in the Turkish and German press (Mach2&i®; Tun¢ Cox 2012).

However, the predominant analytical and theoreteajles appear to originate in
postcolonial studies and cultural studies and thesnes related to culture, ethnicity,
and identity like transnationalism, cultural hyhityd and diasporic hyphenated identity
not only frequently co-exists with other subjectten@l and constitute important
parameters when investigating films from Turkishri@an diasporic filmmakers, but
also form the main analytical perspective (see, ragabothers, Burns 2006, 2007a,
2007b, 2012; Rings 2008; Eren 2012; GoOkturk 199902; Ezli 2009, 2010; Berghahn
2011b).

The literature review demonstrates that scholaosnfilGermany have shown
minimal interest in Turkish German cinema. The vgodf the German based scholar
Ozkan Ezli (2009, 2010), Henrik Blumentrath’'s (2pP0O@oedited anthology on
transculturalism in Turkish German literature arnlinf and Omer Alkin’s (2017)
anthology are the major contributions from Germany.

Another interesting observation is that Turkishi@an cinema is often referred to
as a distinct cinema in books on German cinema.kg/bke Sabine Hake’s (2008)
German National Cinem&@he German Cinema BogR008) edited by Tim Bergfelder,
Deniz Goktirk, and Erica Carter, and the antholdgy Directions in German Cinema
(2011) edited by Paul Cooke and Chris Homewoodnatl only deal with Turkish
German cinema as an integral part of German cinéoaalso appreciate its specific
historical development.

Turkish German Cineman the NewMillennium. Sites, Sounds, and Screens
(2012a) coedited by Sabine Hake and Barbara Memaslthe first book to recognise
that Turkish German cinema had its own unique itdenthe anthology covers topics

ranging from the reception of the films in the wrg3ung Cox; Machtans) to the
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normalisation of ethnicity, through the sexualisatiof Turkish German actors like
Mehmet Kurtuly and Birol Unel (Berna Gueneli). Hake and Mennelcdss current
scholarly debates, perspectives, and future tramd&urkish German cinema in their
comprehensive introduction. The authors observeoavigg interest in the relevant
topic amongst scholars in the United States andfeuand acknowledge the important
role of Turkish German film festivals, the incredseccessibility to subtitled films on
DVD, and the support of academic publishers andlemwéc institutions that promote
scholarships in this field (Hake and Mennel 2011

From Goktlrk’s early publications on Turkish Gernemema within the context
of diasporic and transnational cinema in the 18805 to Hake and Mennel's (2012a)
co-edited volume focusing exclusively on Turkishri@an cinema around ten years
later, the topic still engages scholars from défégracademic strands. My contribution
can be considered as part of the transnationaldsaspora cinema discourse and in
particular as an addition to discussions on theressmtation of the migration
experience, culture, and identity in films aboutkish migration to Germany and the
Turkish diaspora in Germany. Firstly, | considee trepresentation in German and
Turkish German cinema and look further into therefwentioned shift. A brief
introduction is followed by an analysis of the dweristics and the outcomes of this
shift.

Over three generations, since the beginning ofabeur migration to Germany in
the 1960s, th&astarbeiterkinqguest-worker cinema) has developed into a stgh#iti
innovative cinema. Goktiurk describes the develognierthe 1990s as a shift from
‘cinema of duty’ to the ‘pleasures of hybridity’ §&tirk 1999:1), while Burns defines
the phenomenon as a change from the ‘cinema ofaffexted’ to a ‘cinema of
hybridity’ (Burns 2007a: 375). The German film loisan Georg Seef3len (2000)
discusses this development in relation to the eemerg ofcinémabeur in France and
argues that the 1970s’ ‘cinema of alterity’ has rbaseperseded by theinémadu
métissagewhich does not make a big deal of the immigraotierness but instead
depicts their everyday life and the hybridisationnaoinority and majority cultures.
‘Turkish German’ or ‘German Turkish’ are also udeddescribe the modern migrant
cinema in Germany (Hake and Mennel 2012a; Losed 2087f)%

8 More generally and with reference to other tratienal contexts, it has been referred to as
‘hyphenated identity cinema’. The ‘cinema of doubteupancy’ or the ‘hyphenated identity cinema’ is
shaped by flmmakers with dual or multiple belorggr{Elsaesser: 2005).
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In contrast to Burns, Gokturk, and Seel3len, Guidmg®&does not recognise such

a transition:

Unlike common perceptions (...) most films, includipgpductions by celebrated directors
such as Fatih Akin, continue to draw on traditioc@hcepts of culture that break with the
strong transcultural perspectives voiced by theesdimectors. While there is a development
from rather separatist multicultural and interctdfurepresentations in Turkish-German
cinema before Unification towards more interconedctranscultural portrayals in post-

Unification films, many contemporary productions imtain monocultural perspectives

(Rings 2008: 6).

Rings is an exception to the rule. Most scholarscoo that there is a transition
from the ‘cinema of the affected’ to a ‘cinema ofbhdity’ (Burns 2007a: 375) and
differentiate two stages. The first is dominatedabgne-dimensional representation of
the first-generation labour migrants in Germany tire 1970s and 1980s, with
loneliness, alienation, and victimisation the doamihthemes. The Turkish migrant
woman is depicted as an oppressed victim of painarA significant change is
noticeable in the representation of Turkish immigsain films made since the mid-
1990s, when the second-generation Turks in Gerrbaggn making films and creating
images rather different from those in the precediegade. Their focus is on the
second- and third-generation immigrants and toragprGerman and Turkish cultures,
showing a transnational and hybrid culture on stréeTurkish German Cinema in the
New Millennium: Sites, Sounds, and Screéteke and Mennel identify three phases of
migrant cinema in Germany and propose that a neaggbegan after the millennium,
characterised by a variety of genres and ‘powarfdications of the normalization of
ethnic imaginaries’ (Hake and Mennel 2012b: 11jhc8ifiims made in the 1990s like
Lola und Bilidikid/Lola and Bilidikid (1999, Kutlg Ataman), Kurz und
Schmerzlos/Short Sharp Sho¢k998, Fatih Akin) andAprilkinder/April Children
(1998, Yuksel Yavuz) had already depicted hybridtucas and are marked by the
absence of stereotyped ethnic images, | differentieetween two phases instead of

three.
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3.2 Gastarbeiterkinoand the ‘Cinema of the Affected’

Cinema about and made by immigrants from diffecenintries can be found wherever
societies are shaped and reconfigured by any fdrmigration. When immigrant
communities become settler communities and diaspaitares emerge, we can discern
a significant impact on the host society’s culturetably everyday culture such as food,
fashion, and music, but also literature and cindfilen scholars appear to be driven by
a desire to categorise and classify films, be d@nglthe lines of characters, plot or
aesthetics and this explains the proliferatioreofinologies in the present context.

The same desire for neat taxonomies can be obsenvélde case of French
migration cinema. The terminéma beurfor example first appeared in the French
journal Cinématographein 1985, referring to films made by and about seeo
generation filmmakers of Maghrebi descent in Frgiieer 2005: 2). Since these people
tend to reside in thikanlieueghousing projects on the peripheries of Frenclegjtithe
concepts ofcinéma beurand cinéma de banlieuare sometimes conflated. Whilst
cinéma beuremphasises the race and ethnicity of its protageminéma de banlieue

foregrounds locality.

Cinéma de banlieue emerged within French film @sth in the mid-1990s as a way of
categorising a series of independently releasedsfiet in the rundown multi-ethnic
working-class estates (the cités) on the periploérifrance's major cities (the banlieues),
the most significant of which was Mathieu Kassdsita Haine(1995) (Tarr 2005: 2).

Similar difficulties arise over terms to do with rkish German cinema, with
Gastarbeiterkinoprevailing in reference to cinematic releases fribra 1970s and
1980s. TheGastarbeiterkincemerged within the New German Cinema of the 1%&0s
a component of a ‘politically critical national ema’ (Burns 2006: 127) and consists of
films dealing with the distress of the so-callecegitworkers Gastarbeitey, depicting
the social, material, and cultural reality of thstf generation. Thematically, the focus
lies on the experience of discrimination, substashdaving and working conditions,
social exclusion from the host society and theidaliffy of adapting to a new culture,
with the women shown coping with the oppressiompaitiarchy. Victimisation is the
dominant theme. The document&ganz UnteflLowest of the Lowl1986, Jorg Gfrorer)
is one of the first significant examples @&starbeiterkincand addresses the inhumane

living and working circumstances of the first labammigrants in Germany. The
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documentary is based on the eponymous literaryrtage of Gunter Wallraff, who
assumed the identity of Turkish contract worker fr two years and investigated
undercover the exploitation and discrimination afest-workers in Germany. The
director Jorg Gfrérer accompanied Wallraff posirgy @ Greek temporary worker
secretly recorded what went on. Rob Burns sumnmrisew the documentary

constructs thether.

Wallraff constructs a model of the Turkish ‘otharhich, in more or less the same way as
the official designatiorGastarbeiter defines an immigrant purely in relation to his/he
economic function as a worker. Devoid of both aspeal history and a private sphere
Wallraff's ‘Ali’ has no individual identity, no & beyond the workplace (...). [H]e had
presented a patronizing, clichéd portrait of thekTas uneducated, unskilled, and basically

ignorant, as well as naive (Burns 2007a: 362).

As families were re-united in the 1970s, the wiaesl children of the guest-
workers joined the male workforce living in isotati gradually becoming a residential
population. Film responded to the new social stmgctputting women into the
limelight. In another documentary call®ie Kimmeltirkin Geht/Melek LeavE985,
Jeanine Meerapfel), the German Argentinian diredteerapfel accompanies the
female Turkish guest-worker Melek Tez, who has begpioited as an employee and
socially excluded in Germany, as she preparedtorafter 14 years.

In the 1970s and 1980s the dual hardship of beihgrle and a woman became a
popular concern of theGastarbeiterkino Helma Sanders-Brahms’sShirins
Hochzeit/Shirin’'s Weddingl975, Helma Sanders-Brahms) is the first filnfdous on
female migrant workers and casts a Turkish womaa dsal victim. The protagonist
Shirin in order to escape an arranged marriage urkély travels to Germany and
searches for Mahmud, a man from her village to wist® was promised as a young
girl and to whom she wants to get married. Shersewiork as a guest-worker but,
when made redundant during the recession of thesl gjéts trapped in the double bind
of illegality: without a work permit, she cannottge residence permit, without a
residence permit, she cannot get a work permitnisdly she works as a prostitute and
encounters Mahmud in a guest-workers’ dorm. Shepslevith him and is subsequently
killed in a shooting. The humiliating treatment dfese guest-workers and the
exploitation of the Turkish woman are central tgpaf the film. Irmhild Schrader
(2005) sees the woman'’s hard-luck story as a aetigf the patriarchal society of both

countries. Claudia Bulut (2000) believes this candation of the patriarchal society to
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be misguided, asserting that the director's attaokthe patriarchal system failed
because the woman was portrayed as helpless arehdiag. Annette Brauerhoch
criticises the film for conflating the fate of arkish female victim with the oppression
of woman in all patriarchies. At the time, Germamfnists like Helma Sanders-Brahms
felt that German society was characterised by gratial power structures and she uses
Shirin’s story to address female oppression péBssuerhoch 1995: 112-115).

As the guest-workers’ children grew up, a Turkishsgdora came into being,
effecting a change in the cinematic focus to degietlives of bi-culturally grown up
women. Bulut suggests that the popularity of thisjact resulted from its potential to
provoke conflict for the plot. She expands thisatgue that German filmmakers could
now elaborate not only on the characters’ Turkighn@n inter-cultural conflict as in
earlierGastarbeiterkinpbut also to expose the inner cultural confli¢tarent in the bi-
culturalism of the new protagonists. In other worttie topic of cultural conflict served
both plot and character construction (Bulut 20088)2 Notions of culture and identity
came to the forefront in this phase. The seconemgion Turkish German female
adolescent became material for German filmmakersyse predominant aim was to
portray the effects of living with two cultures. i@ue is mostly shown as fixed, with
the protagonists depicted as torn between thetivadl Turkish and the modern
German culture. Hence, the fluidity of culture egtected in many of these early films.
Even if they do not entirely refuse the fact tha intermingling of cultures influences
the Turkish German character, the outcome of suisian is regarded as problematic
for the character, who is frequently portrayedass between two cultures. In this sense,
| agree in general with Bulut's assertion that #mergence of the second generation
offered German filmmakers the opportunity to createplex characters suffering from
the inner cultural conflict resulting from growingp with both the Turkish and the
German culture. Many films at that time relied ortypical binary opposition of a
patriarchal Turkish culture versus a modern andribGerman culture, with Turkish
German young women being presented to be in ttigratidilemma.

An example that clearly illustrates this culturalechma is Hark Bohm’s film
Yasemin(1988, Hark Bohm). The German director Bohm, |&&tih Akin’s teacher at
the film academy, based his film on 17-year-old efas grown up bi-culturally who
leads the life of an emancipated young women inotitside world but, at home plays
the part of a traditional Turkish daughter. Config generated when the protagonist
begins a relationship with a German man and isrootdd with the traditional mores of

her parent’s culture. Yasemin’s attempts to medwmgveen people and cultures fail
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and the film ends with Yasemin jumping onto a moyole and riding off with her
German boyfriend. According to Schrader (2005), iBakepresents Yasemin to be torn
between the two cultures but deserving a self-deted, happy life. Bulut (2000) and
Blumentrath (2007) are more critical and accusenBohadvocating assimilation as the
solution to cultural conflicts. Blumentrath (200€pntends that the film showcases
monocultural and ethnocentric thinking. The resolyt which to Bohm means the
adjustment to the German culture, can thereforg bappen through the rejection the
culture of origin. In choosing emancipation and G&rman boyfriend, Yasemin must
in return accept the break with her family. In gast to Shirin, Yasemin is not
speechless and isolated but integrated into magsirsociety, a good student and a
member of a judo club. She is portrayed as passidadependent on being saved by her
German boyfriend. In this senséasemindoes not succeed in depicting the Turkish
woman as anything more than a victim. The direeimphasises the difficulties of
reconsiling two cultures and implies that one ntake precedence. Belonging to two
cultures is seen to represent a disadvantage apdird of conflict. Drawing on
Bhabha’s conceptualisation of cultural hybriditydahird space it can be argued that
the film neither acknowledges the inevitable intexgting of cultures that occurs in
what the theorist terms thkird space nor does it appreciate the result of this cultura
negotiation, which, according to Bhabha, is therldybation of the individual’s cultural
identity. Furthermore, Bhabha and Bakhtin argue the newly created culturally
hybrid identity is an enriching resource and a cetepce rather than a weakness or
handicap, which is not the case in the represemtati Yasemin.

As mentioned earlier, besides directors’ desiréhematise the inter and inner
cultural conflict and the victimisation of Turkistomen, the hardship of being a (male)
guest-worker was another prioritised topic. Raikéerner Fassbinder was the first
filmmaker to tackle the lives of labour immigrants Germany in depth. Although
Fassbinder'«Katzelmache(1969) andAngst wssen Seele #tfar Eats Sou(1974) do
not feature first-generation Turkish migrants bather a Greek and a Moroccan, it is
important to include them since they constitutenigigant examples of films produced
in the first phase. IkKatzelmacher Fassbinder portrays the life of the Greek guest-
worker Jorgos (played by the director himself) isuburb of Munich in the 1960s.
Jorgos is not proficient in German and thereforpeeiences problems communicating
and interacting with his neighbours, especiallyhvihie local youths. As his charm and
otherness is attractive to the German women wlerlearby, he is regarded as a sexual

rival and experiences the aggressive xenophobf@aesman men from the local youth
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group. Although Jorgos is depicted as lonely, alispeechless, slightly confused,
disoriented, and excluded from the German soclef\still poses a threat to the German
community. Fassbinder’s interest in the lives @& thale guest-workers remained and
four years afteKatzelmacherhe directed another film on the same subject.

In Angst essen Seele awiith the early working title of ‘Every Turk’s naanis
Ali" (Goktirk 1998: 104; Toteberg 1995)), a Moroacguest-worker is shown to be the
victim of discrimination. The film depicts the rétanship between an older German
woman, Emmi, and the Moroccan, Ali. When Ali enctaua Emmi in a German bar,
they begin a relationship and eventually decidgaiomarried. Their union is deemed to
be socially unacceptable and the couple face picguahd hostility. By the end of the
film, the psychological pressure and hard workiogditions give Ali a stomach ulcer.

The films approach the topic of the first SouthEuropean labour immigrants in
Germany in the 1960s and early 1970s from the samgke. The male protagonists are
not only excluded from German society, but alsocehi@vconfront the prejudice, hatred,
and the aggression of the majority. Moreover, tw® tmen, whose alterity is
foregrounded, struggle with isolation, speechlessnand loneliness. Although their
otherness is shown to be sexually appealing to @emomen, integration into German
society is difficult if not impossible. Fassbindeanted to reveal the plight of the newly
arrived young guest-workers and the racism of teen@n majority. In both movies,
which can be regarded as significant exampleslmoifabout the first guest-workers in
German cinema, Fassbinder adopts a social re&ispective. They draw attention to
the misery of the early migration experience antqce the attitude of the German
society towards the new immigrants, who are coamfigupositioned as alien and the
other. In his analysis of Fassbinder’'s movies, Farzangf@04) criticises the fact that
they fail to render a realistic portrayal and iastgaint a stereotypical picture of the
immigrants’ lives. The author stresses the impagsbinder’'s approach had on later
movies on the subject and regards them as théngtabint for the proliferation of such
stereotypes over the following twenty years (Faetan 2004: 234). Fassbinder’s
abiding influence on subsequent films is evidenbgdthe perpetuation of similar
themes. Firstly, the plight of migrants, focusing their poor living and working
conditions and problems with language and adapbng new country; secondly, the
prejudices and xenophobia of the German host so@ed thirdly, the the patriarchal
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Turkish culture and the value men place on (famiighour and how this affects

women, who are oppressed and victimised by thesiahal structures’

AlongsideGastarbeiterkinaother terms were coined to describe the first pluds
films about immigrants in Germany. ‘Cinema of atiérwas introduced by the German
film critic Georg Seeldlen (2000) to denote film®abimmigrants that adopt a social
worker perspective and focus on the social andillproblems encountered by early
guest-workers and their families (Burns 2006; SeeR0D00).

Another term is ‘cinema of the affected’ which imoposed by Rob Burns and
partly overlaps with the ‘cinema of alterity’. InTurkish-German Cinema: From
Cultural Resistance to Transnational Cinema?’ (20@urns adopts a term from
German literature of the 1980s, ‘Literatur der BH#enen’ (literature of the affected),
and comes up with ‘cinema of the affected’. Althbube ‘cinema of the affected’ bears
some similarities toGastarbeiterking the ‘cinema of the affected’ emphasises the
authenticity of personal experience and is theeefeserved for films made by Turkish
German filmmakers. Two films made by Tevfikdaare key examples for the ‘cinema
of the affected'.

As in Shirins HochzeiandYaseminwomen take centre stage4@ Quadratmeter
Deutschland/40 Square Meters of Germda986, Tevfik Baer). This film by the
Hamburg-based Turk Tevfik Ber is frequently heralded in scholarly literatusethe
first film from a Turkish filmmaker in Germany aras the advent of Turkish German
cinema (Burns 2006: 128). However, | disagree siBager went to Germany as a
student at the University of Fine Arts and is nefated to the guest-worker
phenomenon unlike the Turkish German directorshFAlin and Age Polat. These
second-generation hyphenated identity filmmakets) Wad to negotiate the Turkish or
Kurdish culture of their origins and German cultudepart from the problem-based
representation of migration experience and exlalspecific style when depicting the
Turkish diaspora as will be explored in the latect®n on Turkish German cinema.
However, Baer, was the first Turkish filmmaker in Germany tmcentrate on the lives
of guest-workers.

His first film 40 Quadratmeter Deutschlanells the story of a young Turkish

woman Turna living in Turkey, who gets married he significantly older guest-worker

29 |n additionPalermo oder Wolfsburg/Palermo or Wolfsb{i80, Werner Schroter\us der Ferne
sehe ich dieses Land/l See This Land From @fav8, Christian ZiewerPrachenfutter/Dragon Chow
(1987, Jan Schiitte), ahkthppy Birthday Turke/Happy Birthday Tugk991, Dorris Dorrie) are other
examples oGastarbeiterkindrom the first phase which cover similar issues.
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Dursun in Germany. Dursun is portrayed as a ti@udli dominating patriarch in
opposition to the liberal Western lifestyle of Gammsociety. He sees his wife as his
property and believes that he has the right torobnot only her honour, but her whole
life and prohibits her from any contact with thdside world. He goes so far to lock her
up when he leaves the flat, so Turna has no opmtytto meet anyone and becomes
lonelier and lonelier. Even near the end of the fivhen Dursun dies of a heart attack
in the shower, his dead body blocks the entrangeifging his attempt to control Turna
from beyond the grave. After spending the nighthwhiis corpse, Turna eventually
managego get out of the flat and the final scene showsexd&ing the house in a very
confused and disoriented state. Since the fiimsghace almost completely in the
couple’s small flat and features nearly solelytthie protagonists, some scholars see the
film as a typical ‘chamber play’ (Gokturk 1998: 108lennel 2008: 54). Mennel
stresses the construction of strictly separatediengersus outside worlds and argues
that the flat, as an enclosed and even claustroplaiimestic space, represents the
place of migration experience.

After the film’s success Bar shot his second filmnAbschied vom falschen
ParadiegFarewell to a False Paradis€1989), adapted from the novEtauen, die
sterben, ohne dass sie gelebt hafomen, Who Die before They Have Even Lived)
(1987) by Saliha Scheinhardt (Goktirk 1998: 10%keB again utilises the motif of the
victimised woman, focusing on Elif, who has killedr tyrannical Turkish husband and
is waiting in a German prison for her deportationTurkey. In prison, Elif befriends
fellow prisoners, learns German and, in this waydd a form of liberation but this
emancipation does not last long. In order to esdegredeportation to Turkey, where
another trial and punishment re pending, she attesycide.

Several scholars have criticised sBés films of being one-dimensional and
reducing the Turkish migration experience to gemé&tions in a Turkish patriarchal
environment (Mennel 2008; Goktirk 2000a). Mennad example, notes:

Tevfik Baser’s films about locked-up Turkish women, for ex#mipis paradigmatic film
40 Quadratmeter Deutschlarf#i986), are based on binary gender constructiooreit to
which the interior room is restricted and codedessinine. The camera and the film do not
leave this room and thereby replicate the expeei@ianigration as claustrophobia for the
audience. Migration is relocated into the privat®m in which a patriarchal Turkish

chamber play is then carried out (Mennel 2008:*84).

% My translation from original: ,Tevfik Bgers Filme tber eingesperrte tiirkische Frauen, zaispi!
sein paradigmatischer Film ,40 Quadratmeter Deldsch (1986), basieren auf einer geschlechtlich
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The author is of the opinion that such a stricéynder-based approach implies that the
migration experience solely concerns the conssaiot the Turkish patriarchal
structures, allowed to persist in the enclosedespat liberal West. However, two years
later, Mennel considers Bar again in ‘Politics of Space in the Cinema of Mign’
(2010), arguing that scholars might have misreadilms and proposing an alternative
interpretation. She suggests thag@&s films could be relevant in the context of the

then emerging left-wing Turkish cinema, led by Thekish director Yilmaz Giney.

Thus, when Bger employs entrapment in a confined space as & ofsuigration in40m2
Germanyand Farewell to False Paradisene not only comments on the social reality of
experience of Turkish migrants in Germany, butlse aontinues a Turkish filmic tradition
steeped in left politics. In that context, the impnment not only critiques the Turkish
patriarch but also situates the film in a filmiadition of class analysis. This kind of
discursive apparatus was neither visible for a V@=tman audience at the time, nor has it

been reflected by contemporary scholarship soMangel 2010: 49).

Mennel's idea is interesting and affords valuab&vnnsights. The notion that the
social realist films in Turkey at that time migldave had an important impact onsBa
seems plausible, since he grew up in Turkey andfamagdiar with this political and
social critically cinema that brought the miserycti#dss and gender inequities into focus
on screen. Such an interpretation opens up thabpdgsto characterise both films as
culturally hybrid since they draw on Turkish cinemmaditions. However, this does not
alter the fact thattO0 Quadratmeter Deutschlarahd Abschied vom falschen Paradies
envision the migration experience from a problerd-aictim-based perspective, with a
clichéd focus on the Turkish women'’s plight.

Gokturk discusses the depiction of the Turkish woras victims in immigration

films of the 1970s and 1980 and sums up this paagellows:

Stories about Turks in Germany frequently work witthe context of gender relations. The
liberation of the poor Turkish woman from captivityuppression, dependence or even

prostitution is a popular fantasy which originafesm the German audience’s sense of

bindren Konstruktion, der zufolge der innere Raumsa@hrénkt und weiblich kodiert ist. Die Kamera und
der Film verlassen diesen Raum nicht und reproderzisomit die Erfahrung der Migration als
Klaustrophobie fiir die Zuschauer. Migration wirddien privaten Raum verlegt, in dem sich dann ein
patriarchales turkisches Kammerspiel vollzieht ¢Mel 2008: 54).
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superiority. The sympathy with the victims of otlmdtures above all serves as their own
self-verification (Go6ktiirk 2000a: 338).

The author argues that these films vindicate lib&fastern culture and later points out
the risk of such a stereotypical depiction of ethminorities, since it could often be
perceived as representing the totality of an ewrtineic group (Gokturk 2000a: 336).

Gokturk (1999) uses the term ‘cinema of duty’ tesaée this phase, adopted
(like ‘pleasures of hybridity’ for the second phpf®m Sarita Malik’'s ‘Beyond ‘The
Cinema of Duty'? The Pleasures of Hybridity: BlaBkitish Film of the 1980s and
1990s’ (1996), which uses the terms in relatiorBlack British cinema. ‘Cinema of

duty’ was originally coined by the film critic Camua Bailey in 1990, who defined it as

Social issue in content, documentary-realist ifestiirmly responsible in intention [and it]
positions its subjects in direct relations to sbeisis, and attempts to articulate ‘problems’
and ‘solutions to problems’ within a framework @ntre and margin, white and non-white
communities (Bailey cited in Malik 1996: 203-204).

The films are social-issue based and inspired bgaal-worker ethos, aiming to call
attention to societal problems such as female gspe that would otherwise go
unnoticed.

Gastarbeiterking ‘cinema of alterity’, ‘cinema of the affected’ @ricinema of
duty’ all attempt to categorise specific featuneghe early films about guest-workers
and their descendants who came to West Germarheitéginning of the 1960s. The
above outline shows that these terms overlap ambhbyeans exclude each other. Quite
the contrary, they have many things in common. Wlhile Gastarbeiterkinoand the
‘cinema of alterity’ focus on films directed by Gaan filmmakers of the New German
Cinema who often use realist aesthetics to depetocial problems of immigrants, the
‘cinema of the affected’ is a continuation of thdes. By including films from the
Turkish director Tevfik Bger, such ag0 Quadratmeter Deutschlarmhd Abschied vom
falschen Paradige the terminology emphasises the authenticity & tmmigrants’
personal experiences. By contrast, the ‘cinemauty’ ccan be seen as a category that

31 My translation from original: ,Geschichten tiberrkén in Deutschland arbeiten sich haufig an den
Geschlechterbeziehungen ab. Die Befreiung der afiekin aus Gefangenschaft, Unterdriickung,
Abhéngigkeit oder gar Prostitution ist eine popellRhantasie, die dem Uberlegenheitsgefiihl des
deutschen Publikums entspringt. Das Mitleid mit @gafern der gewalttatigen anderen Kultur dient in
erster Linie der eigenen Selbstbestatigung” (G&kB000a: 336).
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includes all these films and stresses the socwpamsibility of showing migration-
related problems. These first-phase films are ammii that they are all social problem
films, delivering an essentialised representatiboutture and focusing on marginalised
and exploited (mostly) Turkish guest-workers andorepsed, victimised Turkish
women. Guest-workers are strongly stereotyped amdepted as victims on the
margins of society, unable to communicate in Gerraad excluded from majority
culture. Similarly, the terms migrant or migratimmnema and the German term
Migrantenkino refer to films about immigrants made between 196@ @990
irrespective of the filmmakers’ ethnicity.

However, in the 1990s, when second- and subsegesm@ration Turkish
migrants began to produce films on the lives ofrtbesn generation, they forge a new
approach. Their films attest to a new confidenca &w scholarly terminologies arise

to reflect fundamental changes in representation.

3.3 Examples of Cultural Hybridity in the Gastarbeiterkinoand the ‘Cinema of the
Affected’

Before investigating those movies’ characteristitshe second phase, it is essential to
consider the role of cultural identity in the regatation of migration in the films from
the first phase, since cultural hybridity constetuta key theoretical tool in this thesis.
However, since my main research interest lies exdépiction of Turkish migrants in
Turkish cinema, | will just briefly touch on thiblevertheless, this current section is of
particular importance, since it is the first chafie to the predominant thinking that the
representation of cultural hybridity is limitedfitms from the second phase.

A review of the key literature on migration in Gemand Turkish German
cinema reveals the total neglect of theories onucall hybridity and the concept of
transnational cinema in the context of films madeGerman cinema (first phase).
Researchers seem apply these theories exclusiwelyet second phase, in so-called
Turkish German cinema. Such a divisive stance nhtimplies the existence of a pure
German national cinema, but also constructs a thohy of a national German cinema
versus a transnational Turkish German cinema. W$pect to German national
cinema, Hake and Mennel seem to be amongst thedors in this field, who draw
attention to the fact that German cinema has bgbnichand transnational since the

Wilhelmine era.
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From its inception German cinema has been multicailt accented, hybrid, and
hyphenated; Turkish German cinema is only the fatemifestation of a model of cultural
production and representation unique to cinema (Nojwithstanding the official discourse
on national cinema, filmic production, distributjoand consumption have always been
international as well as transnational, with filnofessionals (both native and foreign-born)
as the quintessential skilled migrant worker; ex@mpinclude the Danish film
professionals in Wilhelmine cinema, the Russiam fils the first diasporic cinema in post-
1918 European cinema, the contribution of Germaviskeactors and directors to Weimar
cinema, or the role of Austro Hungarians to thensbtilm of the late 1920s and early
1930s (Hake and Mennel 2012b: 12).

The authors alert us to the impact of various calttraditions on cinema in Germany
since the advent of cinema itself, which negatesidiea that there is a purely national
German cinema. Films from Germany have always ba#arally hybrid and exhibited
transnational tendenciés.

Bakhtin's theories otheteroglossiaand hybridity, which he conceptualises in
relation to the novel can also be applied to filnd @re therefore of great value when
analysing cultural hybridity in migration-relatedomies® The term heteroglossia
meansdifferent languageswhere the word language does not describe a spoke
written national language, but rather a social lexgg capturing the variety of different
jargons, social dialects, characteristic behaviofirdiverse groups and generations that
all co-exist in a single language (Bakhtin 19812-263). With respect to the novel, the
Russian philosopher further claims that variougjleges exist in a novel, such as the
author’s, the characters’, and the narrator's laggu The intermingling of these
languages in one and the same novel then turnsoted into a hybrid piece of art. This
idea can fruitfully be adapted to film as it simijainvolves the screenwriter’s, the
producer’s, the director’'s, and the charactersglege, each of them being hybrid
themselves. Bakhtin calls this type of hybridityeintional and artistically organised
hybridity. Another form of hybridity that the authdifferentiates from the intentional
one is the unintentional or historical hybridityhieh is an organic hybridity that
appears in everyday life. Encounters that causenéintious intermingling of diverse
social languages result in the hybridisation ofoaia language (Bakhtin 1981: 258-
259). Hake and Mennel's comments on German cinesna historically hybrid and

%2 The concept of transnational cinema will be exgidbin detail in the following subchapter.
%3 At this stage, | very briefly reflect on Bakhtiresd Bhabha's relevant concepts. A detailed disonss
of their theories can be found in Chapter 2.3.1@hdpter 2.3.2.
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accented cinema and Bakhtin’s identification ofiséid hybridity and hybridity of
everyday lives implies that films from the firstgde are also culturally hybrid. In
addition, Bhabha's (1994) theory on cultural hyliyidin which he describes the
intermingling of two or more cultures in an abstnalace (thehird spacé to result in a
completely new cultural hybridity and a culturatybrid identity of those, who are
involved in the cultural encounter, is a further ppritant concept. This idea
demonstrates that no national culture or cultutahtity could possibly be pure and thus
supports my argument that also in the movies of fite phase cultural hybridity
inevitably occurs in various forms. Where guestkeos, immigrants, and diaspora
communities encounter each other and the host tgpcgeoss-cultural meetings
naturally and unavoidably result in cultural hyligdand culturally hybrid identities.
This is also the case with early films on migratiarich feature cultural hybridity in
various aspects such as linguistic hybridity, hgibyi of identity, hybrid aesthetics, and
hybrid music.

Both Tevfik Baer's films 40 Quadratmeter Deutschlandnd Abschied vom
falschen Paradie$eature strong transnational elements and exhibtural hybridity.
The director is familiar with Turkish and Germaritate, which is not only reflected in
his work, but also renders them culturally hybridges of art. His stories about the
damaging effects of a Turkish and Kurdish patriatckociety on women in Turkish
immigrant communities in Germany are influenced thg Turkish leftist cinema
tradition of the filmmaker Yilmaz Guiney, not only Kurdish Turkish hyphenated
identity filmmaker, but an immigrant himself, sinbe had to seek asylum in France,
where he lived until his death. Gliney came froraftast social realistic perspective and
preferred to film existing social, political, andamomic inequalities and injustices in
Turkey and especially in the Kurdish regions of Keyr (D6nmez-Colin: 2008: 91;
Arslan 2011: 181). Besides themes such as capitadisd class differences, he also
featured the oppression of women caused by the@rplatriarchal system in Turkey.

Baser assesses this topic in a similar way to Guney slwows its effect in a
migration setting in Germany. The director adapté anly Glney's sociopolitical
cinematic angle but also works withzet Akay, one of Giiney's cameramen, andQn
Quadratmeter Deutschlanfeatures the famous Turkish actor Yaman Okay, who
appeared in several of GUney’'s movies. It is irging that Elif in Baer's Abschied
vom falschen Paradies played by the prominent actress from Turkey aubicay.
Thus, both films produced in Germany and regardeal part of German cinema are not

only heavily impacted by the Turkish leftist cineimaradition, but also feature Turkish
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stars as protagonists. Hence, diverse culturauenites on Bgr's films can be
identified. They are affected by the cinematicestyl Yilmaz Giney from the cinema of
Turkey; they involve a Turkish and German interoiadl cast and crew, and star at least
one well-known actor and actress from Turkey inile fproduced in Germany.
Furthermore, the films feature amongst others BiwkiGerman and Greek cultural
encounters, exhibiting various styles of multiliagjam. Before giving some examples
of how language-mixing either in the form of langaacrossing and code-switching
occurs in a significant number of films, | wouldggest that Bger’'s films and certain
others involving international cast, crew, and $hbject of migration inevitably feature
some aspects of cultural hybridity, for instanggliistic hybridity, and may therefore
be regarded as transnational cinema not nationahw. Additionally, the fact that a
famous Turkish actor or actress stars in severafigsawill naturally arouse interest in
Turkey too. Consequently, they are also distribuedurkey, becoming transnational.
Yasemiralso fits this model. Similar to Ber, the German director Bohm works with an
international cast and crew and casts a prominarkigh actor in an important part, in
this caseSenerSen as Yasemin’s father Yusuf. His participationYiaseminensured
that the film gained attention in Turkey.

Focusing onYasemin| will illustrate how linguistic hybridity plays significant
role in many first-phase films. Yasemin is a secgederation Turkish migrant in
Germany and can be regarded as a character wiltisiiuterman hyphenated identity;
she is familiar with both cultures and both langegagHer bilingualism enables her to
continually switch between languages. Her mothet father, first-generation guest-
workers in Germany, have also mastered German #geyand also constantly mix
Turkish and German. In the kitchen, Yasemin andrhether Dilber debate the best
way to tell her father that Yasemin wants to stayab school. This scene is a good

illustration of language-mixing.

Yasemin Hast du jetzt endlich mit Papa gesprochen wegen @berstufeAHave you
finally talked to Dad about the issue of Obersttfie®?

Mother: Wann?Vallahi kizimein Esel hat besser Zeit als ich: Putzen, Kochéaschen,
Nahen. Ich bin fertig, da schlaft er schdlvhen? Seriously, my daughter, a donkey has
more time than me: cleaning, cooking, doing thentay, sewing. He is already asleep

when I'm done.)

% Oberstufds a German word to describe the advanced stddggtoschool in Germany.
% For a better understanding of how the switchingveen Turkish and German occurs and to be able to
separate them, the German language is showniicsital
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Yasemin Aber du willst doch auch, dass ich studief@ut you too want me to study,
don’t you?)

Mother: Tabii! (Sure!)

Yasemin Ja dann must du ihn frage(So then you have to ask him.)

Mother: Wann?(When?)

Yasemin Jetzt.Simdi. (Now. Now.)

Mother: Efendim?Im Laden voller Menscher{8orry? In the shop full of people?)
Yasemin Wann denn sonst? Ok, ich mach das selfW¢hen else? Ok, I'll do it myself.)
Mother: Kizim deli mi oldun?Bist du narrischkizim? Bak, wenn Du jetzt deinen Vater im
Laden vor dem Onkel fragst, dann kriegstvdilahi billahi ein Nein.(My daughter are you
crazy? Are you crazy my daughter? Look, if you gekir father now in the shop in the

presence of your uncle, | promise you will get @ no

(...)

It seems useful to adopt the sociolinguist Androptsilos’s (2012a) categorisation of
four different language uses, developed in hisymmalof the Turkish German comedy
Supersekg2004, Torsten Wacker) to classify the charactiEsguage repertoire. He
differentiates betweemurkish native Germannear-native Germanmandinterlanguage
German The first describes native colloquial standardkigh, with dialects and
discourse markerdative Germanwhich he also callabbreviated Germans standard
colloquial German, including slang and jargon. Téxn near-native Germaraptures
fluent standard colloquial German with a slightlgnmative accentinterlanguage
Germandescribes obvious non-native German including, éeample, bad grammar
and the omission of articles and prepositions an@éminiscent oGastarbeiterdeutsch

a highly simplified German that helped early gusetkers to achieve basic
communication with Germans (Androutsopoulos 201324#f.). All four languages are
already hybrid in themselves, since each one isreékalt of a specific intermingling
procedure of various deflects, slangs, jargons, taedstandard colloquial languages
Turkish and German. However, a second level of iditgr occurs in the dialogue
extract through the characters’ continual switclwieen languages. Whilst second-
generation Yasemin uses exclusivelgtive German her mother alternates between
interlanguage Germamnd Turkish. Their conversation exemplifies howedse styles
of language-mixing like inter-sentential (betweengke sentences), intra-sentential
(within a single sentence), and tag-switching (@sinphrase or word from another
language in a sentence, dominated by the othemdm® can occur. Chris Wahl
believes films that feature multilingualism in aywhat mirrors reality can be labelled

polyglot films or polyglot cinema (Wahl 2005: 2).itlW reference to multilingualism in
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film, Androutsopoulos alerts us to the importartt fdat language and language-mixing
in a multilingual film could be tailored to the ¢gat audience’s language knowledge and
therefore often do not reflect realistic and autizense of multilingualism. Moreover,
the author points out that the characters’ languagertoires may rely on stereotypes
(Androutsopoulos 2012a: 321). However, | claim thither way — whether a realistic
or fabricated depiction of multilingualism Yaseminand several other films such as
Baser's two movies can be categorised as polyglot e which | argue is

heteroglossi@and thus culturally hybrid.

Since the Gastarbeiterkinomainly depicted newly arrived guest-workers as
isolated from German society, speechless, and uldamith the German language
like the Greek Jorgos and the Moroccan Ali in Fasddy’s films Katzelmacherand
Angst essen Seele auhterlanguage Germanis predominant. Except for Ali's
extremely rare use of the Arabic phrase ‘kif kiit'¢ all the same’) the protagonists do
not switch languages, but communicate instead wkésr German. In regard to
linguistic hybridity, even if the films are almastclusively monolingual, featuring only
German and not the guest-workers’ language of mritfiey still represent linguistic
hybridity by displaying Jorgos and Ali’'s broken Gam. Both speak a typical Pidgin
German characterised by simple and poor sentemgetigte and incorrect grammar.
‘Guest-worker German’, or Androutsopoulogerlanguage Germans a hyphenated
language combining German with grammar similariteethe guest-workers’ language,
thus creates a completely hybrid language. In #rg first scene in which Ali and his
later German wife Emmi meet, Ali speaks a typicalest-worker German’. He asks
Emmi to dance with him ‘Du tanzen mit mir?’ (‘Yowacing with me?’) and ‘Ja, du
allein sitzen. Macht viel traurig. Allein sitzenchit gut.” (‘Yes, you alone sitting. Makes
a lot sad. Alone sitting not good.’). These exampdow how Ali simplifies the
German language by ignoring grammatical rules like conjugation of verbs and
declension of articles, nouns, adjectives, and quos and this creates a completely
new and hybrid language. Ali’s attempt to (flawlgssnimic the German language fails
and therefore results in a unique hybrid languddes is very similar to Bhabha's
observation that the colonised tries to mimic tlodowiser’'s language, gesture, and
behaviour, but cannot reproduce these accuratélys,Tthe colonised produces a new
hybrid culture containing elements of both.

Similarly, the concept of mimicry arises in relatido Jorgos (played by

Fassbinder himself). Like Ali, the Greek guest-wasrldorgos, who barely speaks at all,
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communicates in the philologically hybrid ‘guestiker German’, in short sentences
such as ‘Gehen zusammen Griechenland’ (‘Going hayebreece.’) and ‘Jorgos nichts
verstehen’ (‘Jorgos nothing understand.’) which ikeixhthe same grammatical
simplification as Ali’s ‘guest-worker German’ anketattempt to mimic German creates
a hybrid language. However, Jorgos displays anatitber subtle kind of mimicking.
Fassbinder, a German, has to imitate a Greek gumger with a Greek accent and talk
in Pidgin German. His mimicking of a Greek inevliabesults in an incomplete copy
and produces a highly hybrid cultural identity, exdied by the character Jorgos.

Another representation of cultural hybridity occums Angst essen Seele auf
Several scenes illustrate how German and Arabitum@ilencounters combine into a
cultural fusion, with music playing a crucial rolEhe film even begins with an Arabic
song played over the opening credits and in tlst $icene in a traditional German pub,
in which Ali and some Arabic friends are having @ht out, drinking beer and
occasionally flirting with German women. The faaat an Arabic song is playing in the
pub appears strange at first. However, it becorpparant that Ali and the other Arabic
men are regulars at the pub, whose owner has abiaptkis new situation by including
Arabic songs on the jukebox. The predominance ab&rmusic in this typical German
pub is seen as something completely normal bydthweGermans there, who appreciate
that Arabic guest-workers might want to listenhede familiar melodies. Arabic songs
are heard in the background of several scenes,estigg a culturally hybrid
atmosphere and setting. In order to illustrate hiolw use of music generates cultural
hybridity, | want to examine two scenes.

When the elderly German lady Emmi enters the pobe®ne puts on some
traditional German Schlager music with a tangohtnwytalled ‘Du schwarzer Zigeuner’
("You black gypsy’) sung by the Swiss Vico Torriaamd the Arabic music gives way to
the German song. Ali asks Emmi to dance and thesrbes their song that at the end of
the film will save their relationship from a crisishen Emmi puts it on and they start to
dance. In another scene, Emmi and Ali are dandiegsame slow dance as in the first
scene, but this time to a lively and upbeat Aradmog. The encounter of the Arabic
music with a traditional German pub and the (rat&stern) slow and close couple
dance culture redefines cultural patterns by takheg lively Arabic music out of its
context of origin and inserting it into a complgtdifferent setting. The same applies to
the German pub culture and the romantic couple elauiture. The entering of the

Arabic (music) culture transforms the ‘original’ leural patterns of a German pub
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setting and the prevailing habits of slow musicpeuwance. In this way the encounter
of different cultures results in a completely naviturally hybrid setting.

Another scene that exemplifies a similar kind dfurnal intermingling takes place
in Emmi’s flat. Ali's Arabic friends have been ined over for a cosy get-together. The
young male guest-workers play the German board gdfeasch argere dich nicht’
while they drink beer, smoke and listen to Arabigsm in Emmi’s flat, which is the
normal tidy flat of an elderly German woman. Thirge not only illustrates how
cultural hybridity occurs when different ethnicgieome into contact, but also when a
specific culture of a group of younger men encountbe environment of the elderly.
The different ‘age cultures’ influence each othed avhilst Emmi’s behaviour and even
body language becomes more youthful and vivid,ntte® adopt a calm attitude. The
complex intermingling of diverse cultures produbss tculturally hybrid setting and
culturally hybrid identities in the film. Emmi’s turally hybrid identity is even put
down in writing in the film; after she marries AEmmi Kurowski’'s name changes to

‘Emanuela ben Salem M'Barek Mohammed Mustapha’.

To sum up, the examples given reveal the factftimas depicting migration and
contact between different cultures are not onlyurally hybrid themselves, since they
are what Bakhtin calls artistically hybrid, but @alshow cultural hybridity on screen.
Cultural hybridity is a complex and multifacetedepbbmenon that seems inevitable
when cultures encounter each other. My aim in fimguen certain first-phase films was
to illustrate that cultural hybridity is an essahtelement of theGastarbeiterkinoor
‘cinema of duty’. Hence, | suggest being cautiousew dividing the history of
migration cinema in Germany into two phases orbts of cultural hybridity, arguing
that cultural hybridity is characteristic for thecend phase.

Nevertheless, the division of migration films in r@&ny into two phases is
reasonable since there are significant differefet&een movies produced up until the
late 1990s and those made by Turkish German secand- third-generation
filmmakers. It should prove enlightening to invgate, amongst others, how these
hyphenated identity directors approach culturalrigyty in their films.

Before concluding, | want to draw attention to fhet that | have decided to use
the term ‘cinema of cultural hybridity’ in the cext of the second phase for three main
reasons. Firstly, as mentioned, respected schofarsigration cinema have already
employed the concept of hybridity in reference e tsecond phase in literature;

secondly, the directors of this second period laeenselves culturally hybrid; and lastly,
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their films feature not only cultural hybridity as inevitable outcome of (Turkish and
German) cultural encounters like first-phase filnfgit go beyond an depict the
enrichments of cultural hybridity, which is the mificant difference of the

representation of cultural hybridity before andeafthe cinematic shift. However, the
chosen labelling ‘cinema of cultural hybridity’ fahe second period in filmmaking
should not be misinterpreted as simply charactermgtfiims made by Turkish Germans
after the mid-1990s. | argue that cultural hybyidd an unavoidable phenomenon in

films about migration and hence can be found iedig forms in both phases.

3.4 The ‘Cinema of Cultural Hybridity’

The German journalist Moritz Dehn was one of thst fauthors to detect the change in
the cinematic representation of migrants and tligiscendants when the second-
generation Turkish migrants began to make filmsDie Tiirken vom Dienst’ (19985

he summarises the characteristics of films duringhat he calls — the Turkish German
cinema boom. In considering works by Thomas Arskatih Akin, Yuksel Yavuz, and
Kutlug Ataman, Dehn notes that, in these new films, itresslof migrants have become
a natural part of German society and thus no losgeated as thether in a binary
construction ofself and other. Moreover, the themes differ significantly fromrlesx
productions in that they no longer portray the eigpee of immigration and the
difficult lives of first-generation guest-workerQuite the contrary, the stories concern
the everyday lives of third-generation young adaltsl their desires, aspirations, and
conflicts with their elders who are more traditibpaMuslim. In these early movies
from Turkish German filmmakers, Dehn observes a aed unique storytelling style
with the allure of the ‘exotic’. Thus, the authouggests conceptualising Turkish
German films as a newly emerged genre (Dehn 1999).

Five years later in 2004, the film historian Claudser dates the beginning of this
change to the mid-1990s in ‘Berlin am Bosporus: Ztrfolg Fatih Akins und anderer
tirkischstammiger Regisseure in der deutschen &ildgchaff’, an article published
in apropos. Film 2004. Das Jahrbuch der DEFA-Stifturige argues that this

transformation began when a group of young filmmakeith a Turkish migration

% English translation of the title: ‘Turks in Chatge
%" English translation of the title: ‘About the Sussef Fatih Akin and Other Directors of Turkish gbmi
in German Film'.
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background graduated from film academies and emtéte German film industry.
Many directors, including Thomas Arslan, Fatih Akimd female filmmakers like Ag
Polat, Aysun Bademsoy, Buket Alakuand Seyhan Derin moved on from making short
films to full-length features or documentaries. S'imew phase was also noticed by
Werner Stein, who, almost ten years after the adetthese second-generation films,
asserts that Turkish German cinema has develogedaicommercial mainstream art
and constitutes a creative and lucrative strarmiment German cinema.

Georg Seeldlen and Katja Nicodemus are importanm@erfilm critics, who
investigate the occurrence of Turkish German cinanmwh its characteristics in several
articles. Even as early as 2000, Seelllen discovsiedarities between Turkish
German cinema and films made by the second, tland, fourth generation of in
particular Maghrebi French filmmakers in Franceel8en opts for the terminéma du
métissag€Kino der doppelten Kulturen/cinema in-betweeigp&nown as the ‘cinema
of the in-between’, instead of ‘cinema of alteritih general, the term is applied to a
young cinema shaped by the later generations ohdorimmigrants in France, the
United Kingdom and, after a longer period, Germday, These films are often based
on the filmmakers' personal experience of livingbgtween two cultures and are the
continuation of the ‘cinema of alterity’ as well ascontradiction thereof (Seeldlen
2000). Thecinéma du métissagao longer problematises alterity and nor depicts
migrants as foreigners but focuses instead on ffeidisation of cultures. Seellen
defines the majority of movies made in this secphdse asinéma du métissagéhe
French wordnétissagelescribes the racial mixing and the intermingliigultures.

The French root wordhétisrefers to ‘people of dual heritage and is underpth
by tenets of (colonial) race thinking, for instantleat humans can be divided into
distinct ‘races’ and that miscegenation leads tacial impurity” (Berghahn and
Sternberg 2010c: 27). Even if over time and througl efforts of postcolonial
criticism, the intermingling of different races arndiasporic) cultures has been
recognised as productive, the term remains ambivalecause of its negative
connotations, which according to Berghahn and 8&x let to it being rarely used by
French scholars and film critics (Berghahn andriterg 2010c: 28).

Owing to the above, | will not use the phrasgema dumétissageor its English
counterpart ‘cinema of the in-between’ when dismgs¢his second phase. Moreover, |
would suggest that the label ‘cinema of the in-lestw appears to be problematic since
it assumes the existence of two strictly separsttgjc and oppositional cultures. The

individual then is not only positioned in betweenot different and ‘competing’
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cultures, but also caught in between these twaimgt The term implies that, even if
the in-between can constitute a new creative spfaoegh the intermixing of cultures,
it can be a place of tension where the persorrislietween two distinct cultures.

This expression Turkish German or German Turkistertia describes a cinema
by filmmakers from Germany who are of Turkish amigis well as films about Turkish
German societal phenomena, regardless of the fikmmnsaorigin (Loser 2004: 137f.).
Irrespective of any restriction regarding the arigf the filmmakers and the themes of
this heterogeneous cinema, Loser avoids an exdoitoa of Turkish German cinema
according to the current state of research. Thédoauemphasises the complexity,
multifacetedness, and heterogeneity not only ofabsthetics and narratives of relevant
films, but also of the filmmakers’ biographical kgcound, which makes it rather
difficult to categorise their flms under the satabel and give a definition of Turkish
German cinemaLoser 2004: 137). Gokturk scrutinises new categions and
terminologies such as Turkish German cinema andg¢dmcentrating on the cultural
complexity behind the making of these films andirtlieansnationality, she poses a

challenging question:

Of which nationality, for example, is a film thagpgs in Hamburg and was produced there
under German direction, but in which Turkish actepgak in Turkish-German dialogue

and Turkish milieus are presented? Is such a finbd allocated to German or Turkish

cinema? Does it express statements about the Gesmanrkish culture or about both?

How does it appear, if the director is a Turk liyim Germany, who works under similar

production conditions to his German colleagues k(@& 2000a: 331}®

| agree with Léser and Goktirk that Turkish Gerroarema is difficult to define
and | believe that it is irrational to categoriesvies with different filmic aesthetics and
from dissimilar genres in the same group. Thomaslafts films are guided by the
characteristics of the French Nouvelle Vague wisergatin Akin is influenced by
(amongst others) the themes and styles of Amefit@an Hollywood. Moreover, there
are Kurdish German filmmakers like Yavuz Yiksel,08@ flms are considered to be
part of the newly created classification of TurkiSkrman cinema. However, scholars
in all fields seem obsessed with classificationgertif sometimes these groupings and

% My translation from original: ‘Welche Nationalithat beispielsweise ein Film, der in Hamburg spielt
und dort unter deutscher Regie produziert istemdedoch tirkische Schauspieler tirkisch-deutsche
Dialoge sprechen und tiurkische Milieus darstellish®in solcher Film dem deutschen oder dem
turkischen Kino zuzurechnen? Macht er Aussagen dieetleutsche oder die tirkische Kultur oder tiber
beide? Wie verhalt es sich, wenn der Regisseunddeutschland lebender Turke ist, der unter ahelic
Produktionsbedingungen arbeitet wie seine deutsklolag/innen?’ (Goktirk 2000a: 331).
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terms are problematic, | claim that new labels aatkgories might be needed to
describe developments in a specific academic feldh as Turkish German cinema.

| prefer to use Burns’s and Goktlrk’s concept obriity over the ambivalent
termmétissagdor second-generation Turkish German and Kurdism@n directors in
Germany and to categorise these films as belongirsg‘’cinema of cultural hybridity’.
Although cautious about the origin of the term hgiby, | contend that it has undergone
a positive redefinition through the works of Bakhand Bhabha. As mentioned, the
category (sometimes even called a new genre) TuBsrman cinema is problematic
because it includes aesthetically and narrativelyerde films and emphasises the
directors’ nationality. Moreover, the phrase TuhkiSerman not only implies the
existence of two separated and in themselves gstaéitonal) cultures, but also the
filmmaker’s origin over his work. However, as wal ‘cinema of cultural hybridity’, |
have decided to use the expression Turkish GermdnTarkish German cinema for
second-generation immigrants and filmmakers andpioytting the hyphen between
Turkish German, | negate a binary opposing constmu@nd aim to create and stress a
unique and culturally hybridurkish Germaninstead of a separati$urkish-German
with a hyphen.

Many scholars of Turkish German cinema, such asti@kk1998, 2000a) and
Burns (2006), identify the ‘cinema of cultural higbty’ as a cinema that crosses
national, cultural, geographical, and cinematic Hutaries and therefore assign this
cinematic movement to the international phenomeobthe so-termed transnational
cinema. In order to examine if Turkish German ciaeran be regarded as a part of or a
subcategory of transnational cinema, | will briefl\aborate on the characteristics and
proposed definitions of transnational cinema tatimjsish it from the concept of

national cinema.

Transnationality and Transnational Cinema

Transnational cinem&s another key term used to categorise second-ghiase More
recently, German cinema has been considered inddgdts transnational dimension.
Much of the literature on Turkish German cinemaates this particular transnational
cinema in a specifically German context, with debatentring on what Turkish
German filmmakers brought to German national cinefmaalternative approach is to
situate it in the context of so-called ‘hyphenaitdehtity cinema’ (Elsaesser 2005) such

as Asian British, Maghrebi French etc. and compdese transculturally. Before
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moving on to the specificities of these second-pHass, | shall explain how Turkish
German cinema fits into the discourse of transnaticinema.

Around fifteen years ago, scholars began to ackexdgd that cinema’s
production, circulation, and themes had becomeshational. They began to question
the relevance of national cinema as a productiveistec tool since it locates films
according to their national context economicallgr(eéstic film industry) and textually
(representation of national character) (Higson 13#9. The concept of transnational
cinema surfaced in response to two main phenomirsdly, the emergence and
growing importance of the term transnational terdb how people, institutions and
organisations are connected across nations (Ezr&kawden 2006) — it first occurred
in disciplines such as sociology, cultural theoapd economics; and, secondly, in
response to the limitations of the existing terrfogy (national cinema) and the desire
to study films beyond the borders of nation staesvell as to consider films from a
new angle (Higson 2000; Higbee and Lim 2010). Taentreflects the changing
circumstances in the globalised world characterisedconomic and cultural exchange
across national boundaries, coupled with advancegedchnology (Higbee and Lim
2010). As pointed out by William Brown (2009), thexchange is also enabled by
media and cinema itself. According to Andrew Hig$@000) and Brown (2009) the
global exhibition and reception of a film at varsodilm festivals, via foreign
distribution, DVD sales, (cable) television andinalstreaming opportunities show how
limiting a study of films under the umbrella of thencept of national cinema is. In the
age of globalisation, an analysis of films as a péra specific national and cultural
context seems therefore insufficient. Many conterapofilms involve funding, cast
and crew from various nations and/or reflect ddfercultural identities. They feature
protagonists from diverse nations and/or whosetityeis shaped by different national
and cultural backgrounds (hybrid identities), amghraach themes raised by migrant
communities or depict — as Brown phrases — ‘praiegge who travel (for work, for
pleasure, or out of necessity) across various maiates’ (Brown 2009: 17).

Will Higbee and Song Hwee Lim (2010) differentidkeee main approaches to
the study of transnational cinema. The first iseblagn Higson (2000) who affirms that
the national/transnational binary is limiting art transnational is a ‘subtler way of
understanding cinema’s relationship to the cultamad economic formations that are
rarely contained within national boundaries’ (Higb&nd Lim 2010: 9). The research
focuses mainly on the internationalisation of thedopction, distribution, and reception

of the films. According to the authors, the drawbé&e this is its potential to obscure
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imbalances of political, economic, and ideologigaver in this global exchange, ‘most
notably by ignoring the issue of migration and g@s and the politics of difference
that emerge within such transnational flows’ (Higkend Lim 2010: 9). The second
approach adopts a regional perspective focusingsitared cultural heritage of regional
cinemas as for example the Scandinavian cinema eddled the Nordic cinema
(Denmark, Iceland, Finland, Norway, and Sweden) thiedChinese cinema (Mainland
China, Hong Kong, and Taiwan). However, the authdrallenge this idea for not
necessarily needing the category of the transratemd instead suggest new categories
like regional cinema or supra-national Chinese miag€Higbee and Lim 2010: 9). The
third approach to transnational cinema refers ® ahalysis of diasporic, exilic, and
postcolonial cinemas that mostly involve the repneéstion of cultural identity and
question the existence of a pure national cultiree flmmakers have often an exilic,
diasporic, postcolonial, or migration backgroundgit films deal with issues of
migration and feature cultural hybridity. Higbee darLim’s characterisation of
transnational cinema is useful when analysing thtermational co-production and
distribution of Turkish German films. Furthermori, allows us to explore how
transnationality and cultural hybridity are visibile the aesthetics and narratives of
current Turkish German film.

Regarding the discourse of transnational cinemasdtig(2000) stresses the
continuing importance of the concept of nationaleaona for politics. He argues that
governments still design strategies to protecttarmtomote the local or national culture
as well as local or national economy and that cegiays a role in promoting ‘the
nation as a tourist destination, to the benefitthed tourism and service industries’
(Higson 2000: 20). In ‘Lost in Transnation’, BrowA009) draws attention to some
shortcomings of the concept of transnational im fdtudies. He criticises the term as
being too vague and broad in meaning and arguéshiie is a risk of it could become
meaningless. The author differentiates two typesavfsnationality in cinema. The first
is what Brown calls ‘born of necessity’ (Brown 200%) and applies to filmmakers
who have to work in a transnational context, suchsylum seekers or immigrants. The
second identifies transnationality as the privilegdoeing able to invest in flmmakers
in developing nations ‘with all the issues thatsthaises of exoticising otherness and
cultural imperialism’ (Brown 2009: 16).

To return to the German Turkish cinema, Hake andrdeargue that debates on
transnationalism have shaped the discussion ofiJlu&erman cinema since the mid-

1990s (Hake and Mennel 2012b: 15). The authorbdudtate:
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Turkish German cinema makes a rightful claim toupying both sides of the divide
marked by the absent hyphen: of being self and rQ#ttehome and abroad, foreign and
native—a unique position that explains the frequemiistment of these films in larger
theoretical debates about national cinema (HakeMviathel 2012b: 16).

Transnational mobile flmmakers, like the Turkisler@an Fatih Akin or Aye Polat,
work in multiple networks and have transnationaireections. Their films reflect their
multicultural attachments with regard to the choict the films’ location, the
multinational co-productions and financing, as wad worldwide distribution and
international audiences. Furthermore, they disphayrative and aesthetic cultural
hybridity in their representation of Turkish, Gemm&urdish and other (rural) cultures,
languages and dialects, music, lifestyle habits etc

Auf der anderen Seifehe Edge of Heavef2007, Fatih Akin), for example, is a
German/Turkish/Italian co-production, set in BremiEiamburg and Istanbul, featuring
a story about Turks, Germans and Turkish Germansm@lly crossing geographical
borders, linguistic and musical boundaries andristartwo legendary Turkish and
German actors Hanna Schygulla and Tuncel Kurtizzddeer, the film was distributed
in countries all over the world and thus cannoallequately categorised as part of any
national framework. The transcultural aestheticsl ararrative, the international
production background and the international distidn of films like Auf der anderen
Seitemakes it necessary to conceptualise German Turkistma as a transnational
cinema.

| agree with Brown that transnational cinema is Wague and wide-ranging. |
believe that Turkish German cinema could be a gefoay of transnational cinema
with its own specific characteristics. Furthermaigce my research interest lies in the
representation of culture and identity in films ready second-generation Turkish
German filmmakers rather than in exploring the grational aspects of modes of
production, funding, distribution, and reception fdfns, | do not believe that the
concept of transnational cinema is appropriatéebs as mentioned, | prefer to engage
with Bhabha’'s notion of hybridity (and its positiannotations) in my analysis of

Turkish German filmmaking in Germany.

Gokturk (1999) in her seminal article dealing wtaradigm shift in the cinema
about migration in Germany titled ‘“Turkish DelightGerman Fright. Migrant Identities
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in Transnational Cinema’ and later Burns (2007b)hia article called ‘Towards a
Cinema of Cultural Hybridity: Turkish-German Filmkeas and the Representation of
Alterity’ identify Turkish director Sinan Cetin’'silin Berlin in Berlin (1993) as a
historical turning point in the filmic depiction dfurkish immigrants and the Turkish
diaspora in Germany. Whilst Burns argues that tihe $ymbolises the departure from
the ‘cinema of the affected’ (first phase) and iseyt example of ‘cinema of hybridity’
(second phase), Goktiurk states tBatlin in Berlin constitutes the starting point of the
shift from the ‘cinema of duty’ to the ‘pleasurdshgbridity’.

Berlin in Berlin is a Turkish German co-production directed by akibin
filmmaker, mainly working in the Turkish advertigisector, and can be regarded as the
first humorous representation of the German andiSkrculture in German cinema.
The story starts with the German amateur photograpind engineer Thomas, who
becomes fascinated by the Turkish woman Dilberfalidws her on the streets to take
pictures of her. When her brother finds out abbatghotos, he gets angry with Thomas
and a fight ensues in which Thomas unintentionkillg the brother. The dead man’s
brother vows blood-vengeance on Thomas. As Thotaas,fhe accidentally ends up in
Dilber’s flat, in which four generations reside. Wiver, the elderly family members
agree not to lay a finger on Thomas since, as &snge is in the flat, he has the status of
a guest. Thomas, afraid to confront the brothesidés to remain in the flat and the film
illustrates Thomas’s assimilation as he learndahguage, Turkish songs, and customs
such as kissing hands when celebrating a religiestsval and passing around Turkish
delight and eau de cologne. By comparing the pgatraof Thomas with the
representation of Turkish immigrants from the fpbsiase films, Gokturk notes: ‘It is
now the Turks who are watching the German, almkstd circus animal and who stare
at him in claustrophobic close-ups’ (Goktirk 199). Near the end, the family
members discover the photos of Dilber whereuponnfd®and Dilber together leave,
hand in hand.

Admittedly, Berlin in Berlin shows a different perspective on Turkish immigsant
in Germany than earlier films. The film eschew®eus on the sorrows and difficulties
of guest-workers and their (extended) family ent¢eyrnthe prejudices they face, and
their otherness. Cetin reverses the gaze on thaicdX urkish other and the German
Thomas becomes traherin the eyes of the Turkish migrant community. Givlat
the film depicts Turkish German cultural encountiessn a humorous slant, Goktirk
argues that this comic perspective allows it toilekhithe ‘pleasures of hybridity’

(Goktirk 1999: 13). Comparing the film with oldeoductions, Goktirk sums up:
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Berlin in Berlin shows more potential in exploritite pleasures of hybridity than previous
attempts to portray German-Turkish encounters. rElversal of the asylum situation and
the resulting symbiosis open up possibilities oftumlihumor and reflection, of traffic in
both directions — aspects which seemed to be armentearlier examples of a “cinema of
duty” (Goktirk 1999: 13f.).

The author believes that humour and the ironic hagdf cultural stereotypes are
instrumental to revealing the pleasures of cultbyddridity. She suggests that ‘we need
more of this ironic and irreverent spirit not ontythe films to come, but also in the
discourse about exile and diaspora cultures’ (Q&k1999: 14). | agree with Goktirk
thatBerlin in Berlinresponds to cultural hybridity in a very differenainner than first-
phase films. By humorously exaggerating culturastoms and stereotypes such as
Turkish hospitality and the archaic concept of dadlevengeance’ and by showing how
Thomas assimilates into the Turkish culture, minmgkcustoms and so on, the film
emphasises pleasures that could result from cukme@ountersBerlin in Berlinis also

a culturally hybrid film since it involves an intetional and multicultural crew and
cast. Furthermore, the film combines three differgenres: comedy, melodrama, and
thriller (in the scenes backed with sombre musiuchsas when Thomas stalks and
secretly takes pictures of Dilber or in the scereenvthe family discovers the photos
and understands that they caused the brother'$i)ddatadopting elements from the
thriller the film becomes a uniquely hybrid genre.

AlthoughBerlin in Berlindepicts the pleasures of hybridity, | argue thatdctual
breakthrough of the Turkish German culturally hglbcinema came a few years later
with the second-generation flmmakers Thomas Arslad Fatih Akin in the latter half
of the 1990s. Their films feature very specific i@dwderistics related to the fact of
growing up and being familiar with both culturesoidover, | believe thaBerlin in
Berlin, a flm made by a Turkish filmmaker from Turkeyhav has no diasporic
experience, might be part of the cinema of Turkaher than Turkish German cinema.
In this sense, | rather disagree with Goktlirk andnB and aspire to prove, with
reference to concepts associated with diaspomonihkers such as Hamid Naficy’s
(2001) ‘accented films’ that reflect the filmmaKemouble consciousness, Sujata
Moorti's (2003) ‘diasporic optic’, Laura Marks’s R0) ‘haptic visuality’, Thomas
Elsaesser’'s (2005) ‘hyphenated identity cinema’ ‘ameema of double occupancy’, and
Kobena Mercer's (1994) ‘dialogic tendencies’, thhe paradigm shift previously
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discussed occurred when Arslan and Akin made firsir films.*® These theories all

start from the premise that the filmmakers’ dout@sciousness leads to a distinctive
visual and narrative aesthetic. Moreover, | suggeat second-phase films share the
significant characteristic of appearing to valudtwal hybridity and, in Goktirk’s

words, displaying ‘hybridity as a source of strdnghd pleasure, rather than lack and
trouble’ (Gokturk 1999: 3). This new positive attie frees Turkish immigrants and
their descendants from being pessimistically pgedaas torn between two (competing)

cultures struggling for a way out.

In the last part of this chapter, | will show hoecend-phase films demonstrate
the positivity of cultural hybridity. | have chosé&atih Akin’s five critically acclaimed
films as representative of the cinematic shift, asdengaging with cultural hybridity
and portraying culturally hybrid identities as aevitable and enriching commonplace.
| deliberately draw on the works of Fatih Akin, naly because he is a Turkish
German diasporic director and hence a represeetativthe so-called ‘hyphenated
identity cinema’, ‘accented cinema’, ‘cinema of dtaioccupancy’, ‘culturally hybrid
cinema’ and has this so-called ‘diasporic optiaif blso because although there is a
substantial body of work dealing with his films m&ntioned earlier, no study applies
theories of cultural hybridity to his films in dépt

Furthermore, his filmKurz und Schmerzlosan be considered one of the first
films to move away from the ‘cinema of duty’ to paly a very specific style when
dealing with the Turkish diaspora in Germalwyrz und Schmerzlos/Short Sharp Shock
(1999),Kebab Connectiofl (2005),Im Juli/In July (2000), Gegen die Wand/Head-On
(2004), andAuf der anderen Sefla the Edge of Heave{2007) shatter stereotypes and

create a space for the negotiation of hybrid cakur

3.5 Examples of Cultural Hybridity in Fatih Akin’s Oeuvre

A common trait in first-phase films is the represgion of culture as static rather than
subject to change. Turkish German cultural encoamni@ely result in a renegotiation
and hybridisation of the characters’ cultural idigntHowever, when filmmakers allow

their protagonists to be influenced by another walt it leads to conflict and

% A detailed elaboration of all these concepts aafolind in Chapter 2.4.
40 Kebab Connectiois directed by the German Anno Saul and Fatih Akote the screenplay.
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dissatisfaction and usually involves charactersirftato choose one culture over
another. This perception leads to a problem-based wf cultural hybridity. | argue
that the most significant difference between thétms and those of diasporic
filmmakers like Fatih Akin is that the latter — dwwetheir double occupancy — represent
various forms of cultural hybridity (such as aesthéybridity, music hybridity,
language hybridity, and culturally hybrid ident#)eas enriching. Before analysing how
Fatih Akin’ (Turkish German) multiple belongingsdahis culturally hybrid identity

affect his works, | will first of all introduce thidmmaker and his oeuvre.

The second-generation Turkish German filmmakersnids Arslan and Fatih
Akin surfaced in the film industry in Germany a¢ tbnd of the 1990s. Their early films
showed the lives of the second- and third-genearaliorkish immigrants. However,
they have different artistic visions. Whilst Arsl@inspired by the European auteur
cinema movement, Akin’s first film in particular lekits many characteristics of New
Hollywood cinema. After his two short filmSensin — Du bist es!/Sensin — You're the
One(1995) andGeturkiWeed(1996) Akin’s full-length feature film debut isurz und
Schmerzloswhich tells the story of a multicultural trio petty criminals. The Turkish
German Gabiriel, the Serbian German Bobby and tleelGGerman Costa have been
good friends since childhood and reside in Altomac(lturally diverse district in
Hamburg). Whilst Gabriel, recently released fronsqm, wants to go straight, change
his life profoundly and live a decent life, Cosdastill a petty criminal and Bobby wants
to join the local mafia. When Bobby and Costa allekwhile doing business with the
mafia, Gabriel returns to the criminal milieu tkeaevenge.

In the culture-clash comedyebab Connectignwhose script was co-written by
Fatih Akin, the young Turkish German protagorilst dreams of filming the first
German kung fu film. A commercial for his uncle’edab shop turns him into an
overnight star in his neighbourhood. When his Gernggrlfriend Titzi becomes
pregnant, it is not onljbo who needs some time to come to term with ibis’s father
and Titzi‘'s mother are shocked and opposed todlagionship.

Akin went on to film the road movie and romantienamly Im Juli, portraying a
journey from Germany through Eastern Europe tanlaté Believing he has found the
love of his life, the German teacher Daniel follote Turkish German woman Melek
in an adventurous odyssey from Hamburg to Istanboé screenplay of Akin’s third
feature filmSolino(2002) is written by Ruth Toma and relates thentyeear story of

an Italian immigrant family, who open one of thesfipizzerias (calledoling in
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Germany, showing how the four family members’ awtudentity is negotiated. As
Berghahn (2006) correctly states in ‘No Place Likkome? Or Impossible
Homecomings in the Films of Fatih Akin’, the questiof home and the meaning of
homecoming figures largely in the plot. The autsoggests that the youngest son
Gigi’'s return to his parents’ former village in Iigathis homecoming) is presented as
salvation.

Gegen die Wandvas Akin’s greatest success so far. The film tiblslove story
of Turkish German Sibel and Cabhit. Sibel wantsrtteeinto an alibi marriage with the
older alcoholic and drug-addicted Cabhit to escéygerigid moral codes of life with her
parents. Cahit agrees but unexpectedly falls ie leith her and one day kills one of her
lovers in a crime of passion. Cahit goes to prisoml Sibel migrates to Turkey,
disowned by her family. Many years later they megdin in Turkey. Sibel has already
started a family and Cahit embarks on a new lifdViersin Turkey, where he was
born* The film is the first part of a trilogy ‘Liebe, Hound Teufel’ (Love, Death and
Devil), with Auf der anderen Seitas the second part. luf der anderen Seitdkin
tells the tale of six people with different natibraand cultural backgrounds such as
German, Turkish and Turkish German in Turkey anGa@rmany whose lives intersect
with fateful results. Akin next film is the come®pul Kitchenabout a young German
Greek diner owner Zinos in Hamburg, who transfoimss scruffy restaurant into a
funky boho-style placeThe Cut(2014) on the Armenian genocide in Ottoman Empire
is the third and last part of Fatih Akin’s triloggnd a departure of Akin’s usual
concerns. Similarly his coming-of-age film call&@dchick/Goodbye Berli(2016) does
not concentrate on the lives of former guest-walaard the following Turkish German
generations. In his recent fildwus dem Nichts/In the Faq2017) Akin returns to focus
on thediaspora spac&ermany in his politically-charged tale about @&rman woman
Katja whose Kurdish/Turkish German husband andaserkilled in a bomb attack by a
neo-Nazi group. Akin’s scripts of the two lattdnTts are co-witten with Hark Bohm, his
teacher at the film academy in Hamburg and thecttireof Yasemin

Akin has also written and directed thee documesgarihe firstDenk ich an
Deutschland — Wir haben vergessen zurickzukéieen | Think of Germany — We
Have Forgotten to Retur(2000) portrays the immigration history of his pease who
immigrated to Germany as guest-workers in the n9i88%. The second documentary
Crossing the Bridge — The Sound Of Istanf#2005) presents the multicultural and
hybrid music scene in the metropole Istanbul. ld&MUll im Garten Eden/Pollution

“1 For an in-depth analysis of the film see Danietaghahn’s (2015bead-On (Gegen die Wand)
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Paradise (2012) eschews urban cultural hybridity for an @sép on the pollution
problem in the small village Camburnu on the Bl&e&a Coast in Turkey.

To sum up, Akin’s oeuvre is multifaceted in gennel @arrative. He has shot a
gangster film set in a petty criminal mili&wrz und Schmerzlpsa road moviém Juli,
a retro family drama and a coming-of-age fiBuoling a melodramatic love stofgegen
die Wand a family dramaAuf der anderen Seitea modern-dayHeimatfilm Soul
Kitchen another coming-of-age filmischick/Goodbye Berlimolitically-charged films
like The CutandAus dem Nichts/In the Fadand three documentaries. Akin draws on
different genres when depicting stories revolvinguad the lives of second- and third-
generation immigrants and the lives in thaspora spac&ermany. This might be one
of the reasons why he moves so easily beyond tloblgm- and victim-based
perspective to display the heterogeneity of migtaes.

The following analysis is divided into two partsch focusing on a specific topic.
| begin by examining how the diasporic directorsifoonded cultural stereotypes and
freed Turkish women from their victimhood. Thereaft| will delve into the

representation of cultural hybridity.

3.5.1 Challenging Stereotypes and the Liberation dhe Woman from Victimhood

The depiction of immigrant women and their daught&s speechless, oppressed, and
victimised by the patriarchal family system ha®agl tradition in the ‘cinema of duty’
lasting from the 1960s to the mid-1990s. Althoulis tliché still surfaces in a couple
of films after the 1990s, it is either a secondeoycern, or the women are shown
escaping these bonds. Women from Turkish famileastregained their voice and been
empowered to lead their own lives. A Turkish dialedpetween young Turkish German
married women inGegen die Wanaxemplifies their new confidence and thus the
general change in the representation of women @escWhen Sibel and her ‘only-on-
paper husband’ Cahit dutifully visit some friendshar brother’s place, the women start

to talk about their husbands:

Woman 1 Eee, kocan nasil? (So, what's your husband like?)
Sibel Cok ha. (Very nice.)
Woman 1 Yatakta? (And in bed?)
Sibel: 1yi. (Good.)
Woman 2 Yaliyor mu kiz? (Is he licking, girl?)
Sibel Kedi gibi. (Like a cat.)
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Woman 3. Oh be ne giizel. Bizimkisi de inek gibi yaliyorzglim. Arada da muluyor yani.
(Oh, that's so good. Mine is licking like a cow asmmetimes he even moos while doing
that.)

The women’s open conversation about intimacy witsirthusbands, who are sitting in
the next room, shows that they have not only reghitheir voices, but can even be
interpreted as an expression of their sexual ltbmraThey actually have the courage to
denigrate their spouses’ sexual performance. Summeersation would be for female
characters unthinkable in the ‘cinema of duty,elikiurna in 40 Quadratmeter
Deutschlang Shirin in Shirins Hochzeitand even the second-generation eponymous
Yasemin.

Sibel in Gegen die Wands probably the best-known example of a second-
generation Turkish German woman, oppressed byapelial dominance of the family,
but able (with much effort) to liberate herself.eSis being forced to marry ‘any’
Turkish man, which could free her from the familgigpression. Her life changes when
she ends up in psychiatric clinic after attempsgcide and meets Cabhit, there for the
same reason. Sibel realises that Cahit has a Tubkiskground and recognises a chance
to escape her family and live autonomously. A nagei on paper with Cahit could
effect her freedom. Sibel manages to convince Gahgnter into a fake marriage with
her, persuade her family that he is the right cdettei and even plan all the traditionally
necessary stages on route to their wedding. Hedéma begins on her wedding night,
when she goes out in her wedding dress, dropsaitiiar and seduces the owner. This is
her first sexual experience and the next mornirggishshown as liberated and happy,
finally free of male dominance. Neither her paremisr the following men and one-
night stands can hold her back. Her marriage of’/enience with Cahit is the passport
to freedom, which she savours and even celebratgsatiying, drinking, having sex
with different men, and getting a piercing. Therestéype of the victimised and
speechless woman is thus shattered. Later, whepdrents and her brother discover
that she has ‘cheated’ on her husband Cahit, wklecemp in prison, Sibel’s brother
plans to kill her. At this difficult juncture, Sibdisplays her strength again by moving
to Turkey, and move in with her cousin. She alsesdoot surrender, even after being
raped and almost killed in Istanbul. Sibel managesstart a decent life with her
daughter and a new man.

Ceyda in Akin’s debut filmKurz und Schmerzlpsanother important female

character, also signifies women’s liberation fromstimhood. This is coded in her
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appearance; second-generation Ceyda has brighyestihair, a big tattoo on her upper
arm and is anything but under her parents’ and wgobrothers’ spell. Ceyda is the
sister of one of the protagonists Gabriel and cetepl dissimilar to the female
characters in first-phase films. Not only is hep@grance differently alternative, but she
is self-determined with no obligation to explainrdedf to her family. Ceyda is in a
relationship with Gabriel's best friend the Greekr@an Costa. Gabriel, who has a
close connection with his sister, does not interfier Ceyda’s (love) life at all, unlike
Sibel's brother Yilmaz. He witnesses her kissingst@oand later her new boyfriend
Sven and is not concerned. Ceyda is a strong wowmlan,(like Sibel) knows exactly
what she wants. Ceyda breaks up with Costa antbdss friends Gabriel and Bobby
console him. When the three men encounter Ceydaandew man Sven on the streets
of their district Altona, a struggle occurs betwelea four men. Back home later, Ceyda
confronts her brother Gabriel in his room, critiegs his behaviour and warning him
that he should not interfere in her life. This cersation reveals how Ceyda refuses to

accept the role of victim so common in earlier 8lm

Ceyda Ich dachte, du wolltest dich nicht mehr priigélnhought you don't get into a fight
any more.)

Gabriel: Wenn dein Freund meine Jungs verpriigelt, danteidége ich meine Jungs,
damit das klar ist! Du bist auch so bescheuertd@eyVeil3t du eigentlich, was du Costa
angetan hast'? Weil3 du das Uberhaupt, he? Wasckteds du dich vor allen Leuten in
Altona rum? Mach das irgendwo in Eppendorf odeMandsbek, ist mir scheil3 egal, aber
hier nicht. (If your boyfriend attacks my frienddn going to defend them. Just to let you
know! You are so stupid, Ceyda. Do you know what gid to Costa? Do you know? Why
are you kissing in front of everyone in Altona? osomewhere in Eppendorf or
Wandsbek, | don't fucking care, but not here.)

Ceyda Mit wem ich wo knutsche, geht dich nen Schei3kiran, ok? (It is not your
business who I'm kissing and where.)

Gabriel: Ich habe dich immer verteidigt, ich hab zu dihagken, ich hab dich vor Mami
und Papi beschitzt, vergiss das nicht. Du kannshtaawegbleiben, solange du willst.
Welche Turkin kann das, he? Zeig mir die. Und aldith in Costa verliebt hast, da hab
ich auch zu dir gehalten. Ich hab das respekttdrer diese Scheil3e respektier ich nicht,
die find ich zum Kotzen. (I have always defended,ylowas always on your side. | have
always protected you against mom and dad, dongefothat. You can stay out at night as
long as you want. Which Turkish woman can do tt&tt®@w me that woman. And when
you fell in love with Costa, | was on your sidehdve respected that. But | don't respect
this shit. | find it disgusting.)

Ceyda Ich kann mir doch nicht aussuchen, in wen ichmvierliebe, Mann. Du willst doch

immer das Beste flr mich, oder? Der Typ nimmt kdéimegen, der hat Geld, der steht auf
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eigenen Beinen. Kann mir Costa das bieten? (I edngbse with whom to fall in love, man.
You always want the best for me, don’t you? The dogsn’t do drugs, has money, has
both feet on the ground. Can Costa provide me)this?

Gabriel: Ceyda, Mann, der Typ braucht dich doch. (Ceydan,nthe guy just needs you.)
Ceyda Soll ich mich aufopfern? (Shall | sacrifice my@gl

This crucial interchange between the siblings shbas far Turkish German women
have come, released from the yoke of paternalisppression, and victimhood.
Gabiriel's behaviour is not related to a need tarabnbut results from a concern for his
friend Costa, who has not coped well with the brepk However, Ceyda asserts her
intention to pursue her new relationship in pubdéigardless of what Costa and Gabriel
think. Ceyda makes it clear that she will not Jaxiherself for anybody.

Demonstrating Ceyda’s independence and strengthitad in breaking the
stereotype of the victimised Turkish immigrant tlmminated thécinema of duty’.
Nevertheless, Gerd Gemunden (2004) and Barbara él¢pn08) point out that Ceyda
is a minor character and ‘the biggest gap opendeivteen non-Germans and Germans
(there are hardly any in the film) but between mad women’ (Gemiunden 2004:187).
Mennel’s criticism is that the character of Aliéggyda’s best friend, who later falls in
love with Gabriel, is little more than ‘the attragt object of desire’ (Mennel 2008:

151). Leal and Rossade also comment on the rolgwdfoth minor female characters:

[L]ike (...) [Ceyda’s] German friend and counterpaklice, her filmic function is primarily
to act as love interest and as an object of coioteritetween the men in the film. Just as
[Ceyda] rejects Costa, so Alice transfers her lfsaen Bobby to Gabriel. As the revenge
plot begins to take precedence over the love stomards the end of the film both women
are marginalized (Leal and Rossade 2008: 75f.).

| agree that the director fails to develope Ceydd Alice. However, | believe that
Ceyda is sufficiently well realised to represerg thberation of the Turkish German
woman.

An examination of Akin’s female characters revefils representation of the
heterogeneity of Turkish and Turkish German womerssciocultural and
socioeconomic status. YeterAuf der anderen Seitgorks as a prostitute in Bremen to
finance her daughter Ayten’s studies in Turkey, wha left-wing political activist and
has a lesbian relationship with the German Lot&ma inGegen die Wand divorced

and the successful manager of a five-star hotellstanbul; Sibel, an unskilled
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hairdresser, who tries to escape the patriarcheofféimily; Melek inlm Juli is an
alternative young woman passing through Hamburd;@eyda has a complicated love
life and owns a jewellery shop. This heterogeneityffemale characters dispels any

cliché-based ascriptions and stereotypes.

The same applies to Akin’s male characters, whaarenger mute, alien labour
migrants, working hard and having difficulties atlagp to German culture, or
patriarchs, who oppress the women in their familiie second-generation Turkish
German men are portrayed as belonging to diffecettural, social, and economic
milieus and having different attachments to tradiél Turkish customs. The
multifaceted representation of Turkish German nmetude Cahit in Gegen die Wand, a
Turkey-born second-generation Turkish German, wheely speaks Turkish. After
losing his German wife Katarina, Cahit turned iatalepressed and suicidal cocaine-
snorting alcoholic. Cahit, who prefers to hang autan alternative punk milieu,
overcomes his depression when Sibel enters intféi<ahit has no real connection to
traditional Turkish culture and does not believeold-fashioned concepts like family
honour. He even challenges the moral double stdsdairtraditional Turkish culture.
When Cahit is released (after he was sent to pifigoaccidently killing Sibel’'s lover
Nico), he goes to see Sibel’s brother Yilmaz, wias just disowned Sibel for being
with a man other than her husband, to ask him wi&itel is, the following

conversation occurs:

Cabhit: Wo ist deine Schwester? (Where is your sister?)

Yilmaz: Ich hab keine Schwester mehr. (I don’t have &isisny more.)

Cahit: Ihr habt doch die gleiche Mutter. Wie geht’s delar Mutter damit? (But you have
the same mother. How is your mother dealing witbth

Yilmaz: Wir mussten unsere Ehre retten. Verstehst du @&s7had to save our honour, do
you understand?)

Cahit: Und? Habt ihr sie gerettet, eure Ehre? (So, avesaved your honour now?)

Here, Cahit challenges the idea of disowning somdorsave the honour of all family
members and shows its absurdity. Another male gooiiat, who differs significantly

from the earlier cinematic constructions of speeshlguest-workers or traditional
patriarchs, is Nejat i\uf der anderen Seit&Vhilst many second-phase films portray
second- and third-generation Turkish German mereein a coming-of-age phase in
their lives, in multicultural urban (petty criminanvironments and belonging to lower
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socioeconomic and sociocultural milieus, Nejat da@ positioned at a higher
socioeconomic and sociocultural milieu. The soramwfearlier guest-worker Nejat is a
professor of German literature at a German unityerd the course of the film, Nejat
travels to Istanbul, decides to buy a German bamksimd remains there.

Nejat is similar in age to Cahit and could be rdgdras his counter-image. Cabhit
iIs a depressive, alcohol-, and cocaine-consuming, who displays destructive and
aggressive behaviour, loves punk music and livemimlternative milieu. He has a job
at an alternative night club, where he collects grbpttles and helps do the cleaning at
the end of the night. Whilst Cahit is disorientedl @isorganised, Nejat has both feet on
the ground and is a calm and organised intellectviab can easily adapt to changing
circumstances and knows what he expects fromYifemaz could also be considered
the opposite of Cahit, since they have a dissimiddue system and different attitudes to
Turkish traditions. However, Akin does not allowyappositional binary constructions
of (cultural) identity and ensures that Cahit sea@me common traits with Yilmaz and
with Nejat. Like Nejat, he rejects patriarchal amgpressing (family) structures and
practices and like Yilmaz he is prone to emotianabursts and aggressive behaviour.
Attempts to recognise counter-images will fail. €aNejat, and Yilmaz and most of
Akin’s characters share some traits, but theirqreakties are different, which is a sign
of their unique cultural hybridity. In other wordthe films not only represent the
heterogeneity of the Turkish diaspora living in @any, but also show the characters’
cultural hybridity by breaking stereotypical astiops and repudiating any kind of
dichotomist counter-image constructions. Cultuddnitity is not static, but fluid and
therefore continually subject to renegotiation. sThiybridisation of cultural identity
menas that even very dissimilar characters cowdestommon traits.

First-phase films often implied a binary of a (lia@ German culture versus a
(conservative traditional) Turkish culture and esmnted the second generation in
particular as being problematically torn betweeasth two cultures. It is as if the
cultural identity of bicultural or multicultural pele is fragmented by their double
occupancy, which causes them to favour their Gersid@ over their Turkish side or
vice versa. To give an example, such an, in myiopjnfalse perspective of cultural
identity would result in the following kind of anais of Cahit: Cahit's ‘marginal’
lifestyle (including excessive drinking, partyifgtening to punk music, and having an
open relationship with German Maren) could be preeted as the German side of his
cultural identity, whereas eating the Turkish dikiimg drinking the popular Turkish

alcoholraki, and visiting the Turkish nightclub (all with Sipe&vould be his Turkish
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side. | argue that Akin refuses any Turkish or Garrbinary cultural ascriptions and
instead represents Cahit having his own uniqueully hybrid identity. He sleeps
with Maren, enjoys drinkingaki with Sibel, or drives head-on into a wall. Thajust

him.

Another interesting strategy Akin employs to cournteltural stereotypes and
clichés is to establish them only to break themthis way, he exposes the nature of
certain prejudices held by the audience and sacidtgre are two examples of this in
the road movidm Juli, in which he narratively and aesthetically builgs cultural
stereotypes simply to deconstruct them at the étloedilm.

The German protagonist d&fn Juli Daniel has fallen in love with the Turkish
German Melek, although he barely knows her, andldedes to follow Melek when
she travels to Turkey, believing she is meant fion. En route, he meets a Turkish
German marisa on a country road in Bulgaria. The film hasadgeshownisa getting
out of his big Mercedes and opening the boot, wicmhtains a corpse. Daniel appears
behind him adsa is about to use an air freshener to disguiséaddg. isa is not only
terrified, but reacts aggressively when Daniel asiks for a lift to Turkey. Herejsa,
through expression, gesture, and demeanour. isdcadea typical, unpredictable,
aggressive macho marisa’s appearance, including his crocodile-skin hodis
sunglasses, the way he is chewing gum, his sih@saor, and his enunciation perfectly,
conveys the clichéd image of a criminal Tuika finally agrees to drive Daniel to
Turkey. Reaching the Bulgarian-Turkish bordeg realises that Daniel does not have a
passport; Akin continues his ‘cliché game’, wila attempting to throw Daniel out of
the car. Since Daniel cannot prove his identitg, dfficer examines the car, finds the
corpse and the two are arrested. In the cell tkehange blows and Daniel hits the
ground hard. In the following shot, Akin finally ssolves the stereotype of the
aggressive, criminal macho Turk B starts to tell Daniel his story. We learn tiat t
corpse idsa’s uncle, who went to Germany on a tourist visselsa’s family, but died
unexpectedly. Heaving already outstayed his visathy time, he had no legal
permission to remain in Germany. The family decitleatisa should secretly transport
his body back to Turkey to avoid any problems farbouring a guest illegallyisa
waxes lyrical about his uncle, whom he liked a [bbe stereotype of the unknown
other, the aggressive, criminal Turkish man, is shatte@med a soft, emotiondka
emerges, a man willing to sacrifice himself by affg to smuggle his uncle’s body

from Germany to Turkey. He helps Daniel to escapghson cell.
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Whilst Akin’s construction and deconstruction oérsbtypes inisa’s case is
achieved through narrative, he uses aestheticsotéthe same with Melek. In the
beginning of the film, Melek is portrayed as thé@mpe of ‘orientalism’ very similar to
the postcolonial theorist Edward Said’'s (1978) @mtcof ‘Orientalism’. Said argues
that the West (the occident) sees and representsli®East and North Africa (the
orient), theother, stereotypically, which also includes hidden ract$ Melek means
angel in Turkish and she appears to be like herendrhere is something impalpable
and unearthly about her. When she sings a Turlasly at the beach in Hamburg, she
has a voice like an angle and her face is lit by ¢Ampfire. Akin emphasises her
mystical and oriental aura by using slow motiothi@ scene where Daniel first sees her.
Daniel falls in love with the mysteriouwther and follows her to Istanbul. In their next
encounter, Akin completely confounds the stereotiptbe mysterious alluring oriental
woman. Daniel and Melek coincidentally meet eadteofor the second time in a cool
brightly lit, large motorway restaurant in Turkéjhe scene begins with a long shot of
the large, anonymous, and cool restaurant. Thig-erisscene effectively dismantles
the initial portrayal of Melek. She is shown to &e ordinary mortal, who does not
stand out from the crowd, which is why Daniel does notice her. She sees him and

when she approaches him, her walk is no longeioim sotion.

There are other examples of this in Akin’s worlglsas Lotte imAuf der anderen
Seite A German student, Lotte, is possibly the most opemded and hospitable of all
of Akin’s characters. She offers shelter to Ayteryoung Turkish woman she just met,
who fled from Turkey for political reasons and iswnstaying in Germany illegally.
Lotte helps Ayten out financially and provides hath both security and freedom. Akin
reverses the usual binary of Turkish hospitalityd ansular ‘xenophobic’ Western
society. With Lotte, the director reveals that rabih can be ascribed to a specific
national culture, and by doing so, he shows theidigp of culture and cultural identity.

My last example goes beyond the Turkish and Gerooatext. Akin challenges
the prevalent sociopolitical prejudice of Turkishre@k hostility by continually
displaying the normality of Turkish and Greek r@aships, for instance, between
Turkish German Sibel and Greek German Nicdsiegen die WandTurkish German
Ceyda and Greek German CostaKnorz und Schmerzlpsand Costa and Turkish
German Gabriel's friendship in the same film. Akapproaches Turkish Greek

relationships and breaks clichés in his own irony. A scene, in which Costa’s

2 See Chapter 2.3.2 for Edward Said’s ( 1978) canog®rientalism’.
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friends Bobby and Gabriel try to cheer him up aftes break-up with Ceyda, is an

example of how the director parodies typical catascriptions.

Bobby: Ey, was meinst du, wiirde dein Vater dazu sagemnver rausfinden wirde, dass seine
Tochter was mit nem Griechen hat, Alter? (Hey, wdatyou think would your father say, if he
found out that his daughter is together with a &resan.)

Gabriel: Er wiirde ihm die Rube abreil3en. (He would derhdiis head.)

Costa Ach was! Nur, weil ich Grieche bin? (Nah! Justhese I'm a Greek?)

Gabriel: Nein Mann. Weil du seiner Tochter an die Waschbsyg So einfach. (No man.
Because you go for his daughter. It's that simple.)

Costa Und wenn ich Tiarke war? (And if | were a Turk?)

Gabriel: Wenn du Turke warst, Mann, dann wiirdest du d&itern enttduschen. (If you
were a Turk, man, then you would disappoint youepts.)

Costa Dann wird ich meine Eltern enttduschen? Das eferith nicht. (Then | would
disappoint my parents? | don't get this.)

Gabriel: Das verstehst du nicht? Pass auf, wenn du Tirkestwund deine Eltern
Griechen... (What is it you don’t understand? Listiéryou were a Turk and your parents
Greeks...)

Costa Lass mich in Ruhe mit so nem Kram, Alter. (Staghering me with such stuff,
man.)

Gabriel: Mann, er rafft es nicht. (Man he doesn't get it.)

Bobby: Nee, er rafft es nicht. Und weil3t du auch, wari@ll: Die Griechen, die riechen.
(No, he doesn't get it. And do you know why? Beeauhe Greeks, they smell.)

Gabriel: Ich wiurde eher sagen: Die Griechen, die kriech{&nwvould rather say: The
Greeks, they crawl.)

Costa: (looking to Gabriel and then to Bobby and givingttb a little punch): Und ich
wirde sagen: Der is fur dich und der is fur didnd | would say: This is for you and this

is for you.)

The three friends’ conversation as they wander rataine streets of their district at
night encapsulates their jocular attitude to caltyorejudices and stereotypes. The fact
that they mention Turkish Greek ‘hostility’ to cmg@osta up proves that this prejudice
is not to be taken seriously. Heartbroken Costeiever, seems for a moment to believe
that Ceyda’s father could have a problem with lasghter dating a Greek, whereupon
Gabriel becomes momentarily serious to make clear $uch an idea is false, before
continuing to joke around. Bobby’s and Gabriel'srfawous ‘Die Griechen, die riechen’
(‘The Greeks, they smell’) and ‘Die Griechen, dreekhen’ (‘The Greeks, they crawl’)

demonstrates how random stereotypical culturaligsans can emerge by using a
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rhyme as it is in this case with the German woBtgechen(The Greeks)yiechen
(smell), andckriechen(crawl).

In the very first scene dfurz und Schmerzlpshe director introduces his three
protagonists by freeze framing each of them, cgtéindio, and subtitling the images:
Costa, Greek; Bobby, Serb; Gabriel, Téithviennel (2008) and Terkessidis (1999) both
interpret this deliberate reduction to first naraad non-German ethnicities as ironic. In
this respect, Mennel points out that this kind s#lf-reflexive subversion exaggerates
the process of negative stereotyping, but it assuameinformed spectator who can
appreciate the irony’ (Mennel 2008: 148).

Akin expects an informed and critical spectator nvie ironically depicts the
clichés of honour killings and supressed marriedkiBh women, fearful of their
husbands. Another example of Akin using irony tealidate stereotypes can be found
in the conversation between Sibel and her loveoNicGegen diewand. Sibel has
realised she loves Cahit and wants to break up Mitlo so she intentionally deploys
the concepts of honour and oppression to push ay.awWwhen Nico meets Sibel on
the street and tries to tell her that he has faifetove with her, she immediately

interrupts him saying that she only wanted to hsasewith him:

Sibel: Nico hor zu: Wir ham zusammen gebumst, weif3 dod das war ein Fehler! Ich
wollte wissen, wie du im Bett bist. Jetzt weil’ &lind das Ding ist durch. Geh du mir aus
dem Weg, und ich geh dir aus’m Weg, okay? (ListesoNWe had sex together, you know.
And this was a mistake! | wanted to know how yoel iarbed. Now | know and it's off the

table. Do avoid me and | avoid you, okay?)

After this blunt remark, Sibel walks away but Nitalows her and grabs her arm

whereupon she uses the cliché of a traditional i§brgatriarchal husband:

Sibel Lass die Finger von mir. Ich bin eine verheirat€rau. Ich bin eine verheiratete
turkische Frau, und wenn du mir zu nahe kommsagbrnein Mann dich um, verstehst du?
(Keep your hands off me. I'm a married woman. I'married Turkish woman and if you

approach me, my husband is going to kill you, yetitp)

These examples illustrate how Akin challenges calltstereotypes in a various
ways, such as reversing binary-coded cultural éB¢lusing exaggeration or irony, or in

a serious manner. By critically interrogating crdiu stereotypes and rejecting

3 The subtitles are written in German in the filmGssta, Grieche; Bobby, Serbe; Gabriel, Tiirke.
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essentialist notions of cultural identity, Akin protes the idea that cultural hybridity is
actually the norm. To sum it up in one sentence diksolution of cultural stereotypical
ascriptions in Akin’s films is the precondition thanables him to represent the
positivity of cultural hybridity. The next secticamalyses the ways in which cultural
hybridity is presented and how it is connoted asrapetence rather than a difficulty. |
will focus on the depiction of culturally hybrid han milieus and language hybridity
and how they relate to the formation of culturddigorid identities.

3.5.2 Culturally Hybrid Urban Milieus, Language-Mixing Practices and
Hybridisation of Cultural Identity

Whilst the early guest-worker is represented atawli figure in the German
neighbourhoods like Jorgos ikatzelmacheror in enclosed spaces detached from
German society like Turna 0 Quadratmeter Deutschland first-phase films, this
depiction changes in Turkish German cinema. Overadies, immigrants formed
diasporas, such as the Turkish diaspora, and mititral and multiethnic districts
emerged in big cities such as Hamburg and Berllmere people from diverse cultural
backgrounds not only live together, but also inflce each other’s cultural identity.
Akin's stories are often set in these multiculturdistricts or feature urban
multiculturalism. In this way, the filmmaker demdnages the normality of how the
constant contact ghulticultures has created culturally hybrid milieus.

Already Akin’s first film Kurz und Schmerzlos set in the culturally hybrid
district Altona in Hamburg and focuses on threerfds, Gabriel, Bobby, and Costa,
who have a Turkish, Serbian, and Greek migrant drackd. The director depicts his
characters with their very own multifaceted cultudantities, including aspects of their
parents’ culture, the friends’ migration backgrosinderman culture, urban youth
culture, a petty criminal culture and, in case obBy, American gangster culture. The
intermingling of these diverse cultures createspimticular culturally hybrid identity of
each character, which finds expression in theirridylanguage, habits, gestures, and
lifestyle.

Another film set in a culturally hybrid urban milies Kebab Connectignwhich
features people from diverse national and cultlb@tkgrounds including Turkish,
Greek, German, Albanian, and Italian origins aBideng in the same district. This

culturally multifaceted neighbourhood is introdudadthe opening credits. Whilst the
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young Turkish German protagonisbo skateboarding around his neighbourhood
Schanze in Hamburg, the camera shows people efeliit ethnic backgrounds, Turkish
grocery stores and restaurants, old women withvesarGerman policemen and
homeless people. A Turkish English rap song witlerdal melodies by Turkish rap
singer Sultana accompanies the images. The soilgigualism and hybrid melody
underline the cultural hybridity of the neighbouoklo The cultural heterogeneity of the
area is demonstrated throughout the film, by a iBarkKebab restaurant, a Greek
restaurant, an Arab café, and a taxi rank with @madantly immigrant drivers as
(main) settings of the film. IiKebab Connectiokin shows that there are no static
ethnic or cultural borders by presenting how charac from various (migrant)
backgrounds influence each other. The film thusateggyany simplistic construction and
essentialist understanding of culture and cultigemhtity.

The character Lefty himself and his café constitgt®d examples of how a
culturally multifaceted urban milieu creates a wrdtly hybrid location and how
cultural identity is formed by different culturaifiuences. Greek German Leftyilso’s
best friend. With the Albanian German Valid, theeth men — similar to the trio of
Gabriel, Costa, and Bobby iKurz und Schmerzlos have grown up as second-
generation immigrants in the same neighbourhood thag have been friends since
childhood. Lefty is disowned by his father for refug to work in the family’s Greek
restaurant and deciding to become vegetarian ammgéo a vegetarian restaurant with
his friend Valid. The restaurant is a trendy locafé with a predominantly Arabic
vegetarian cuisine, aptly named after Iraq’s cdfBagdad’. Its interior design reveals
influences from various cultures. The café has angoand hip clientele amidst
traditional Middle Eastern tray tables and glassdsgorated withdreamcatchers
(symbolic objects in Native American culture); sssWAfri Cola (an old-school local
German soft drink); and has the Greek instrunienizoukihanging on the wall. The
music playing in the café is a piano-based instntaiecover version of the old Turkish
classical song ‘Kalargitan’ from the Turk Sanat MUzi genre (Turkish Art music or
Ottoman Classical Music), rooted in the Ottoman Eeaprhe two owners’ migration
backgrounds, the name of their café, the decoratiod the music create a uniquely
culturally hybrid venue, never static, but evermopenew cultural negotiations.

| argue that the cultural atmosphere of Bagdad cefgesents the fusion of
different cultures from the culturally multifacetedilieu and even includes other
diverse cultural influences, such as the AboriginapireddreamcatchersMoreover, |

suggest, that the café at least partially refleetty’s cultural identity, extending from
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his bouzouki which he will play afibo’s wedding and make his Greek father, who has
called his restauraritaverna Bouzoukproud, to his favourite Arabic vegetarian food,
falafel. During the film, the viewer learns more abouttieHe wears a longsleeve T-
shirt with aBuddhaimage, which may symbolise his spiritual or raligs bent, he
smokes weed, and has passion for kung-fu films amidure. To conclude, the
representation of Lefty and his café can be inttgul as the creative culturally hybrid
outcome of the continuing cultural intermingling tine multicultural neighbourhood
Schanze itself, as well as cultural influences fratside the milieu.

| want to elaborate on one of these ‘outside infaes’ in the film that affect the
construction of culturally hybrid identities. Evetihe very beginning ofKebab
Connectionexhibits how cultural impacts from outside the ieul create a unique
cultural hybridity. The film starts with the EassiAn martial arts genre-inspired scene
in the Turkish kebab restaurant where two men igtging over the last doner kebab.
The scene draws heavily on the aesthetics of rantia films, with kung-fu moves,
slow-motion jumps and flying fighters, and SouthsEasian melodies in the
background. However, the kung-fu genre-inspirechtfigs set in a Turkish kebab
restaurant and some fight scene characteristic exltsmare interchanged. The usual
swords are changed for large kebab knives, thmdalkaves the kung-fu fighters catch
with their swords are replaced by napkins, the gfemecapitation is achieved by a
lahmacun(Turkish pizza), and the music switches into daémelodies towards the
end of the scene. Moreover, during the fight, thenera occasionally captures the
everyday life outside the neighbourhood Schanzeutyir the large window in the
restaurant and shows a Turkish flag behind the Iketmunter. The positioning of
martial arts aesthetics in a different culturaltesty namely in a typical Turkish kebab
diner, not only parodies the martial arts genrelfitdut by mimicking it and mixing it
with Turkish and German culture produces a new w@amdue culturally hybrid scene.
Soon the audience learns that the kung-fu fightede for a commercidbo is making
for his uncle Ahmet’s kebab diner called ‘King oélab’.ibo, who is fascinated by the
martial arts film culture and dreams of shooting first kung-fu film in Germany,
produces two more spots for his uncle’s restaudtanng the film.

His second commercial for his uncle’s restaurdrdt tlso features a fight scene,
draws on the Italian Western or so-called Spaghiégstern genre, combining this again
with kung-fu elementsibo plays the hero ‘Shanghai Joe’, a reference ¢oltdlian
Western movidl mio nome e Shanghai Joe/The Fighting Fist ofrigihai Joe(1973,

Mario Caiano), in which the Chinese martial arpsbtagonist is called Shanghai Joe.
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Ibo’s passion for kung-fu films generates furthaeitextuality. After smoking some
weed, he hallucinates the kung-fu artist Bruce ke® encourages him to fight for his
relationship with his pregnant girlfriend Titzi. Ra Ebert and Ann Beck (2007) have
suggested that the title ‘Kebab Connection’ ref@rsthe title of the filmChinese
Connection (1972, Wei Lof* starring the actor Bruce Lé&®.Similar to the first
commercial, this commercial also depicts a cultyrblybrid scene. Drawing on the
generic conventions of culture-clash comedy, cormfigge film, martial arts film, and
Italian WesternKebab Connectioalso displays generic hybridity.

The Asian martial arts culture is shown to havdugriced the characters’
identities. ibo in particular, not only reflects his passionhis commercials and his
hallucinations of Bruce Lee, but also surroundsdaiihwith symbols characteristic of
this culture. Besides his Buce Lee T-shirt, hedagy Chinese yin-yang-Symbialijitu
patch on his jacket, builds a dragon-shaped buggyit baby, and he greets a friend
with martial arts moves or practises kung-fu teghes with his friends. This is one of
many other cultural influences ditbo’s cultural identity in the film. His ‘Turkish’
cultural background is evident in his interactiomgh his family members and its
importance is symbolised by the Turkish flag on #Wiaedow of his atelier. Another
significant cultural influence can be detected im laseball cap and skateboard, which
could be seen to represent German hip hop youthreul

Ibo’s passion for kung-fu film culture seems to hanBtuenced his German
girlfriend Titzi's cultural identity, too. Titzi, Wo wants to study drama, has a large
dragon tattoo on her arm, a dragon lamp in her roamd is shown cooking a spicy
Chinese soup foibo that she serves in traditional Chinese bowlsthEumore, she has
a traditional Middle Eastern tray table in her roand wears &ufiya (also known as a
Palestinian scarf) round her neck in one scene.

To sum up, the examination reveals that all thee#ht cultural influences create
Lefty’s, ibo’s and Titzi’s culturally hybrid identity, makini impossible to label or
categorise. The predominance of aspects of theiaharts (film) culture shows that
cultural negotiations reach further than just therr@an majority culture and minority
cultures. Diverse cultural influences, whether gatienal, as evident in the case of
Emmi and Ali inAngst essen Seele aakternal, like the impact of martial arts culture

in Kebab Connectignor between minority cultures as with Gabriel, @psind Bobby

* The film is also known aBist of Fury,
4> See Ebert and Beck (2007) Kebab Connection’stertextual reference to Shakespeafsneo and

Juliet
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in Kurz und Schmerzlpsas | will demonstrate in my analysis of languagging
practices inKurz und Schmerzlpappear in German and Turkish German cinema on

migration.

In the course of this section, | want to focus dfetent types of language-mixing
and its relation to cultural identity for two reaso Firstly, | consider language-mixing
the phenomenon that best displays the hybridisaifocultural identity; secondly, my
own multilingualism and familiarity with German afddirkish allows me to recognise
even subtle forms of language-mixing. Additionatlye sociolinguist Androutsopoulos
(2012a), with reference to multilingualism in filmargues that ‘sociolinguistic
difference in fiction may not be noticed at ally Bxample when films are screened to
audiences with different sociolinguistic backgrosnahen knowledge of the original
language is limited or unavailable, and of courséenv films are dubbed’
(Androutsopoulos 2012a: 304). Not only can | underd and discern the use of
different accents and sociolects, but also inténptet kind of circumstance determines
the language use and why.

My analysis of five of Akin’s films demonstratesrias forms of language-
mixing practices mostly between Turkish German aadhetimes English. While the
first generation prefers talking in their mothengae Turkish, speaks German with
accent, and use&astarbeiterdeutsctor what Androutsopoulos callsiterlanguage
German the following generations are bilingual and comimate in German among
themselves. Some of them are not fluent in Turkishjnstance the second-generation
Turkish German characters Nejat Auf der anderen Seitand Cahit inGegen die
Wand These generations often speak Turkish with arrdcand have not mastered
Turkish vocabulary and grammar. Drawing on Androptailos’'s (2012a)
categorisation of four language groups in a Turkégmman movie, | suggest extending
his useful concept by addingear-native Turkistas a language of several second- and
subsequent-generation Turkish Germans to the lgggstylesnear-native German
Turkish native Germanand interlanguage GermanLike near-native Germannear-
native Turkishalso includes dialects and sociolects. This catens between the first-
generation Turkish Yeter, who works as a prostitmteGermany, and the second-
generation professor of German literature Nejamalestrate the characters’ different
language repertoires, each philologically hybridhiemselves, which can be seen as the

first level of linguistic hybridity. A second levelf linguistic hybridity is the linguistic
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hybridisation of their conversation. After YeterdaNejat's father Ali have become a

couple, Nejat is curious about how they met eabkrot

Nejat: Wie habt ihr euch denn kennengelernt? (How did y@et each other?)

Yeter: Er ist zu mir gekommen. (He came to me.)

Nejat: Wohin? (Whereto?)

Yeter: Hat er dir nichts erzahltBen bir hayat kadinyiff (Didn't he tell you anything?
I'm a prostitute.)

Nejat: Hayat kadini ne demefWhat means prostitute?)

Yeter: Bildigin orospu jte. Gute Nacht. (Simply a whore. Good night.)

Their conversation reveals many forms of linguistibridity. Nejat’'s Turkish is poor
so he fails to understand the Turkish euphemismgah&adinr’, literally translated as
‘woman of life’. Yeter is forced to use the lesatfering expression ‘orospu’ (whore)
instead. Yeter's German is perfect, but like mast-generation Turkish immigrants,
she has an accent when she speaks German ancef®tdenore comfortable using her
mother tongue. Borrowing from Androutsopoulos’s 128) differentiation of four
language practices, she can be categorisethaaranative Germanser. This is true of
Nejat’s father Ali, who prefers to use Turkish iis bonversations with his son. Ali has
a very strong dialect from his region of originetBlack Sea Coast in Turkey. In
summary, this short extract shows various kindenguistic hybridity in the form of an
accent, a dialect, and inter- and intra-sentefg#treduage-switching or code-switching.

Language-switching is particularly common among #econd- and third-
generation Turkish Germans as illustrated by theratters Nejat, Sibel, and Gabriel,
who are still close to their parents and therekpeak good Turkish. They frequently
choose to communicate in Turkish with their pareartd, with their bilingual siblings
and friends, they either speak in Turkish or swheltween languages. Thus, it appears
that there is a generation-specific use of languagelanguage-mixing. Cabhit, though,
has no contact with his parents and sister, whiaghtrexplain his poor Turkish. In
Gegen die Wandwhen Cabhit asks for Sibel's hand in marriage, I@ther Yilmaz
addresses Cahit’s bad Turkish skills.

Yilmaz: Dein Turkisch ist ganz schon im Arsch. Was hasgt it deinem Turkisch
gemacht? (Your Turkish is pretty much screwed. Wicityou do with your language?)

Cahit: Weggeworfen, (Thrown away.)

“8 The words put in italic are Turkish and serveisualise the language-mixing between Turkish and
German.
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However, Cahit has not completely ‘thrown away’ figkish, but only uses it when he
feels comfortable with someone such as his bestdi§eref. Seref seems to be Cahit’s
only connection to the Turkish language until heeteeSibel. He can have a whole
conversation witl§eref in Turkish, whereas with Sibel, he favoursr@am and rarely

switches to Turkish only for one sentence or anresgon. Cahit travels to Istanbul,
after his release from prison, to find Sibel, ardhas to talk to Sibel’s Turkish cousin
Selma in order to find out where Sibel is. In thichange, he switches from Turkish to

English when he gets insecure or wants to expréssdeelings for Sibel.

Cahit: Sibel nerde (Where is Sibel%)

Selma Burda, Istanbul’da(She is here in Istanbul.)

Cabhit: Beni ona gétirLutfen (Bring me to her. Please.)

Selma Olmaz (No way.)

Cabhit: Neder? (Why?)

Selma Yeni bir hayati varCok mutlu Sevgilisi var, ¢ocgu var. Sana ihtiyaci yok(She
has a new life. She is very happy. She has a parhe has a child. She does not need
you.)

Cahit: How do you know that? When | met Sibel first tilnevas dead. | was dead even
long time before | met heBen kendimi kaybettingoktan (I lost myself. Long time ago.)
Then she come and drop in my life. She gives me.lédnd she gives me poweknladin
mi? (Do you understand?) Do you understand that? ktoang are you Selma? Are you
strong enough to stay between me and her?

Selma Are you strong enough to destroy her life?

Cahit: Hayir, desilim. (No, I'm not.)

Both characters switch between Turkish and Englisth the foreign language English
enables them to convey intimate feelings.

English also figures ihm Juli, since it is the main language the German Daniel
employs in the different countries he traversekisjourney from Germany to Turkey.
Near the start of the film, the conversation betw&aniel and his neighbour Kodjo
shows a rather extraordinary language-mixing that mnly symbolises the
multiculturalism and multilingualism of their digtt, but also playfully demonstrates
the hybridity of languages. Kodjo, who is wearindaanaica tricot and smoking a bong,

seems to be high already when he meets Danieé at#irs:

* The words put in italic are Turkish and serve suuiise the language-mixing between Turkish and
English.
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Kodjo: Heeey, erste Person Singular, teacha. (Heesyparson singular, teacha.)

Daniel: Hallo Kodjo. (Hello Kodjo.)

Kodjo: You know we go Jamaica, drink cool pina coladd ae smoke the good gun just
smuggling and look for the kinny sisters. You kit kinny sisters?

Daniel: Ich glaube nicht Kodjo. (I do not think so Kodjo.

Kodjo: No? Bi and Zu kinny (Hahaha). Digga, wo fahrstidwrlaub hin? (No? Bi kinny
and Zu kinny (Hahaha). Dude, where are you goindghédidays?)

Kodjo’s first language is German; but he uses Bhglslang and an exaggerated
impression of a Jamaican, to joke around with Dah&nguage hybridity is evident in
English German code-switching and in Kodjo’s atterngp mimic Jamaican English,
which fails and results in a new hybrid language.

Gabriel and Costa irKurz und Schmerzlodarely use English, but Bobby
sometimes interjects English expressions, which lmarascribed to his affection for
American gangster movies. He also imitates the gf@ngscreen heroes such as Al
Pacino inScarface(1983, Brian De Palma) in his gesture. A good egxanis when
Bobby introduces Gabriel to his new girlfriend Adiavith the words ‘mein badass
motherfucker (‘my badass motherfucker’). Then,ihi#oduces Alice and the way he
talks, shows influences from the American gangstge, including a degrading word

choice regarding women.

Bobby: Gabriel, weil3t du, wer das ist? Ey, zum Glick, hatte Glick. Weil3t du, so keine
Szenebraut, keine bitch, kein blondes Stiick Schéifistatt dessen krieg ich die Erfullung
meiner Traume Mann. Guck sie dir an, mein Engel,Mutter meiner Kinder. (Gabriel, do
you know who that is? Ey, fortunately, | had lu¥lau know, no scene chick, no bitch, no
blonde piece of shit. Instead | get the fulflmefimy dreams, man. Look at her, an angel,

the mother of my children.)

Language-mixing appears in in form of language-sirag which differs from the above
examples of language-switching or code-switchinge Tterm was coined by Ben
Rampton, and defined as ‘the use of a language hwisic’t generally thought to
‘belong’ to the speaker’ (Rampton 1998: 291). Adwog to the author the crossing
appears across distinct felt ethnic and social Bauas and should not be confused with
language-switching, which refers to the mixingwbtor more well-known languages.
In this scene, Bobby borrows phrases and expres$iom English, such as ‘bitch’ or
‘badass motherfucker’ and these cross the majguiage German.
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Language-crossing is common practice between GaBudby and Costa, who
have a Turkish, Serbian, and Greek backgroundwdmude shared language is German.
The bilingual protagonists are familiar with thgarents’ language. Gabriel, as for
example, converses in Turkish with his parentsssigr. Bobby argues in Serbian with
his uncle Silvio and sometimes uses Serbian wadsh as his nicknames for his
German girlfriend Alice. Costa has recourse to radrequently in emotional
situations when he swears or when he sings to sgdres pain after Ceyda has left
him.*®

The variety of languages in the film and the protagts’ diverse and complex
hybrid forms of language-mixing reflects everydaymality in a culturally hybrid
society such as in the multicultural district Allom Hamburg. At this point, | want to
return to the concept of language-crossing and dmaw the German scholar
Androutsopoulos (2003), who has considered thisnpimenon amongst Turkish
German youth in Germany. He argues that languaggsitry frequently occurs in
multiethnic multicultural urban areas and socialliens (like Altona). Language-
crossing appears when the majority language Geimarossed by using expressions,
phrases or words from languages belonging to ntingroups. It may include specific
accents or grammatical conventions from these ntingroups. The borrowing of
words and accents results in a new subcultural ithytanguage. InKurz und
Schmerzlosthe minority languages are Turkish, Greek, anbi8e and the majority
language is German. Either a character crosses dbetamguage with phrases from
their mother tongue, completely understood andridke granted by the other two, or
they cross with the other two friends’ mother tomg®erbian German Bobby for
instance addresses Turkish German Gabriel with Tthekish expression ‘moruk’
(‘dude’) and Gabriel greets Greek German Costa hign Greek slang expression
‘malaka’ (‘jerk’).

It becomes apparent that the three friends enjey tlery own hybrid language
that borrows from Greek, Turkish, Serbian, and Bhglis influenced by a specific
Hamburg dialect, and is impacted by youth slangs Tritermingling not only results in
the continual hybridisation of their language, ligo reflects their culturally hybrid
identity, making any attempt to categorise thentucally impossible. Their culturally

hybrid identity also reveals itself in their gegtsirand expressions as is the case with

“8 Other scenes that show Costa singing in Greekéenwhe gets high on marihuana and is chilling with
Bobby and Gabriel and towards the end of the fillmen Costa lies badly injured in Gabriel’s arms and
he sings in Greek for the last before he dies.
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Bobby, who likes to imitate Italian American garegstfrom the movies. Thus, Bobby’s
culturally hybrid identity has components from i@ American gangster culture,
German culture, Serbian culture, Hamburg Altonducal urban milieu youth culture,
and also Turkish and Greek culture, since he isstemtly influenced by Costa and
Gabriel. This shows that cultural intermingling o with majority and minority
cultures, but also from external influences. The lias its own culturally hybrid group
identity that includes the habit of continually $iisg each other’s cheeks when greeting
each other or cheering someone up, which is comim@outhern European countries
from which their families originate. Their uniqueltwrally hybrid language is apparent

when Costa sells Bobby a stolen laptop:

Costa Ich hab 'nen Laptop. (I have a laptop.)

Bobby: Hip hop. (Hip hop.)

Costa Tip top. (Tiptop.)

Bobby: Sieben. (Seven.)

Costa Eins. (One.)

Bobby: Acht. (Eight.)

Costa Eins. (One.)

Bobby: Costa, kein motherfucker auf der Welt gibt din&dafir. Du weil3t das. Du weif3t
das, darum geb ich dir Acht, jetzt. Wie Bouzouki meinen Ohren. (Costa, no
motherfucker on earth gives you one for it. Yourtbat. You know that, therefore | give
you eight, now. (Bobby counts the money) Like baikiéon my ears.)

Costa Ok, neun. (Ok, nine.)

Bobby: Du bist ein Sackgesicht, weil3t du das. Acht. (o1 a dickface, do you know that.
Eight.)

Costa Leck mich, fick mich, gib mir die Acht. (Sod yofuick you, give me the eight.)
Bobby: Gib mir den Laptop. Gib mir den Laptop. (Give the laptop. Give me the laptop.)
Costa (counting the money) Ey du willst mich beschei3en Alter. Hey du willstich
bescheil3en, das sind nur sieben. Hey das sindehers (Hey, you wanna screw me, these
are just seven. Hey, these are just seven.)

Bobby: Costa, weil3t du was, du bist manchmal richtidlichi Du bist manchmal richtich
billich. Unser Kumpel kommt zurtick und du willstci nicht mal so wenig an seinem
Geschenk beteiligen. (Costa, do you know what, somes you are really cheap. You are
sometimes so cheap. Our mate is coming back anegyen don’t want to contribute a bit
to his present.)

Costa (swears in Greek) Du willst mich beschei..., Jugo Betrugo, Alter. (¥evanna
screw me..., Jugo Swindler.)

Bobby: Ey kanscht du machen nix. Leben geht weiter. (H@y can’t do nothing. Life

goes on.)
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Costa Kannscht du machen niiix? Kannscht du mir geliea Blunderter mehr. (You can’t
do nothing? You can give a hundred more.)

Bobby: Kannscht du mir geben Akku dafir. (You can give ttme battery.)

Costa Akku bekommst du. (You get the battery.)

Bobby: Wann? (When?)

Costa Hunderter mehr. (Hundred more.)

Bobby: Ey weildt du was, du bist richtig gut gewordeneyHyou know what, you got
really good.)

It might be difficult for the spectator or the readamiliar with the German language to
discern all the linguistic subtleties in this corsation. For those unfamiliar with
German, it might even be impossible to fully untemd and recognise the diverse
linguistic influences as subtleties are lost in tt@slation process. First and foremost,
the two friends seem to have established their anique language and are able to
communicate with each other without recourse t@@rsentences. Instead, they call
out one word at a time, single numbers like ‘seyamie’, ‘eight’, which stand for the
former German currency 700 DM (Deutsche Mark), @,0ddM, and 800 DM, in
negotiating the price of the laptop. Their intemp@ include some rhyming insider
word play, like ‘laptop’, ‘hip hop’, ‘tiptop’, whib can be understood in standard
language as ‘I have got a laptop’, ‘that is gooavsie ‘the laptop is in a very good
condition’. Simplifying and playing with languagey lusing one-word sentences or
rhymes demonstrate that language is not a purdiesd construction but always open
to hybridisation. The conversation is further imjgac by Bobby's gangster style
allusions (English terms like motherfucker) and ithbumorous game with the
stereotypes ascribed to each other’s ‘culture @irgr Bobby tries to get away with
paying only 700 DM, instead of the demanded 1,000 Dy teasing Costa by
referencing the Greek side of his cultural identf@punting the 700 DM in his hand,
Bobby relates the sound of the counting to thatthed traditional Greek music
instrumentbouzouki ‘This is like bouzoukiin my ears’. Costa feels cheated in the deal
with Bobby calling him ‘Jugo Betrugo’, a made-upymiing slang expression that
means ‘jugoslawischer Betriger’ (‘Yugoslavian ceeatvindler’), implying that
people from former Yugoslavia tend to cheat (aumfieed stereotype) to express his
disappointment in Bobby’s behaviour and the dehg “Insult’ does not bother Bobby
at all, since he recognises it as a humorous pl#ly eultural and ethnic prejudices, a
common habit between the three friends Costa, Badniy Gabriel.
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Since the characters do not share the same bilisgu&Bobby is bilingual in
Serbian and German and Costa in Greek and Gerraagyage-switching does not
occur. However, another type of linguistic hybiydgmerges towards the end of the
conversation when they start to mimicking the brolgerman of their parents. The two
imitate the simplified guest-worker German leaviogt the articles and using
infinitives. However, like in all cases of mimickjntheir attempts to copy their parents’
guest-worker German fail and they create somethdifferent and new as it is
influenced by youth slang of their urban miliewsulggest the linguistic hybrid result of
their mimicking can be interpreted as a form of lihguistic phenomenoKanaksprak
which describes a language or a sociolect used lgyoap of second- and later-
generation migrants in Germaffy.The word Kanake is a derogatory term used
particularly about Turkish immigrants and the Tsfki diaspora in Germany.
Kanaksprakis a stylised version dbastarbeiterdeutscimarked by a deliberately poor
use of German (Androutsopoulos 2003: 21). DrawingZaimgslu, who coined the
term Kanaksprak Androutsopoulos notes that its underground natmesns that
Turkish Germans, fluent in both languages, choostngommunicate in the broken
German of their parents, are subverting its negatonnotations. Instead, their adaption
of it asserts their separation from German languagd society, which can be
interpreted as a sign of resistance to assimilg#amroutsopoulos 2010: 187). | argue
that Bobby and Costa’s conscious use of brokentguesker German, combined with
youth slang is very similar tdanaksprak which Androutsopoulos defines as a form of

language-crossing.

My analysis of these five Akin’s films has reveakedariety of language-mixing
practices including conversational, inner-, andemsentential code-switching, and
language-crossing. This intermingling of divers&aral and ethnic languages, and also
dialects, accents, and slangs results in the hglatidn of language into a new and
unique language, fluid and open to renegotiatiomactly as Bakhtin theorised. It is
important to point out that Akin at no time presel@nguage-mixing as a deficit or
semilingualism, or an indication of the lack of fic@ncy in any languages. Quite the
contrary, he depicts it as an opportunity to findvaer range of expression. The
spectator might often be uncertain about the clersidanguage skills, either through

unfamiliarity with a language, or because this ¢ explained in the story like in the

9 See Chapter 2.3.1 for a more detailed explanatidhe roots and meaning of the expression
Kanaksprak
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case of Bobby and Costa. However, even if the chensl Serbian or Greek is weak,
the director emphasises that any additional langus@ bonus. Bobby is able to argue
with his uncle in Serbian and Costa prefers to espemotions like anger by swearing
in Greek and his melancholy by singing in Greek.

In the case of the Turkish German Cabhit fr@eagen die Wanadhe spectator is
made aware of his poor Turkish, but at no time délas present this as a deficit. On
the contrary, he uses broken Turkish to expressrhistions, which otherwise might be
oppressed. Moreover, when Cahit is compelled tonsomcate in Turkish with Sibel’s
Turkish cousin Selma in Istanbul, the director skdww his poor Turkish becomes an
opportunity to converse with Selma. When Cabhitiseal that his poor Turkish is not the
best language to describe his former depressigeahid his love to Sibel, he switches
into English. Cahit could have continued in Turkibbit chooses English instead, which
is not to be interpreted as a failing but rathesm@grecourse to an additional (language)
resource. He is able to choose the most appropaatgiage for the circumstances. The
examples show that language-switching and languemgsing are opportunities for
diasporic people, a vital part of their culturatlybrid identities, and an additional
resource. Akin’'s polyglot films repeatedly crosy &md of language borders and in
doing so prove therganic hybridityof language, ever liable to influence and theeefor
in a process of continual hybridisation as Bakhatid Bhabha have theorised.

3.6. The Myth of Cultural Fragmentation: Screeningthe Positives of Cultural
Hybridity

The aim of the analysis of the cinematic represmmtaof culturally hybrid urban

milieus and linguistic hybridity, which | considére most striking characteristic of the
characters’ culturally hybrid identities, has bdendemonstrate the most significant
difference in the phases of cinema on migration twedTurkish diaspora in Germany.
As discussed, cultural hybridisation is an inevgaprocess when people encounter
each other and becomes particularly interestingnigration settings where diverse
cultures meet. | argue that this unavoidable phemam occurs in every cinema dealing
with migration-related issues, thus even in firsape films also known as the ‘cinema
of duty’, as | have shown by using examples froimgi made before the 1990s.
However, almost all of these early films eitheredity portray or imply the problematic

situation of being torn between cultures. Cultuhgbridity is rarely presented as
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enriching or a benefit and | suggest that the catenshift occurs at exactly this point.
For the first time, hyphenated identity filmmakedilee Fatih Akin acknowledge the
productivity of cultural hybridity as emphasised tine seminal theorists Bakhtin and
Bhabha. Their films display the positives of hyisation resulting from cultural

encounters.

My analysis focused on the dimension of linguishigbridity and how it
constitutes a vital aspect of the diasporic charattculturally hybrid identities.
However, several other cultural spheres such ascmesd, fashion, and even interior
design also experience cultural hybridisation. Mees, such hybridity means these
films form a culturally hybrid phenomenon, whichsame cases is already reflected in
linguistically hybrid titles likeEvet, ich will/Evet, 1 Do(2008, Sinan Akkg). and
Almanya — Willkommen in Deutschland/Almanya — Weé&ao Germany(2010,
YaseminSamdereli).

At this point, | want to refer to the dialogue betm Bobby and Costa Kurz
und Schmerzlosagain. The linguistic hybridity in this conversati should be
interpreted as a highly creative outcome of thermingling of diverse cultural and
linguistic influences. The scene reflects the ningual and linguistically hybrid reality
of multicultural and multiethnic urban milieus ire@nany in a very special manner and
with accuracy, which | ascribe to the hyphenateghiy of the diasporic filmmaker
Fatih Akin. Many scenes in his films deliver suchadmost hyper-realistic portrayal of
cultural hybridity>® How do hyphenated identity filmmakers manage tavey such an
accurate image of the multifaceted dimensions ttial hybridity on screen? It seems
that the key to these filmmakers’ success is tie daf Berghahn’s (2011b) essay: They
are ‘Seeing Everything with Different Eyes’ These ‘different eyes’ refers to what
Moorti calls the ‘diasporic optic’, Marks terms ibtéc visuality’, and Naficy labels the
‘accented style’ of hyphenated identity filmmakeFee common ground of these three
concepts is that they not only acknowledge the iBpeart of cinemas made by
diasporic people, but venture beyond this and ajmteethe creativity and otherness in
their works. In agreeing with the authors and drgwon Stuart Hall’'s (1990) seminal
discussion of culturally hybrid identities, | argtieat Fatih Akin and other diasporic
filmmakers inevitably reflect the positives andatreity of their own culturally hybrid

identities in their films.

%0 Since it is beyond the remit of my thesis, | widit present any further examples.
*1 The complete title of Berghahn's (2011b) essdy &eeing Everything with Different Eyes”: The
Diasporic Films of Fatih Akin’. See Berghahn's gska an expanded analysis of Fatih Akin’s special
diasporic optic.
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To conclude, besides radically breaking old cultstareotypes, Turkish German
filmmakers were able to represent in Gokturk’s phréhe pleasures of hybridity’. |
propose to call this the ‘positives of cultural hglty’, since hybridity is not always a

pleasure, but cultural hybridity is always a spec@npetence and therefore something
creative and positive.
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CHAPTER 4
The Representation of Turkish Migration to Germanyand Cultural Hybridity in
Turkish Cinema

The labour migration from Turkey to Germany, whsthrted in the mid-1960s, had not
only a socioeconomic impact on the sending andivece countries’ societies as
outlined in Chapter 1, but also an influence onkialr culture including film, and other
forms of art and entertainment. In the previouspbtdra | explored the effect of Turkish
migration on German cinema and showed the shifttthak place in the depiction of
Turkish migrants in German cinema and later in W&rkGerman cinema. This chapter
focuses on how Turkish cinema between the 1960gren@resent represents migrants

who moved to Germany and the present Turkish draspo

4.1 Literature Review and Research Interests

Guest-workers and their families appeared in Thrkimema at about the same time as
they did in German cinema. My research identifiéchast 80 movies by Turkish
filmmakers in Turkey, that portray external migoatiand the lives of Turkish emigrants
abroad and their return to Turkey between the ndiGBo% until the present. The majority
of these films feature the (labour) emigration ter@any, which is of particular interest
to this research. These films have, however, recehardly any scholarly attention so
far.

The first article on the topic is Emel Ceylan Tamérurk Sinemasinda Gé¢gmen
Isci Sorunu®® (1978) which explores how early labour migratiomswreflected in
Turkish cinema. Based on an investigation of filmg, Bir Turk'e Gondl Verdim/I
Lost My Heart to a Turk1969, Halit Reft), Donls/The Return(1972, TurkarSoray,
Kaya Ererez)El Kapisi/Foreign Door(1974, Orhan Elmas)Almanya’da Bir Tirk
Kizi/A Turkish Girl In Germany1974, Hulki Saner), an@tobis/Omnibu$1974, Tuncg
Okan), Tamer states that Turkish cinema approaen@gration in a manner very
similar to its other movies, concentrating on Ieteries and relegating the depiction of
migration to the background. She further argues Thigkish cinema in general did not
create well-rounded characters and therefore tpeesentation of Turkish emigrants

also remained rather superficial.

%2 English translation of the title: ‘The Labour Emagt Issue in Turkish Cinema’.
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Oguz Makal’'s bookSinemada Yedinci Adarfiirk Sinemasindd; ve Dy Gog
Olayi (198772 is the first monograph to tackle Turkish interaall external migration
and migrants in Turkish cinema. After giving exaegbf films dealing with internal
migration in Turkish cinema, Makal focuses on exé¢migration, briefly investigating
13 films depicting Turkish migration to Germany amither European countries, with
three — Shirins Hochzeit/Shirin’s Weddingl975, Helma Sanders-Brahmghanz
Unten/Lowest of the Lo\d986, Jorg Gfrérer) and0 Quadratmeter Deutschland/40
Square Meters of Germar(1986, Tevfik Baer) — being part of German rather than
Turkish cinema. In his conclusion, Makal criticiséise dominance of a rather
pessimistic and pathetic representation of migrdiviss, adding that, while the early
films about Turkish migration fail to deliver a tséic depiction of the living conditions
of the migrants or their relatives in Turkey, latBims such asAlmanya Aci
Vatan/Germany Bitter Homelan{d979,Serif Goren) succeed by paying close attention
to their social milieus and the hardship of theweryday lives, including their
loneliness, search for identity, and communicatpoblems (Makal 1987: 105f.).
Furthermore, Makal draws attention to the lack ibhg that capture the social and
cultural reality of Turkish migration and suggetitat Turkish cinema should focus
more on the depiction of the migrants’ real circtanses. Makal's analysis of Turkish
migration in Turkish cinema was the only work attype for a long time.

Almost 30 years later Mehmet Anik (2012) takes eddogical perspective and
also advocates a more realistic representationoofals issues in Turkish migrant
cinema. In his chapter ‘Tiirk Sinemasinda Yurtta Go¢ Olgusid” in the volumeTiirk
Sinemasinda Sosyal Meselelg@0127°, Anik explores four films in detail, while
registering there a is larger corpus of films, asteing there are a high number that
either focus on Turkish customs, traditions, ardteel themes such as the importance
of honour, or that look at migration through a cdindens. He bemoans the dearth of
films that consider the migration experience intdepnd that significant angles such as
the actual process of emigration and the socidtumal, political, and economical
situation of Turkish emigrants have been negle¢aedk 2012: 56f.). However, Anik’s
research is limited by the size of his sample ametefore could be considered as
unrepresentative. Like Makal, who in his film ara$yconsidered three films as a part

of Turkish cinema, although they belong to Germarerma, Anik includes a movie

%3 English translation of the titl&the Seventh Man in Cinema. Internal and Externgrhtion in Turkish
Cinema
** English translation of the title: ‘The External dvation in Turkish Cinema'.
%5 English translation of the titl&ocial Issues in Turkish Cinema
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Almanya — Willkommen in Deutschland/Almanya — We&ao Germany(2011,
YaseminSamdereli) that is actually a German productionaled by a Turkish German
filmmaker.

All three scholars emphasise the neglect of saellist flms that authentically
depict the hardship of Turkish migrants in Germamd seem to work under the
assumption that film’s sole function is to accunapresent reality. Tamer, Makal, and
Anik’s critigues concentrate on early films andyoobnsider a small selection. In my
analysis, that includes recent productions andeatgr corpus of films, | will also look
at the extent of the neglect of a realistic cineoagrspective.

Ersel Kayaglu and Omer Alkin have also examined the represientaof
migration in Turkish cinema. Kayg’'s recent study about external migration in
Turkish cinema is the most comprehensive researdhis subject to date. In his article
entitled ‘Figurationen der Migration im tirkisch&im’ (2012)° the author gives a
chronological overview of 42 films, including chater analysis, dramaturgy, and
filmic staging. He suggests that almost all mowsasw melodramatic tendencies and
focus on the sadness resulting from working abevatifeeling oppressed on the fringes
of German society. Another popular slant he reveakhe juxtaposition of a morally
degenerate German society contrasted with a momsligerior Turkish society.
Kayagzlu reaches the same conclusion as Makal and Anticising the paucity of
authentic reflections of real labour migration exg@eces in Turkish cinema (Kayga
2012: 100f.). Although the author’s study is thesindetailed analysis in the field so
far, it suffers from the lack of a critical theacetframework. However, the
chronological overview of a great number of filngsa very useful starting point and
Kayacazlu does uncover some interesting trends.

In his previous article ‘Das Deutschlandbild im kischen Film’' (2011,
Kayaazlu focuses exclusively on the representation ofn@agry and German culture in
Turkish cinema on external migration. He argues timdil the mid-1970s, Turkish film
was principally concerned with constructing a naaioidentity and therefore tended to
depicted Turkish society in a positive light andhitast this image with a morally
inferior Germany by including themes such as GegisaNazi past, the promiscuity of
German women, and a degenerated hippy youth. Tingroation of this counter image
enabled a filmic representation that highlightedkigh social and cultural values as

superior. In addition, the author draws attentman ambivalence in the presentation of

*% English translation of the title: ‘Figurations Migration in Turkish Film’.
" English translation of the title: ‘The Depictioh®ermany in Turkish Film’.
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Germany, since Germany was shown as progressivehisuguality was incompatible
with the positively depicted Turkish values (Kagan2011: 103).

A further relevant scholar currently studying tlepresentation of emigrants in
Turkish cinema is Omer Alkin. In his article ‘Eusm Turkish Migration Cinema from
1960 to the Present’ (2013), Alkin, like Kagan looks at how Europe and Germany
are represented in Turkish migration cinema. Based corpus of more than 50 films,
he claims that the positive depiction of Europeagdace of wealth and modernity is
juxtaposed to the migrants’ negative experience€abénation’ and ‘displacement’
(Alkin 2013: 56). He identifies a change in the gmaf Europe and, with reference to
two recent filmsAvrupali/The Europeaif2007, Ula Ak) and Made in Europg2007,
Inan Temelkuran), he argues that Europe is showa place where emigrants have
complex experiences of migration in a globalisedlav@din Made in Europg and in
Avrupall as a ‘national counter-place from where Turkeyerad history of emigration
and idealisation, will finally emancipate (Alkin 8. 66). In his analysis, the author
makes an interesting point by differentiating beswehe image of Europe and the
image of Germany in Turkish migration cinema. llvekplore this distinction later in
this chapter when analysing the presentation ofrfaay and Germans.

In a second article, ‘Re-Writing Turkish German &ima from the Bottom-Up:
Turkish Emigration Cinema’ (2015), Alkin considerse of the latest films dealing with
Turkish emigration to Germanyevsim Cicek Acti/Spring Blossoif2012, Ali Levent
Ungor) and critiques the lack of academic intereshat mainly concentrates on the
aspects of transnationality and hybridity — in taege number of Turkish films about
Turkish emigration.

In his two following articles ‘Der turkische Emigiansfilm. Vor-Bilder des
deutsch-tirkischen Kinos?’ (20£%)and ‘Ist das Gerede um den deutsch-tiirkischen
Film postkolonial? — Zum Status des deutsch-tiiHasc Migrationskinos, seiner
wissenschatftlichen Bewertung und den ,verstummteénkischen Emigrationsfilmen’
(2016Y°, the author criticises the current scholarshighia field of Turkish German
cinema for ignoring the perspective of Turkish av@eand bemoans the one-sidedness
of the debate.

%8 English translation of the title: ‘The Turkish Egrtion Film. Role Models for the German Turkish
Cinema?’.

% English translation of the title: ‘Is the Talk atidGerman Turkish Film Postcolonial? About the &tat
of German Turkish Migration Film, Its Academic Apgich and the Turkish Emigration Film That
‘Became Silent”.
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This review of the relevant literature in the fietiexternal migration in Turkish
cinema discovered that only a small body of resebas been published on this subject
to date®® These studies provide some useful insight intacthematic representation of
Turkish emigration to Germany and other countriesl &elped in the process of
identifying a corpus of films to consider and torgmse a first overview of them.
Furthermore, researchers have also ascertaineddttain significant subjects appear in
a large proportion of the films, such as the imaf&urope, Germany, and Germans.
However, | could not find any comprehensive stufiyalbthe relevant movies or that
adequately included those made from the 2000s thoégh some scholars show an
interest in some recent movies, such as Kgyawith Berlin Kaplani/The Tiger of
Berlin (2012, Hakan Algul) and Alkin wittMade in Europeand Mevsim Cicek Agcti
they do not take into account the corpus of filmsvarious types of migration. Even if
migration is not the primary subject of these fijrtieey are still worthy of attention for
how they shed light on how the Turkish diasporpasceived in recent Turkish cinema.
Alkin, however, seems to have expanded his invastig recently to include diverse
perspectives and also newer filfiis.

To sum up the important insights scholars have igeal; | argue, that (mainly)
Turkish scholars of Turkish films about migratian@ermany, did important fieldwork
in defining the corpus of relevant films. Furthemmothey saw their main task in
alerting other scholars to the existence of thegefikms, and as a result, much of their
writing reveals recurrent themes and supplies itgmbrplot analysis. Alkin, however,
has looked at these films more deeply emphasi$ieg heglect in the field of Turkish
German cinema.

In this way, Turkish scholars paved the way fottar work like my dissertation
that will with reference to certain theoretical cepts investigate this corpus of Turkish
films. Another gap is that scholars, except for 1AJkdo not relate their findings to
German and Turkish German movies about the Turldshgration and Turkish

% Besides these studies on external emigration mkiShi cinema, there is some further research, mainl
in the form of journal articles and master thesssch as ‘Turkiye'de Go6¢ ve Turk Sinemasina
Yansimalari: 1960-2009’ (‘Migration in Turkey ants IReflections in Cinema: 1960-2009’) (2010) by
Gunseli Pgkin; ‘Immigration Movies in Turkey: How Economic @hges Affect Turkish Cinema in
1960s’ (2014) by Gokhal gur; the PhD thesikl Kapilarinda Ygilcam: 1970-1990 Arasi Tirkiye'de P
Goc¢-Sinemdliskisi (Yesilgam on Foreign Doors: External Migration Cinema Turkey Between 1970
and 1990 (2009) by Age Toy Par, and the master thesis fromegiil Cilingir (2009)Tilrk Sinemasinda
Dis Gog Olgusunun Toplumsal Cinsiyetdggaminda/ncelenmesi — El Kapisi Filmi Orgimde (External
Migration in Turkish Cinema and the Analysis of @enlssues — The Example of El Kapisi
2 Omer Alkin’s upcoming volumBeutsch-Tirkische Filmkultur im Migrationskonté&erman-Turkish
Film Culture in the Context of Migration) will beuplished in 2017 after | have finished my research.
Hence, the contributions in the book are not a giany research.
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diaspora, which | also will fill with my researcHowever, this argument also applies to
scholars who have examined German and Turkish Geamama and likewise ignored

the representation of migration in Turkish cinema.

My first aim is to provide an overview of the exigf corpus of Turkish films on
migration to Germany, allowing a comparison witly kkemes in German and Turkish
German cinema and additionally, (if we understaitrd &s a form of art that reflects
parts of social reality and at the same time ceeegality), enabling us to see how the
socioeconomic impact of Turkish emigration to Gemgn&rom the 1960s onwards (cf.
chapter 1.2) is reflected in Turkish cinema. Fumtna@e, it will be interesting to
discover whether the depiction of Turkish migraamsl the Turkish diaspora in Turkish
cinema has more in common with the depiction inn@&ar cinema than with that in
German Turkish cinema, which is accented and clteiaed by the Turkish German
filmmakers’ diasporic optic. Additionally, it is @cial to consider the role of the
Yesilcam era in Turkish cinema and its relation toKisin films about migration. | will
also discuss whether there has been a change am@raatic representation of migrants
in Turkish cinema from the late 1960s until todag, there has been in German and
Turkish German cinema. After establishing commantlas and their treatment, | will
relate the depiction of migrants in Turkish cinerma the concepts and theories
discussed in Chapter 2. In this regard, | willially consider whether Turkish cinema
really is or remains national when portraying Takkimigration, or if it can be termed
transnational or increasingly transnational ovemeti Secondly, | invoke Bakhtin’'s
theories of linguistic hybridity andeteroglossiaand more particularly Bhabha's
notions of hybridityand thethird spaceand explore what these concepts might mean
for the films and the representation of charactérsdoing so, | also consider the
question of whether multilingualism and code-switgh as a special form of linguistic
hybridity, and the role of music in positioning turhl identity, feature in these movies.

My analysis is divided into two main parts. Firstpyrevailing genres, recurring
topics, and major perspectives in Turkish cinemauafi urkish emigration to Germany
will be illustrated by apposite film examples frahe whole corpus of identified films.
Secondly, a close analysis of three films will deti an in-depth exploration of the
representation styles and of how cultural hybridstylepicted in Turkish cinema about
migration. The moviefA\lmanya’'da Bir Turk Kizi/A Turkish Girl in Germar{§974,
Hulki Saner),Almanya Aci Gurbet/Germany Bitter Gurk{@988, Yavuz Figenli), and

Berlin Kaplani/The Tiger of Berli(2012, Hakan Algul) are good examples since they
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address diverse aspects of Turkish emigration tom@ey and the experience of
different generations of the Turkish diaspora inrrzany. Moreover, the three films
belong to different genres and periods in Turkisteima.

The research questions guiding my analysis in thigpter are: How can the
corpus of relevant films be classified with regaml common themes and the
representation of migration to Germany? Do TurHilshs seek to provide a historically
accurate account of Turkish migration? How do tHiéses negotiate the popular appeal
of genre cinema with realist modes of represemati€an Turkish films about
migration described as culturally hybrid and how ttey depict cultural hybridity?
Finally, what similarities and differences do Twikimigration films evince with their

German and Turkish German counterparts?

4.2 Corpus of Films and Initial Classification

In order to give a comprehensive overview of thgresentation of Turkish external
migration in Turkish cinema, it is essential to leadée the whole corpus of films. After
extensive research, | identified 80 Turkish filnteatt address the topic of external
Turkish migration in some form, with 8 featuringucdries other than Germany.
Therefore, around 70 films from various genres fribra 1960s until the present that
depict Germany as the receiving country of Turkeshigrants are relevant to my
analysis. Movies focusing on emigration to othartaes such as Sweden, Switzerland
or Austria, could be, or should be, subjects afifetresearct

A first review of the films reveals the opportuntty divide the corpus of movies
into two groups. The first would consist of those which Turkish emigrants and
Germany as the receiving country for Turkish migmratather functions as a narrative
background and is merely incidental to the main. pMst of these films only feature a
first-, second-, or third-generation Turkish imnaigt in the role of a supporting
character. This is particularly common in films raasince the 2000s. The second
category would include films that focus on the ratgym experience.

2 Films dealing with emigration issues in countriegher than Germany areCumartesi
Cumartesi/Saturday Saturdafl984, Tun¢ Okan) (France/ Switzerlan@iil Hasan/Hasan the Rose
(1979, Tuncel Kurtiz) (Swedengungi Gordum/lI Saw the Suf2009, Mahsun Kirmizigil) (Norwegian);
Kardes Kani/Splettring (1984, Muammer Ozer) (Swedenylemleketim/My Hometow(1974, Yiicel
Cakmakl) (Austria)Otobiis/Omnibug1974, Tung Okan) (Swederlymut Adasli/Island of Hopg007,
Mustafa Kara) (UK), antUmut Dinyasi/World of Hop@ 973, Safa Onal) (Australia).
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With reference to the first category, | would like take a closer look at three
films in which emigrants and Germany function as tlarrative background for the
main storyline.

Intizar/Expectation(1973, Oksal Pekmegtu) tells the love story of Ne, a
woman working in a printing company, and Kemal, iaibus driver. In order to earn
enough money to buy a new minibus and marrgelN&Kemal opts to emigrate to
Germany for a while for work. e does not want him to leave so she takes a j@b as
singer in a nightclub, which will bring in more n@n To ensure that Ne's lover does
not sabotage her plan, the nightclub owner hidegdin Kemal’s car so Kemal gets
arrested. Nge thinks that Kemal has gone to Germany withodinteher and marries
the nightclub owner. This film has a happy endirfgew the lovers are reunited, but it
concerns the pitfalls Ne and Kemal face en route. This movie can be datgdnas a
singer film as the main role is taken by the fameumger Nge Karabtcek and her
songs are showcased throughout the movie. | willfugther into detail about this
specific singer film genre later on in this chapi#fith respect to my two categories, it
is important to notice thaintizar does not focus on emigration to Germany and its
impact on the individual or society. The film rathreferences emigration as a factor in
its love story?®

The next two films are interesting, since althoumgth start with the topic of
emigration to Germany, they actually feature indffurkish migration from villages to
Istanbul. The first is the tragicomedganker Bilo/Bilo the Bankel(1980, Ertem
Egilmez), in which Bilo, a returnee from Germany @dyby the famous comedy actor
SenerSen, promises some men from his village in Turkegt the can smuggle them
into Germany in his truck, but then abandons therstanbul. When these men arrive
in Istanbul, they initially believe they are in Geny but the story concentrates on their
problems of adapting to the big city and the diffiees of internal migration from a
Turkish village to the metropolis Istanbul.

The arabesk filmAyrilamam/I Cannot Leav€l986, Temel Glrsu) starring the
famous arabesk child singer Emrah, starts with Biarguest-worker father Hasan’s
return from Germany to his village, where his wdad two children await him.
However, Hasan is bringing his new German wife Amihd their son. Hasan and Anita

die in a car accident before they get there ang th@ son survives, whereupon Emrah

% Other examples of films dealing with the fatefaparation of lovers caused by emigration Batan
Gune/The Setting Suifl978, Temel Gurst)A Turkish Girl in Germany1974, Hulki Saner), Vahyi
Arzu/Wild Passiorf1972, Yavuz Figenli), anBuyuk Aci/The Big Paifl971, Mehmet Bozlg).
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accepts him as his little brother and uses the Q00,DM Hasan had saved to move the
whole family to Istanbul. The family struggles tope with the immorality, spite, and
mercenary nature of city dwellers, experiencingeradpdnapping, and losing all their
money.

Unlike these movies, there are films in Turkisheoira that focus on different
aspects of Turkish emigration to Germany. Thesasfilwill become the focus of
attention in my in-depth analysis later in this pfea. At this stage, | would like to give
one detailed example of such a migration film tlsarepresentative for the second
group. The film | have mentioned in the introduntiof my dissertatiolmanya Aci
Vatan/Germany Bitter Homeland 979, Serif Goren§* depicts the life of the female
labour migrant Guldane and her husband MahmuterKiteuzberg district of Berlin. It
begins in a village in Turkey, introducing Mahmwfio desperately wants to move to
Germany to get rich and fulfil his dream of owniagcar. Since Germany is not
accepting labour migrants at this time, his onharade is to marry a woman who is
already working abroad. During a family visit to rkey, Guldane, employed in a
typewriter factory in Germany, agrees to a marriajeonvenience with Mahmut from
her village. Back in Germany, they go their segamys and the audience withesses
Guldane’s monotonous and tough life as an immigraBerlin. She shares a room with
three other Turkish women, all of whom have to getearly, have a quick breakfast
and leave the house for work. In order to emphasisenhumanity of this repetitive
and stressful morning routine, the director repeatstly the same scene a few times in
the course of the movie. Dull but stressful assgrnibke work at a typewriter factory
follows. These scenes are also repeated severak timith little or no variation to
demonstrate dreariness of the guest-workers’ reuimilar to Guldane, Mahmut also
shares a room with three other men, but insteaslooking hard, he becomes addicted
to the immorality of the West. He drinks beer irbpugambles, goes to sex shops, and
gets together with a German woman. When Mahmut @étdane pregnant, he wants
her to have an abortion. Since she can no longest tWlahmut and her working
conditions get harder, Gluldane decides to retuffut@ey with her unborn baby. In the
end of the film, Guldane goes insane on her walutdey. Sitting on the ground crying
at the airport, she repeats again and again incoanéal and monotonous voice: ‘ev,

metro, fabrika, vida’ (‘flat, underground, factorgcrew’), before she starts laughing

% Almanya Aci Vatais originally the title of a Turkish emigrant folong from the Black Sea Region by
Erkan Ocakli which came out in the 1960s. The $/de not from the perspective of the emigrants, bu
rather from those left behind, focusing on the aid grief of separation.
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crazily. Almanya Aci Vatarepicts Germany as an inhospitable place, whightaems
Guldane’s wish to return home. This negative pertspe on the migration experience
in Germany recurs in numerous movies, as | wiltdss laterAlmanya Aci Vatarhat
focuses on the problems of guest-workers, has becised by the film scholar guz
Makal for its lack of realism and failure to postrtne hard living conditions of guest-
workers abroad (Makal 1987: 80). However, | ardus Almanya Aci Vatars one of
the few Turkish films on external migration, whitdature the lives of emigrants in
detail.

To conclude, the existing corpus of relevant fil®ut emigration to Germany in
Turkish cinema has provided the opportunity to gatise them in two different groups.
Firstly, those films that merely mention migratiand use the topic of migration to
Germany to initiate the main plot, and secondlyyie® that in fact cover the various
experiences of emigration and the lives of the Blrkliaspora in Germany and make it
to their main plot. In considering the two categerl devised, | argue, that movies like
Intizar, Banker Bilg or Ayrilamamfrom the first group do not seem to be as relet@nt
my analysis as those from the second, but theyrtimless provide some interesting
insights into how migration affected Turkish sogidtsuggest that the great number of
movies that only touch upon the topic of emigratmxists because emigration had
become the normality in Turkey's everyday life acidema reflected this part of
Turkish reality in different ways. Moreover, emitjoea themes added variety to the

plot. However, my in-depth analysis will be on frfrom the second category.

4.3 Yesilcam’s Impact on Turkish Migration Cinema

An overview reveals that most of the migration 8lm Turkish cinema are produced in
the 1970s and 1980s (52 films in total and 46 fouon migration to Germany),
which suggests that a significant number belonth& Yeilcam era. Therefore, it is
essential to explore the societal importance ahdidi characteristics of Ysdcam
cinema. Then | will investigate the impactsdeam films has had on the representation
of Turkish migration to Germany in Turkish cinenmarelation to genres, aesthetic and
narrative perspectives. The first subchapter (#.81lan introduction to Ygcam
cinema, its origins, and its specific conventioitie following subchapter (4.3.2)
illustrates Yagilcam’s genres and investigates its impact on filatsout Turkish

migration, with comedies and melodramas a partiazdacern. Special attention will be
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paid to singer and arabesk film. Finally,sfgam’s hybrid character will be explored in
4.3.3.

4.3.1 An Outline of Yailcam Cinema and Its Specific Conventions

As mentioned above, an overview of the corpus Ibhsfishows that a substantial
number of films related to migration to Germany egmed during high- and late-
Yesilcam era. | could identify 46 films produced beémethe beginning of the 1970s
and end of the 1980s, which is slightly more thathied of the total. Hence, it is
necessary to analyse sfleam and its effects on Turkish migration cinerAaeview of
the post-Yegilcam period reveals the existence of very few $ilhmandling the issue of
migration. Between 1990 and 1994 there were onlyn®&, and then none for a long
period. The Turkish diaspora in Germany did notegppn screen until the end of the
2000s inMade in EuropeWith respect to the long temporal gap, Kadlaanterrelates
the total number of films made in Turkish cinemathwthe number of those on
migration during 1990s and mid-2000s and concluttest film production had
significantly decreased in Turkish cinema in gehevaich in turn affected the number
of films about migration (Kayagu 2012: 101). The importance of thesigam era for

Turkish migration films requires a closer examioati

In the mid-1960s, peoples’ interest in movies iased leading to a significant
rise in film productions and a sudden growth of Thuekish film industry. The Turkish
expression Yglcam, literally meaning ‘Green Pine’, derived froresilcam Street in a
district of Istanbul’'s called Beytu, where many production companies, crew, and
actors were based at that time (Arslan 2011: 1dipgam and Gokturk 2001: 535). In
his monograph entitledCinema of Turkey. A New Critical Historysava Arslan,
divides the Ygilcam era into three phases: ‘earlysigam’ in the 1950s, ‘high-
Yesilcam’ in the 1960s and 1970s, and ‘latesif@am’ in the 1980s, and asserts that
‘high-Yesilcam’ in particular, could be seen as the ‘goldege’ in Turkish popular
cinema alike to the era of classical Hollywood amae(Arslan 2011: 11). Ergan and
Gokturk note that Turkish film industry was unalite keep up with this level of
increase, since no investment was made in studitecbnical equipment (Ergan and
Gokturk 2001: 535). This led to the production ofviquality films. According to

Arslan, Ysailcam stole from Western cinema and synthesiseditit ‘local cultural
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forms and structures’ (2009: 85). He further expai‘Yesilcam ‘Turkified” Western
cinema by putting it into the vernacular, transfomgnit into a local product, by openly
pirating scripts, themes and footage from both yadlod and European film’ (2009:
85). Arslan adds that ‘Turkification’ is not onlydapting Western movies, but
especially combining Western styles with traditiomarkish forms such as with the
melodramatic modality, the construction of binappositions of pure evil versus pure
good, and the dominance of oral narration overalis@arration, which has its roots in
the shadow plays in the Ottoman Empire (Arslan 288188).

Furthermore, Ysglcam films tended to have poor character and scrip
development, camerawork, editing, lighting, ande-en-scénesince the film industry
had to produce a large number of films on low buslgeery quickly to respond to
audience demand (Arslan 2011: 17; Byao and Gokturk 2001: 536). With respect to
the poor character development, often the two-dsiweral characters were flat, static,
and predictable, lacking depth and credibility. &gah notes that characters ‘who were
never depicted as individuals and who could not laat were ‘acted upon’, reinforced
the melodramatic affect’ (Erggan 2006: 236). Besides a poor character development
Yesilcam was also notorious for its dubbing practidesbbing was a lucrative way to
enable inexpensive and fast filmmaking, reducirgyrieed for rehearsals and allowing
filmmakers to complete scenes in one take (Arsldhl2117). Erdgan points out the
underrepresentation of shot/reverse shots in fagbtnont shots, with the actors facing
the camera most of the time and not turning thagkb. According to the author, this
time- and money-saving procedure created empathgmrahan identification with the
characters (Erd@an 2006: 235). Gau Inceglu (2015) in ‘Devingen Mizansenden
Huzursuz Kameraya: ¥#cam'da Zum®® analyses the number of zooms and their role
in Turkish films in the late 1960s and 1970s angues that although the zoom in
Yesilcam cinema was initially merely a stylistic taol signify an important incident in
the narrative, its excessive use in the 1970s wasetluce production costs. He
discovers that the zoom increasingly replaced ents camera movements and as a
result (unintentionally) created a very particuidmn aesthetic. Because zoom was so
ubiquitous, it had to become even more excessivenweimphasising a significant event.
Thus, a fast, almost hectic, zoom style emergeivtha usually accompanied by a loud
and piercing sound. Moreover, extreme ‘close-upnmian faces and symbols were

very common. The consequence was a poor mise-@,sbat also a specific form of

% English translation of the title: ‘From Dynamic $é-en-scéne to Restless Camera: The Zoom in
Yesilcam’.
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zoom, an excessive zoom. In his article ‘The ZoanPopular Cinema: A Question of
Performance’ Paul Willemen (2002) discusses thetjpe of zoom in commercial
Turkish action cinema in the 1970s along with Pakis films and Indian action
melodramas of the period and discovers a ‘repeatedemphatic use of the zoom’
(Willemen 2002: 6). Willemen appreciates this spea@oom form and by relating it to
theatrical performances, he indicates a public attar that such a use of the zoom

creates.

[T]lhe zoom, to the extent that it displays a namiat performative flourish, implies a
recognition, within the very texture of the filmitiscourse, of the presence of the audience
in the same way that theatrical performances inaptgcognition of this ‘live’ presence in,
for instance, the spatial disposition of actorstlom stage, the recourse to voice-projection
techniques and so on. There is a sense in whickdbm, just like certain aspects of the
actorial style of performance in Turkish, Indian darother non-European films,
acknowledges the presence of the audience in ahedyransforms the performance space
into a public space (...). In other words, the actmrkave on the screen as if they were in a
public space, constantly ‘on display’ to otherghea than behaving as if they were in an

‘unobserved’, un-overlooked private space (Willerd@02: 13).

Both ince@lu and Willemen recognise that this characteristie of the zoom in
Yesilcam cinema, which emerged out of economic ‘neatgssreated a distinctive
visual style

Referring to Ysilgam's narrative and aesthetic features Arslanesiothat
‘Yesilgam, viewed from a Western and westernized petspe did not present a
realistic language of high-quality filmmaking, bostead was a series of discontinuities
and failures’ (Arslan 2011: 17). Arslan points diat the films poor quality did not
present a problem for the audience, becausgilgéen’s presentation of its stories was
based on oral cues rather than visual narrationa#t the story that was of interest and
therefore the deficiencies of visual narration welieninated through oral narration’
(Arslan 2011: 17). The audience’s role was impdrtaimce Ygilcam productions were
very much geared to the audience expectations.uBtiot companies negotiated with
regional film distributers about the spectators’sices for genres or stars and
‘distributers could demand revisions to plot andticey’ (Erdgzan and Gokturk 2001:
535).
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4.3.2 The Influence of Ygilcam Genres on Turkish Migration Cinema

Regarding the predominant genres of thesilgam era, Arslan (2009, 2011) and
Erdozan and Gokturk (2001) stress the existence of alodnamatic modality’
throughout all genres. The latter identify four kggnres like melodrama, comedy,
historical action/adventure movies, and detectaedgsgter movies, with melodrama at
the head followed by comedy (Efghn and Goktirk 2001: 536). In this context, Arslan
also mentions sex films of ¥Yécam, which were very popular in the latter halftioe
1970s (Arslan 2011: 111-115).

Migration films made in Turkey between the 1960gl dhe present can be
categorised into two main genres: firstly, (romentmelodramas including the
subgenres singer films and arabesk films, and sigocomedies. Since comedies and
melodramas are predominant in migration films, Il feicus on them in greater detail.

At this stage, it appears to be important to menkiey debates on the concept of
melodrama as a genre and the notion of melodranrabdality. In her essay
‘Rethinking Genre’, Christine Gledhill (2000) arguiat film genre is a cyclic concept,
with unstable boundaries and subject to the infleesf history and culture. Moreover,
in relation to the contextuality, a genre is natigeated a specific genre by its narrative
and aesthetic conventions from within a film taself, but also influenced by the film
industries’, the audience’s, the film scholars’dathe film critics’ perspectives and
categorisations. Gledhill (2000) suggests melodratauld be considered a mode
rather than a genre, as it operates across otmeegysuch as comedy and horror, or
cinematic styles likefilm noir and across decades and nations. In agreement with
Gledhill, Linda Williams (1998) also suggests tgaed melodrama as a mode. In her
essay ‘Melodrama Revised’, Williams extents Gldihiidea and, in relation to
classical Hollywood cinema, outlines some featufethe melodramatic mode, such as
characters embodying the moral binaries of goodeaild the focus on victim-heroes’
virtue, the desire for innocence, with which a gtbegins and wants to end, and a
borrowing from realism (Williams 1998: 65-77). Driang on Gledhill’s work, Williams
stresses the connection between melodrama andyrealil summarises the author’s

view:

[M]elodrama is grounded in conflicts and troubldseseryday, contemporary reality. It
seizes upon the social problems of this realityreblems such as illegitimacy, slavery,

racism, labour struggles, class divisions, diseaselear annihilation, even the Holocaust.
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All the afflictions and injustices of the modermsp-Enlightenment world are dramatized in
melodrama (Williams 1998: 53).

In agreeing with both authors’ perspective on tbacept of melodrama, | use
melodrama not as a genre with rigid conventions,a broader sense as a mode that
appears in diverse genres and has certain recunamgative and aesthetic codes
including those outlined by Williams, plus someetispecific Ygilcam conventions,

which | will introduce further below.

4.3.2.1 Comedies and the Melodramatic Modality

According to Erdgan and Goktirk, Yglcam comedies were primarily based on ‘gags
and puns’ and many were produced with the sameimasting famous comedy stars
like Kemal SunalSenerSen, Sadri Algik, and the comedy duo Zeki Alasya and Metin
Akpinar, each having their own stereotypical chmaon screen. These comedies,
which most of the time had a melodramatic overt@ismed not just family values,
but also ‘subtly produced points of resistance davgr’ (Erdggan and Gokturk 2001:
535). Moreover, comedy film series suchGitali /bo//bo the Polishedby Osman F.
Seden with Feridun Karakaya in the leading rdlerist Omer/Omer th&ourist by
Hulki Saner starring Sadri Alik or SabanfSaban directed by Kartal Tibet starring
Kemal Sunal a§aban, were very popular comedies duringiléam. Interestingly, the
first both mentioned film series each have an egsdealing with Germany called
Cilali /bo Almanya’dalbo the Polished iGermany(1970, Osman F. Seden) ahdrist
Omer Almanya’da/Omer the Tourist in Germafip66, Hulki Saner). However, the
Saban series has two episodes, one wRal®n is an emigrant in Germargurbetci
Sabanfaban the Gurbet¢(1985, Kartal Tibet) and the other a returnee fl8armany
(Katma Dger Saban/Value Added Tagaban (1985, Kartal Tibet). Th&aban series,
like most of the comedies starring Kemal Sunaltreeon a village idiot, often exposed
to abuse by people in power around him, but manegebminate the evilSaban is ‘an
ordinary man with good intentions, pure, cleanj@y, and moral because he rebels
against unjust situations’ (Arslan 2011: 216). freatly the charactefaban, ‘a migrant
from a rural area or a lower-class bum, copes thghchallenges of adapting to urban
environment’ (Arslan 2011: 217). With respect te tiready mentioned melodramatic

mode in comedies, Arslan points out that the meloditic moments iSaban’s movies
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are based on conflicts between rich and poor, goutl evil, rural and urban. These
melodramatic conflict poles prove very fruitful acomedies dealing with migration to
Germany, where the migrant frequently embodiesitim®cent, rural and poor and
Germany and the Germans represent the urban asfdgpity. This might explain why

comedy was a popular genre to represent migratiéermany.

Turkish cinema started to depict the Turkish gwestker through a humorous
lens earlier than German and Turkish German cin&wean if the first Turkish German
culture-clash comedie3urist Omer Almanya’daand Cilali /bo Almanya’dawere
produced at the end the 1960s, they are not rdieammy analysis because both
movies are a type of slapstick comedies focusindguomy situations emerging from
tourist experiences in Germany rather than fronratign °°

In the mid-1970s, the very first comedy that towcheon the topic of Turkish
migration to Germany appeared in Turkish cinema ead be categorised in the first
group of movies mentioned abov®aldiz /Sister-In-Law(1975, Temel Gursi) starts
with the return of the guest-worker Hasan to hikwge, where his father expects him to
marry a woman from the village. Since Hasan befidhat he is going to marry Naciye,
the beautiful sister of the actual woman he shouéiry, he agrees to the marriage.
After marrying the sister, Naciye, who now is Hdsasister-in-law, becomes pregnant
from Hasan. It takes the whole film until Hasanafly convinces all relatives to get
together with Naciye. However, as soon as theyalosved to get together, he starts
flirting with another woman. Even if in the verydiening the audience sees Hasan
returning to his village with a BMW car and the @amparticularly gives close-ups of
objects like Hasan’s hat and his large golden nmigich are typical symbols of wealth
and the emigrant’s success in Germany, Hasan’samtigglentity and his experiences as
a guest-worker are not main concerns of the nagatn fact, the movie is not about
Hasan’s definite return to Turkey, but a kind ofmamnmtic comedy about
misunderstandings and a flirtatious man.

Fikrimin /nce Giilii — Sari Mercedes/Mercedes mon anib@87, Tung Okan) can
be regarded as the first comedy that concentrates durkish guest-worker from
Germany. The black comedy that incorporates Wiliamoutlined features of the
melodramatic mode, is about Bayram, a guest-wark&ermany, who is on his way
back to his village in Turkey by car. He is in lowgth the yellow Mercedes he has

worked so hard for in his three years in Germang.idreally excited to show off his

% Another type of slapstick comedy filBeliler Almanya’da/The Crazy People are in Germgm980,
Yavuz Figenli) produced ten years later.
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car and what he has achieved in Germany to friandsfamily back home. Bayram is
characterised as selfish, cunning, and as attadmpgrtance to material things and the
need to impress people. Through flashbacks, théeacel learns that Bayram had a
difficult childhood with no parents and was oftertleidded and oppressed in his village.
This explains his dream of becoming a successful taimpress these people. En
route, Bayram visualises how he will be welcomethva celebration by a big crowd,
who will admire Bayram for his success. Unfortuhafer him, he experiences many
misadventures in his Mercedes and so his symbslicatess and prosperity gets literally
scratched during his journey home. Moreover, whenfihally arrives, he sees that
everything has changed. His village is empty arsdchildhood love Kezban, whom he
planned to propose to, is married and pregnant.filitheends with Bayram passing his
village in his damaged Mercedes and stopping atassooads to wonder which
direction to take. It is this sense of alienatidratt creates the deeply pessimistic
perspective at the end of the filfgikrimin /nce Gili — Sari Mercedesonstructs
opposing poles of urban, rich Germany and rurabrpburkey. Bayram, with his
shallow values and his greed for money, succesd, approval, is punished by
loneliness. Anik argues that this portrayal of Bayras arrogant and selfish is a
generalisation applying to the majority of guestkers in Turkish cinema (Anik 2012:
40). It is true that Bayram is shown in a bad lightt there is no hint of that this
character is typical of Turkish emigrants in Gersnalloreover, Bayram is a rather
tragic character, a role the prominent Turkish miiy@s Salman was famous for.
Additionally, the famous comedy actor Kemal Sundllsns shall be briefly
mentioned. Sunal, who frequently plays a naivemely, and innocent village idiot, who
comes into contact with people with poor morals had trouble adapting to an urban
environment, stars even in five comedies about iEbrlkemigrants in Germany. In
Davaro (1981, Kartal Tibet) ané&katma Dger Saban/Value Added Tagaban (1985,
Kartal Tibet), Sunal portrays a returnee from Geryavhereas the comedi€airbetci
Sabanfaban the Gurbetc{1985, Kartal Tibet) andPolizei/Police(1988, Serif Goren)
are shot in Germany and so show the guest-workges abroad’ All the humorous
moments in these films result from culture clasimesarious dimensions such as the
clash of values in the binary of rural versus urbah versus poor, and tradition versus
modernity. These dichotomies of good and evil ed¢laé melodramatic tone in Sunal’s

movies. Experiences of alienation as a guest-wonkeGermany and a returnee in

®In the fifth film starring Kemal Sund@ostaci/The Postmaf1984, Memduh Un) he does not portray an
emigrant, but experiences problems with his getid’s brother Latif, a returnee from Germany.
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Turkey, as well as being thather in both countries are intrinsic to the pessimistic
perspective on migration.

An overview of the comedies reveals that Turkislgnation cinema was able to
take a self-reflective comedic approachfdman Avrat 40 Bin Mark/German Woman
40 Thousand German Mark&l988, Ali Avaz) and its follow-upAlman Avradin
Bacisi/The German Woman'’s Sis(@090, Ali Avaz) show. Both parody scenes and
characters of several emigration melodramabnan Avrat 40 Bin Mark as for
example, borrows from migration melodramas sucBiag urk’e Gonul Verdim/I Lost
My Heart to a TurK1969, Halit Reft) andAlmanya’da Bir Turk Kizi/A Turkish Girl in
Germany (1974, Hulki Saner). Alman Avrat 40 Bin MarKeatures the impact Ali's
emigration to Germany has on his family and villageTurkey. It starts with Ali’'s
fantasy of going to Germany and becoming a milli@aAfter convincing his wife
Ayse, Ali emigrates to Germany to work. The film thenoss-cuts between scenes of
Ali's hard working conditions in Germany and of #& who waits desperately for his
letters and his return. When Ali finally returnshis village, he is accompanied by his
attractive, blond, new German wife Helga. Scantifgssed and spoilt Helga upsets
Ayse, but arouses the interest of the men in thegéllancluding Ali’'s and Aye’s son.
Helga walks around the village skimpily dressed andbaths in inappropriate places.
These scenes are obviously copied from other fildepiction of German lovers or
wives. When Ali wants to divorce from Helga, shairls 40,000 DM from Ali to get
divorced. Helga is pressured by Ali to adapt to ltteal culture and wear traditional
clothes including a scarf, work in the fields, anelp out at the farm. A satirical
moment of subtle social criticism of the tough ctinds for Turkish women in villages
occurs when Helga on top of all the hard work, taplease Ali sexually, who also
continues to have sex with 4g¢. Since Helga can bear these living conditions no
longer, she agrees to a divorce and returns to @grnAli, Ayse, and Helga represent
exaggerated versions of the characters Murat, feyaed Gertha irAlmanya’da Bir
Tark Kizy a singer melodrama that | will analyse latetia thapter.

The follow-up comedylman Avradin Baciss more a satire than a parody, since
it involves a stronger social-critical overtonet&fAli's wife Ayse dies, he moves to
Istanbul where he lives an ordinary life with hisysuntil one day, they receive a visitor
from Germany. Helga’s sister Anna, who like Helgdhie first movie attracts notoriety
through her promiscuity, has decided to live immdtul. The multilingual film is, on the
one hand, a culture clash comedy deriving humoomfiGerman Turkish cultural

encounters and language misunderstandings, antheoother hand, a satire on the
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whole emigration process to Germany, as it shovecis® male neighbours’ ceaseless
efforts to marry Anna in order to get the opportymd move to Germany. At the end of
the film, Anna marries one of these men and afemoming a Turkish citizen, neither
Anna nor her husband can get a visa for GermAhyan Avradin Bacisends with a
message recited by Ali, that questions the exist@fidorders and nations and criticises
the privileged status of the West. The binarisnthef privileged West/Germany versus
the unprivileged East/Turkey creates the typicalodr@amatic tone at the end of the

film.

Neden? Neden? Why? Why?

Hudutlari kimler ¢izdi? Ayrilik neden? Who draw therders? Why separation?
Pasaportlar, kontrollar, vizeler neden? Why pagspoontrols, visas?

Vizeler neden? Why visas?

Sen bana benziyorsun, ben sana benziyorum. Youlikekne, | look like you.

Ben sana bakayim, sen de bana bak. | look atsmlnok at me.

Hayvana benziyor muyum Babo? Do | look like amalibabo(mate)?
ikimiz de insaniz. Adimiz insan. We are both hunvda.are called human.
Sen istedigin zaman bana geliyorsun. You can conneet whenever you want.
Ben istesem gelemiyorum. | cannot come to younntheant.
Bencillik neden? Why this egoism?

Senin ayricaligin neden? Why are you privileged?

Yasaklar neden? Why these prohibitions?

Vizeler neden? Why visas?

Neden, neden Babo neden? Why? Walo(mate) why?

Neden? Neden vizeler? Neden? Why? Why visas? Why?

After a long break of over two decades, the geesunfaced with the comedy
Berlin Kaplani/The Tiger of Berlim 2012. It is interesting that even after tweyars
the first humorous take on migration still inclugemelodramatic mode, with Ayhan, as

a naive man with good intentions, having to conffittia calculating relative®

In summary, most of the comedies on emigration weaele between the mid-
1980s and the beginning of the 1990s. This revdad$ Turkish cinema showed

emigration and Turkish German cultural contact frdme humorous angle around a

% Berlin Kaplaniwill be analysed in depth later in this chapter.
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decade earlier than Turkish German cinema did. Remmgnation of these comedies
demonstrates that whether slapstick comedy, blantedy, or a comedy entailing satire
or parody, the humour usually stems from cultutastees resulting from encounters of
the liberalised, modern, Western culture in indabsed Germany versus the rural
traditional culture of guest-workers and their ide and families in Turkey. All the
comedies employ the melodramatic mode that oftenrapanies typically fixed binary
oppositions. Germany, Germans, and assimilatediJugmigrants often represent the
‘bad value’ associated with urbanisation and prospesuch as individualism and
degeneration, whereas Turkey and villagers fredyerpresent innocence, honesty,
fidelity and high moral values. Other prevailingethes are the emigrants’ and
returnees’ experiences of loneliness, unemploynedm@nation or difficulties adapting,
which similar to German films representing a rathessimistic view of migration as
victimised. The construction of different ‘black darwhite’ binaries is a typical
convention of Ygilcam comedies and migration comedies made durieglgcam are
highly influenced by this convention. As a resulgarly all the comedies that tackle
migration are crossed by a melodramatic mode. Téusn in a comedy, migration is
always shown as something sad or melancholic amevsr depicted as pleasure or a

valuable and enriching experience.

4.3.2.2 Migration Melodramas under the Influence ofYesilcam

Yesilcam melodramas are often based on dichotomieslasito the conventions of the
melodramatic mode in comedies. Egda and Goktirk name some common binaries in
melodramas about couples. They state that socioedorconflicts are underlined ‘on a
number of axes: poor versus rich, rural versus nyrib@wer class versus bourgeois,
Eastern versus Western' (Efghm and Gokturk 2001: 536). Similarly to Epdm and
Gokturk, Gonul Donmez-Colin ifurkish Cinema: Identity, Distance and Belonging
asserts that dichotomies, are the backbone of Slurkielodrama, further noting that
‘Yesilgam equated the lower class/rural with the Eas#éll culture and upper
class/urban with the West/foreign culture’ (Donn@&ain 2008: 31). The upper
class/urban/West was the object of desire, butyiceyr connotations of ‘moral
corruption displayed by American cars, blonde wornmeprovocative dresses, cocktail
parties, whiskey and gambling’, whereas lower ¢tasal women, for example, were

‘chaste and loyal’ and ‘dressed modestly’ (DOnmetHC2008: 31). Dénmez-Colin
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sees the othering of the West as a specific commarfeYesilcam. The West/urban is
mainly equated with Istanbul, an ambivalent platdesire and fear, where the rich are
shallow and the lower-class hero will succeed l®/ehd of the film, but not without
giving the rich a moral lesson. In melodramas ablwkish migration to Germany,
Germany replaces Istanbul as the symbol of the Mfesin. Thus, it could be argued
that Germany is likely to be depicted as a placdesiire and fear and those attributes
associated with the West. Whether this binary ccnfof East/West appears in
migration films and how it is approached, will beabysed below.

With respect to love stories and stories about sy 6nmez-Colin notes that
Yesilcam melodramas follow ‘a ‘boy meets girl’ narsadi tradition of Hollywood’
(Donmez-Colin 2008: 30). Typically, the lovers, wiwoite, split and then reunite, have
to overcome obstacles. Destiny seems to be a mgeriant factor than any of their
own efforts. Erd@an and Goktirk give an example of the standardiplstich a film:
‘[T]he downtown boy would seduce the poor girl frahe village, the girl would then
go to the city, disguised as a modern and rich woaral take revenge’ (Ergan and
Gokturk 2001: 536). Erd@mn adds: [T]he heroine (...) has a baby and bringp iinder
reduced circumstances, and then somehow becontesTiwevards the finale, having
come to appreciate the heroine’s virtues, the losglover, now father, returns, but the
heroine’s pride delays the reunion’ (Egdo 2006: 235). It will be interesting to explore
whether any variation of this plot occurs in migratfilms.

Melodramas were not only influenced by Hollywoodt blso by Arab (especially
Egyptian) and South Asian (particularly Indian) owbmas, which mainly focus on the
family. Thus, as well as couples and love stor¥esjlcam melodramas concentrate on
the family (Donmez-Colin 2008: 30; Erglan and Gokturk 2001: 536). At this stage, |
would like to draw on Thomas Elsaesser’s definitadrthe family melodrama. In his
seminal essay about the roots of the Hollywood famielodrama from the mid-20th
century ‘Tales of Sound and Fury: ObservationshenRamily Melodrama’ he writes:

Family melodrama (...) more often records the failoir¢he protagonist to act in a way that
could shape the events and influence the emotienaironment, let alone change the
stifling social milieu. The world is closed, ancetbharacters are acted upon. Melodrama
confers on them a negative identity through suffgriand the progressive self-immolation
and disillusionment generally ends in resignatitiey emerge as lesser human beings for

having become wise and acquiescent to the wayseokorld (Elsaesser 1972: 9).
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Erdozan concludes that Elsaesser's definition of melodra as marked by
misunderstandings, chance happenings, and coirtgdens very well suited to
Yesilcam. Yeilcam melodrama, that is to say, has rather a tweerainspired by
legends, fairy tales and epopees’ than by ‘tragedidich emphasis the inner conflicts
and transformations of its characters’ (Efao 2006: 234). Accordingly, $#cam
melodramas lack a deep character development aydssiperficial in its character
developments and narratives.

Donmez-Colin differentiates between Western andtdfasmelodrama and
suggests that whilst Western melodrama originatdamily conflict, then refocuses on
the individual, Eastern melodrama, to whichsi@am is more similar, lacks the
individual perspective remaining concentrated anfmily (D6nmez-Colin 2008: 30).
Therefore, the separation of spouses and the dissolof the family were the main
causes of conflict, the solution to which was oftlmtayed by misunderstandings, class
differences, and false accusations. All conflicexyevsubordinated to the prime conflict
between good versus bat.

Furthermore, in its focus on the construction opagitional binaries, Erd@n
argues that Yglcam tries to build national identity through teedichotomies. The role
of woman is very important as the author points datTurkish, anavatanandanayurt
which might be translated as ‘motherland’ and ‘neotltountry’, are terms which
explain how Woman comes to represent values atfiatthéhe concept of nationhood’
(Erdazan 2006: 237). Thus, rural Turkish women primapbsitioned as chaste, loyal,
proud, clean, and hence good like the motherlanéieju

However, the ambivalence in these binary oppostisnthat although the West
carries mainly negative connotations, it remairgsglace of desire. Ergan claims that
Yesilcam ‘imposes the cultural values attached toamei identity as necessary and
temporary deviations. One must conform to themniow so as to acquire the norm
(that is the West) in the future’ (Erglan 2006: 240).

In this context, it is worthwhile considering thelifical history of Turkey. The
Turkish Republic was established under Mustafa Heftatirk as a secular nation-
state in 1923. Atatlrk attempted to modernise #hwe country and so a key aim was the
Westernisation of Turkey. The consequences ofdahéeavour can be detected today in

% SeeTiirk Sinemasi Uzerine Yazil@otes on Turkish Cinema) by Nilgiin Abisel (206&) a detailed
discussion of the representation of the family inkish cinema and Hasan Akbulut’'s (206&dina
Melodram Yakur: Tirk Melodram Sinemasinda Kadimgeleri(Melodrama Fits the Woman: Images of
the Woman in Turkish Melodramatic Cinema) for asd@pth exploration of the depiction of women in
Turkish melodramas.
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Turkey’s efforts to join the European Union. Thgdey of Atatirk continues in parts of
Turkish society, which might explain the aforemen&d ambivalence.

Erdozan (2006) notes that most conflicts were resoNedugh the exercise of
male authority. According to Erdan and Goktirk, conflicts in ¥gcam melodramas
are ‘resolved in the realm of fantasy’ (Egdm and Goktlrk 2001: 536). In another
article, Erdgan expands on this idea of resolution when he stagg Ygilcam family
melodramas are often inspired by fairy tales. Aexample, a recurring plot is a poor
young girl usually from a village, becomes a famoaich, attractive, and sophisticated
star almost overnight, after being coincidentaligcdvered by a nightclub owner. In
some cases, she undergoes such a radical transfmrnraher journey to be accepted
by urban high society that even the man she isré8gr in love with, does not
recognise her. Ergan argues that ‘the transition from one identityatmther takes
place in the realm of fantasy (...). The huge effoetyuired to achieve success (...) are
either shown in a rapid successions of scenesnoreg entirely’ (Erdgan 2006: 236).
Similar to Erdgan and Gokturk, Donmez-Colin maintains that ‘medmdas of
Yesilcam (...) use fantasies of social climbing to reglasocial analysis’ (D6nmez-
Colin 2014: 236).

This statement is of particular interest to filrhattdepict migration. The fact that
Yesilgcam melodrama’s focus lies in a more fantasti@atative and solution of conflicts
without a social analysis of social and individaahflicts, might be also the case when
it comes to the representation of the lives of eamts and the Turkish diaspora in
Germany. As a consequence, the migration mighbeatepicted realistically, so would
not critique social circumstances or portray thei@cexperience of migration.

As already mentioned, nearly all Turkish films abanigration draw on the
Yesilcam melodramatic tradition. To illustrate how tmelodramatic mode is deployed
in these movies, | will look at the melodramanis/The Return(1972, TurkarSoray,
Kaya Ererez). The film addresses the destructifgcemigration has on diverse aspects
of life. The alienation of the guest-worker fronetformer home country Turkey and
the separation of the nuclear family are its kegnibks. Even though the film deals with
the effects of emigration, it follows specific ylgam conventions.

Donls begins in a rural village in Turkey where women ®arorking hard in the
fields. The protagonist Gilcan is one of these wored buys land with her husband
ibrahim and they have a child. However, this hapamily life disappears when

Ibrahim cannot pay his debts for the field. HaviogtIthe field,ibrahim decides to
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emigrate to Germany for a while to earn money fapsut the family. When he returns
to his village, he looks completely different. Tblese-ups of symbols that represent
wealth and modernity like his suit, hat with a feat a camera on his shoulder and the
watch he is wearing are the first outward signgbohhim’s alienationibrahim’s inner
change becomes clearer when he continually talkis @nthusiasm about the modern
West. In a bath scene in which Giilcan showers hitin water from a buckefiprahim
recalls the superior facilities in modern GermaBy. cross-cuttings, symbols of the
rural village and the industrialised West are jpxised such as bucket versus shower
head. This visual juxtaposition of symbols occulsoan other scenes, for example
whenibrahim recognises Giilcan’s old shoes he remembams&h women'’s nice high
heels, or a lighted candle versus lamp. An inneflicd results fromibrahim’s desire
for the modern life he has seen in Germdbyahim, who has saved enough money in
Germany to pay his debts, has no financial impegat return to Germany. However,
he cannot acclimatise to his old life in the vikagp he decides to go back to Germany
again to raise more money, promising to return \aithew car. Gulcan does not hear
from ibrahim for a very long time. In the meantime, skpegiences problems with the
villagers, suffers a rape attempt, loses her child in anguish burns all the presents
Ibrahim had brought from Germany. In the final s¢&i@can, who has lost everything,
walks hopeless and depressed on the paths of Hageviand sees a car accident.
Ibrahim is lying dead on the ground with a Germaman next to him, who is also
dead. The only survivor is their small child, wh@iilcan takes with her.

In DN, emigration to Germany damages the migiardhim’s and his Turkish
family’s lives. ibrahim dies at the end of the film; Giilcan, whdengfd much grief and
lost their son, is left alone with the ballyonis shows migration to be destructive by
portraying the young nuclear family’s collapse aseault of ibrahim’ emigration to
Germany’? The plot draws on the dichotomies popular irsikeam melodramas, with
Germany replacing urban Istanbul, representing/Mest as rich, modern but immoral,
where greed for money is paramount. The film camssr this image of Germany
throughibrahim’s stories of his experiences. Germany iodad with attributes such
as cars, blonde women who wear revealing clothesieg, and beer. This picture is in
sharp contrast to the rural/East, the loyal wifelc@d who remains behind in the

Turkish village loyally waiting for her man. | willeturn to Ygilcam’s binarism of

" Other films in which migration lead to the disasis collapse of families are for examjlaba/The
Father (1971, Yimaz Guney)Almancinin Karisi/The Alamanci’'s Wif@987, Orhan Elmas), and
Ayrilamam
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East/West in greater detail in my close textualymis in subchapter 4.5.4, where | will
provide specific examples of the filmic construntiof Germany and the blonde woman
that also represent the West in migration films.

In the following section, | will discuss two impartt subgenres of ¥gcam

melodrama, which are the singer film and arabdsk fi

Singer Films and Arabesk Films

The prominence of singer films can be ascribed &st&n melodrama and to the
popularity of Egyptian singer films in particulakccording to Arslan, the movies were
produced in abundance and presented ‘a compleget@niment program, through the
coupling of songs, dances, and shows with romastbces’ (Arslan 2011: 197). A
common plot, as Ahmet Gurata notes, is that theafemprotagonist ‘earns her living as
a singer when she is fallen and separated fronfameity’ (Gurata 2006: 249). She is
discovered and becomes a famous and sophistidaiger ®vernight. Even if separated
from her lover, she always remains faithful to than she loves and once they are
reunited, she ends her career as a singer. Gutatess ghat singer films typically
conclude with a portrayal of the economically létexd heroine as ‘unconvincingly
resigned to her position as mother and housewifel ghe is no longer an object of the
male gaze as a singer’ (Gurata 2006: 249). A sifijaralways includes singing and
sometimes also dancing in music halls or nightclulisese locations function as a
meeting point for different social classes andagetfor moral conflict, where the poor
and pure girl meets high society, depicted as poramd depraved. Moreover, singer
films and arabesk films, which often overlap, ugusatar a prominent singer, whose
music is featured in the filff. However, arabesk films differ in some crucial wégsn
singer films and have their own history of origins.

Egyptian films, and in particular melodramas, beeawery popular in Turkey
after the Second World War in the 1940s. At theeséime, a significant increase in the
numbers of film theatres in Anatolian cities andafirowns meant that ‘beginning with
Egyptian melodramas, film content developed towhedtastes of an increasingly rural,
lower-class spectatorship (...). It was the melodtamaodality of these films that
attracted the spectators who became the drivingefoehind Yglcam films’ (Arslan
2011: 67). Egyptian melodramas were distinguished ifvolving singers who

™ Directors of films on Turkish migration to Germamyso made use of the singer film genre.
Almanya’da Bir Turk Kizand/Intizar bare two key examples that follow a classical sirfger plot and
star the famous singer feKarabdcek.

155



performed several songs in the film, but these callsscenes were single units and
frequently unrelated to the plot (Arslan 2011: @B)fact, it was the popularity of these
films that influenced the growth of arabesk musicabesk films, and the arabesk
culture in general.

The arabesk culture, also referred to as ‘Arabésduecame very popular
amongst Turkish migrants who had migrated fromlraraas in Turkey to cities like
Istanbul, where they lived on the periphery in stprasettlementsgecekondyduring
the late 1960s. As a kind of response to interngration, arabesk was also a protest
against the urban culture and circumstances ofnulifa (Arslan 2011: 69). Arabesk
was regarded as a rural and therefore backwardreulty the Turkish state and the
Western-oriented higher class and therefore arabesic was not permitted on state
television and radio in the 1970s and 1980s. Howstie arabesk culture, and arabesk
music in particular, is hybrid as it combines East@nd Western instrumentations and
forms of singing. According to Donmez-Colin arabesisic is influenced not only by
Arab, but also by Indian and Anatolian music andhisrefore a hybrid genre. Over
time, arabesk music became a sociocultural phenomand very soon began to appear
in cinema and created its own distinct genre, thbesk film. Arabesk music therefore
constitutes a significant component in these filmisch star famous arabesk singers
such as Muslum Gursedprahim Tatlises, and the child stars Kugik Emrattle(l
Emrah) and Kicik Ceylan (little Ceylan). Their serage featured in the films, with
usually the lyrics commenting on events. With respge the narrative structure of
arabesk films, Arslan maintains that arabesk ssdie Ferdi Tayfur and Orhan
Gencebay produced films ‘that repeated the nagdtumulas of 1950s and 1960s folk
singer melodramas’ (Arslan 2011: 70). These filmsgcording to D6nmez-Colin,
typically concern the Anatolian migrants’ difficids in adapting to a life in the
metropolis and in relation to this romanticise theal home. A further central topic is
the unrequited love, thkara sevda(Donmez-Colin 2014: 42). The terkara sevda
(dark passion) refers to the melancholy inhereninattainable love, so painful that it
results in a death wish. In his crucial work onbask music and culturéhe Arabesk
Debate: Music and Musicians in Modern Turk&fartin Stokes (1992) identifies some
other emotions and themes besildlagm sevdaand the resultant melancholy in arabesk
narratives. He points out that these movies, amticpkarly the music, revolve around
gurbet(living alone as a stranger or foreigner in anothy/country),6zlem(yearning,
longing), yalnizlik (loneliness),hiisran (disappointment, sorrow, frustratiomasret

(longing, ardent desire), arkéder (fate). The circumstance of beinggarbetinitiates
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the emotional state ofalnizlik hasret hiisran and 6zlem (Stokes 1992: 142-146).
Stories of arabesk movies involve ‘the disruptioh tike family, migrant labour,
alienation in the city, a state of solitude andpleddsness brought about by a remote and
manipulative ‘other” (Stokes 1992: 141) and tendchawve a ‘tragic as opposed to happy
conclusion’ (Stokes 1992: 138). The author emplkeasike important role of fate and
destiny. Characters are represented as powerlesslmir destiny, and fate is the real
enemy, ‘for whom the human actors are just plagsiiiStokes 1992: 154).

The popular arabesk genre with its significant foom internal migration seems
to have some bearing on films about migration ton@@y and the migrants’ lives.
Several movies on Turkish external migration séandus arabesk singers such as Ferdi
Tayfur, Kiiciik Emrah, and Kiicilk Ceylan and featutgpically arabesk plof Since
the genre deals with the difficulties of migratiamnd living in big cities like Istanbul and
romanticises the rural home, arabesk films degjatmgration to Germany have mostly
a bitter and hopeless overtone. Similar to comedi®$ melodramas, arabesk films
portray Germany as the country of labour emigratieplacing big cities such as
Istanbul in the classical arabesk plot. | will gesve in-depth analysis of how the arabesk
genre and the arabesk music insimm films have influenced the representation of

Turkish guest-workers and the Turkish diasporaenn@ny in chapter 4.5.4 and 4.5.5.

On the basis of the analysis, it seems fair to ssigthat films about Turkish
emigration to Germany are strongly influenced by fiot, visual characteristics, and
production conditions of Ydcam. The following observations about the hybrid
structure of Ygilcam are of particular interest in the contextrof analysis. If Ygilcam
cinema is a culturally hybrid construct, then filmlsout Turkish migration produced

during that period are likely to incorporate simiepects of cultural hybridity.

4.3.3 The Hybrid Structure of Yeilcam Cinema

As already briefly mentioned in the section abdu¢ history of Yegilcam and its

characteristic features, Yieam has always been a hybrid cinema. Arslan stefiow

films during that period ‘Turkified” European cinenand Hollywood by copying whole

2 Other arabesk films on Turkish migration in Gersame: Ayrilamam/I Cannot Leavél1986, Temel
Gursu),Batan Gung/The Setting Sufi1l978, Temel Gurstuon Sabah/The Last Mornir{978, Natuk
Baytan),Almanya Aci Gurbet/Germany Bitter Gurl§@b88, Yavuz Figenli).
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narratives and distinctive visual practices (Ars009: 85). He further states that
Turkish cinema during the ¥igcam era adapted, dubbed, and ‘Turkified’ not only
Western films, but also Egyptian and Indian filmeni the 1940s and 1950s. Arslan
notes that this process ‘involved (mis)translatjomarkification of characters, and
muting ideological aspects of films by giving theniTurkish” voice’ (Arslan 2011:
116). The author also mentions the domesticatiorsaaial realist Soviet films and
describes the methods Turkish cinema used to dadaept for the Turkish market. The
films were dubbed and new scenes were added tteaedlthe narrative in order to
reflect life in Turkey. Usually the new scenes itwaal performances by famous Turkish
singers.

Erdozan argues that the practice of dubbing, which dm#sconform to Western
aesthetics, represents a typical Turkish traditi@t has its roots in shadow-plays with
the two-dimensional cut-out characters Karagoztacdvat (Erdgan 2002: 236). This
demonstrates how Turkish cinema sometimes resistgéhh aesthetics and unwittingly
creates something new. In ‘Narratives of ResistaNe¢ional Identity and Ambivalence
in the Turkish Melodrama Between 1965 and 1975ziN&rdgan refers to the issues
of adaptations and plagiarism duringsNgam, arguing that it is possible to recognise
an identity crisis in Turkish cinema, so focusedmimicking theother cinema, it is
unable to establish its own national identity (Exao 2006: 230).

In ‘Translating Modernity: Remakes in Turkish Cir@mGurata draws attention
to the difficulties of remakes, arguing that theoqass of remaking a movie for a
different cultural context involves an alternatiperspective which has to take into
account different cultural modes, values, and nso(@urata 2006: 244). He further
suggests that this process of the negotiation iginal and remake could be seen as
highly creative and that these remakes might havlayhrid nature’. Similarly to
Gurata, Erdgan explains how plagiarism, as he prefers to balladaptation of foreign
movies into Turkish cinema, combined different aive and stylistic forms and

therefore created something new:

The technical and stylistic devices of sigam differ radically from those of Hollywood

and European cinema. Lighting, colour, dubbing/odjae, shooting practices, point of
view shots and editing create a very specific ciagendiscourse in even the most faithful
adaptations (Erdgan 2006: 235).
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In summary, scholars who have approached thglgéen period agree - to cite
Erdozan — that “Ygilcam was a hybrid cinema’ (Erdan 2006: 235). | shall examine
this statement more closely by drawing on Bakhtin@ncepts ofheteroglossia
dialogue, and hybridity, as well as on Bhabha'otijief mimicry, thethird space and
hybridity."®

Bakhtin’s concept of heteroglossia (different languages) describes the
intermingling of different languages in novels, Isws those of the author, the narrator
and the characters. With respect to film, this woudcorporate the producer’s, the
director’s, and the screenwriter’'s languafjeteroglossiarefers to the variety already
present in any single (national) language with iglodialects, characteristic group
behaviour, professional jargons, generic langualg@guages of generations and age
groups, tendentious languages, languages of ther#igs, of various circles and of
passing fashions’ (Bakhtin 1981: 262-263). In ielatto the novel, the author claims
that every novel is hybrid, since it involves &lése different voices. Bakhtin’s remarks
on hybridity can apply to film as another form ot.arhe author calls this type of
hybridity ‘intentional’ and ‘artistically’ hybridy and defines hybridity as a fusion after
an encounter of two social languages and consogsgsim a single utterance (Bakhtin
1981: 258-366). Besides intentional hybridity, Baklaffirms the existence of a second
form of hybridity, namely the unintentional, hist@l, or organic hybridity, which is a
mix of different ‘languages’ ‘co-existing withinehboundaries of a single dialect, single
national language, a single branch, a single godupfferent branches, in the historical
as well as paleontological past of languages’ (Biaki981: 358f.).

The postcolonial theorist Bhabha was influencedBakhtin’s thoughts when
theorising the notion of hybridity. In his cruciaork, Bhabha (1994) focuses on the
construction of culture and identity within a cal@ncontext and the relationship
between the coloniser and colonised. He argueditbadialogue between both parties,
which can also be regarded as the dialogue betteeself and theother, leads to an
interweaving and an intermixture of cultures. Tpiscess results in the formation of
new hybrid cultures and thus in hybrid culturalnti#es. Another concept Bhabha uses
to explain the cultural dynamics between #ia#f and theother is the idea of mimicry.

He claims the colonised attempt to mimic and cdgydoloniser’s language, behaviour,

"3 See Chapter 2 for a detailed exploration of abtietical concepts including the work of Bhabha and
Bakhtin.
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and manners, but inevitably deviate from the ‘ovigfi’* The process of mimicry and
negotiation of different fluid cultures takes planevhat Bhabha names th@rd space
a symbolic space of enunciation where hybridisatiocurs.

To sum up, both theorists assume that neither @ldaoguage (Bakhtin), nor a
culture or identity (Bhabha) is ever stable or puret fluid and always in motion.
Bakhtin argues that unintentional or organic hyityi@merges in the utterance when
different languages create something new. Simil&tyabha uses his concept of the
third spaceas a metaphorical place where different cultudantities negotiate and
likewise produce an original hybrid culture.

This brief repetition of the crucial theorists’ @aptualisation of hybridity serves
on the one hand to support the scholars’ arguntéatsYeilcam cinema is a hybrid
cinema and on the other hand to provide an entiyt gor the following analysis of
(cultural) hybridity in films on Turkish migratioto Germany and the Turkish diaspora
in Germany in Turkish cinema in the last sectiothis chapter.

With respect to Yglcam’s hybridity, | agree with Goktirk, Ergan, Arslan, and
Gurata, who argue that Yikcam’s practice of pirating and adapting narragivfeom
Western, Egyptian, and Indian cinema as well asakémg such films for the Turkish
sociocultural context, creates something new aratithyErdgan believes this creates
an identity crisis of Turkish cinema (Erghn 2006: 230). Without going into too much
detail about what constitutes national identityant to draw on Bhabha’s ideas about
culturally hybrid identities and stress that itlifficult, if not impossible, to speak about
a (stable or fixed) national identity that could represented. This is especially true of
Turkey where the population includes diverse latiic groups like the Kurds or the
Armenians. However, | agree that mimicking othemeanas (theothen leads to a
process of negotiation and mixing of the in itsdfo fluid other andself whether this
occurs in Bakhtin’sutterance or in Bhabha'sthird space The outcome of this
intermingling then is new and hybrid. Hence, it dam stated that Y¥dcam was a

hybrid cinema.

As a significant number of films about Turkish nagts in Germany and their
descendants were produced duringilam, it is a given that these movies are already

artistically, organically, and culturally hybrid.i&n the fact that film is artistically

™ This imperfect duplicate provides the chance folomial resistance, since the coloniser loses his
position of power when undermined by the colonisell tries to copy, but inevitably creates somaghin
new.
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hybrid and cultural identity is hybrid too, the taal question is to what extent an
analysis of hybridity in migration films is relevaiNevertheless, the key purpose of the
following analysis is to examine how cultural hybty resulting from migration and
different cultural encounters is represented inkiBlir cinema. The main question is
whether culturally hybrid identities with a migramr diasporic background are
considered, and hence depicted, as something \ywsitid constructive or are there
insted ‘monologic tendencies’ in the representatiwat ignore ‘the diverse and complex
qualities’ of people with a migration experiencegfider 1994: 62§°

Before the in-depth analysis of cultural identitydahybridity in the three chosen
films from Turkish external migration cinema, | Wilexplore the cinematic
representation of Turkish migration to Germanyratite Yailcam era. As mentioned,
fewer films about migration were produced in Turlater Yeailcam. However, it is
important to investigate the reasons for this aecland the eventual change in the
representation of migration in the postsigam era, which is also called the new
cinema of Turkey.

4.4 The Turkish Diaspora in Germany and Its Relatioship to the New Cinema of

Turkey

The decline of Ysgilcam and the emergence of the new cinema of Tudkagually
occurred after the military coup in Turkey in 19g0slan 2011: 237-273). According
to Arslan, the 1980s can be termed the latgilyam period, characterised by the slow
decrease in the number of films and in ticket sgkaslan 2011: 201-236). This
stemmed from political and economic developmentsrahe military intervention.
Arslan argues that the three-year-long junta gavent and the governments thereafter
marked a break, as after this, the cultural liféfurkey was controlled and films were
censored. People almost completely stopped goingndwie theatres, preferring to
watch films on television and video. Moreover, therease of private broadcasting and
satellite television and the fact that Hollywoodrgmanies began to control the Turkish
film market led to the end of ¥#cam at the beginning of the 1990s. Cinema after t
1990s was marked by a large number of new youmgnfdkers producing not only

popular films but also art films.

5 See Chapter 2.3.1 for Kobena Mercer’s concepinoitologic tendencies’ versus ‘dialogic tendencies’
in cinema.
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This period after Yglcam has been consciously called the new cinemiudtey
rather than new Turkish cinema by many scholatierfield of Turkish cinema such as
Sava Arslan, Gonul Colin-Dénmez, Nezih Ergln and Deniz Gokturk. Arslan argues
that Yeilcam was marked by its ‘Turkification’ and natidisan while cinema after

Yesilcam cannot be defined by its Turkishness. Arggpands:

| suggest the use of new cinema of Turkey (...) tovenrom a limiting, nationalistic

framework to an understanding focusing on multipis and pluralities, as well as the
transnational and global characteristics of conmmamy cinema in Turkey. The post-
Yesilcam era brings to the fore various changes in pheduction, distribution, and

exhibition network and in storytelling conventiodgslan 2011: 20).

| agree with Arslan and | will also use new cineofaTurkey to describe the post-
Yesilcam era’®

The late-Ygilcam period has two main characteristics: firsthg continuation of
popular genre films produced for the video marked secondly, the emergence of
auteur films mostly social dramas concerned thetipasof women in society (Arslan
2011: 205ff.; Erdgan and GoOktirk 2001: 538). However, the new cinefmaurkey is
marked by transnationalism and hybridity. Arslaairds two main factors, globalisation
and labour migration to European countries thatheg the 1960s, have resulted in the
rise of a transnational cinema in Turkey. The glisbtion of the film market also
influenced filmmaking in Turkey in form of internahal co-productions, distribution,
and an international cast and crew. Furthermoeepérticipation of auteur movies — for
example from directors such as Nuri Bilge Ceylan fim festivals, and the European
support and funding these movies received, integrétie cinema of Turkey into the
global film network. Additionally, the fact that significant number of these post-
Yesilcam films were released in European theatresountries with a large Turkish
diaspora such as Germany, France, and the Nettsrsapports Arslan’s argument that
the new cinema of Turkey is transnational. Arslansiders films by Turkish German
filmmakers like Fatih Akin and other migrated filakers, such as the Turkish-born
Ferzan Ozpetek, who has lived and worked in Italyylears, maintaining that post-

Yesilcam cinema is not only transnational, but alsbrid;, because of the flmmakers’

® Throughout the entire thesis the term Turkish miaevill also be used with respect to postikam
films and thus films produced in the new cinemdafkey. By doing so, | do not aim to support a
nationalistic perspective and ignore the filmmakeadional, cultural, and ethnic backgrounds. The
expression Turkish cinema is only chosen to fatdithe formulation of the argument.
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hyphenated identities and their hybrid narrativesd aesthetics (Arslan 2011: 237-273).
Arslan’s statement confirms my analysis in the pres chapter about hybridity in
Turkish German cinema. However, | believe that d$illmy these filmmakers with a
hyphenated identity cannot be regarded simply paraof the new cinema of Turkey,

but rather as part of Turkish German cinema.

The previous section focused on how migration ton@a®y has been depicted in
the Ysilcam era, which naturally leads on to the questdrhow migration and the
Turkish diaspora are represented postilgam, in the new cinema of Turkey.

As mentioned earlier, only 8 such films were madievieen 1990 and 1994 before
a long gap. The Turkish diaspora in Germany didreappear on screen until the end of
the 2000s with the filnMade in Europen 2007. Kayaglu points out that this decrease
reflected the general decline in film productiongurkey (Kayaglu 2012: 101).

A closer look reveals that migration is usuallyegandary theme in these films,
such as invavien (2009, Ygmur Taylan, Durul Taylan)Mavi Pansion/Blue Lodge
(2011, Nezih Unen), andaledeki Yalnizlik/Loneliness in the G¢aD11, Volga Sorgu
Tekingglu).

In Vavienthe female protagonist Sevilay’s parents are ¢§ivim Germany and her
father regularly sends money to Turkey that shesaglthough Sevilay talks to her
father on the phone only three times, the money relgeives (75 thousand Euros
altogether) is crucial to the plot.

In the case oMavi Pansion Halil and his German wife Erika frequently appigar
the film's subplot. In their first scene Halil telbther guests in a hotel in Bodrum in
Turkey that he has spent his youthgimbet” in Germany. The audience finds out that
Halil was born and grew up in Minchen where he Ewfa. When Erika sunbaths
topless at the beach, Halil boasts to other t@iabbut the attraction of less inhibited
European women compared to the conservative natureurkish women and how
proud he is of Erika’s feminine allure. Erika igmsificant in the subplot. When Zeynep,
who works with her rather conservative husbandehotel, encounters Erika, her life
changes. With Erika’s help, Zeynep undergoes aga®of transition and releases her
femininity. The scene in which Erika convinces Zegro take a break and offers her a
cigarette to smoke at the beach can be underswtteaurning point in Zeynep’s life.

The shy woman, who dresses and behaves decentigmies aware of her feminine

" The Turkish terngurbetmeans being abroad, living in another country lzasia melancholic
overtone.
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beauty and towards the end, she is even giventéneng role in a low-budget film,
which she accepts against her husband’s will.

Kaledeki Yalnizliks about the life of a former successful goalkeegarettin,
who had to retire from soccer after being injurediitraffic accident in which he also
lost his wife. Nurettin continues to play in an dews team and tries to get back to his
professional status. However, one day, his desdifetavith his teenage son changes
when Nurettin’s sister-in-law Zenos comes to Misem from Germany. Easygoing and
fun-loving, Zenos brings a new energy, expresseahiearly scene of all three having a
nice breakfast in the sunny garden. Zenos, a terteration migrant and part of the
Turkish diaspora in Germany, stands out not orgyaily from the locals with her dyed
streak of hair, tattoos, and generally alternatippearance, but also with her positive
energy, naivety, and her strong German accent wherspeaks Turkish. The fact that
she is bilingual is not perceived as an advant@gethe contrary, her accented Turkish
Is seen as something to make fun of. The represamtaf Zenos shows some facets
common to migration films from dcam, for instance, the purchase of presents for
families and friends in Turkey. However, presemismns to have lost their allure over 40
years and therefore the chocolate and shirt Zenngsbfrom Germany are not properly
appreciated, but regarded as commonpldeédeki Yalnizliks one of the first films in
the cinema of Turkey to feature the third-generafiarkish diaspora in Germary.

To summarise, even if the three movies cannot lbegoased as films about
migration or films that primarily deal with Turkighigration and migrants, they are still
examples of movies that touch on the subj€atsienincludes a first-generation labour
migrant,Mavi Pansionfeatures Halil from the second generation anddasman wife
Erika, and inKaledeki Yalnizlikthe third generation makes an appearance. Tha$ br
introduction of the movies reveals three main ihtg Firstly, the new cinema of
Turkey has started to include all generations,\amglcurrently with the real history of
Turkish labour migration to Germany and the emeegatthe following generations
over time. Secondly, symbols and themes frorsily@m movies dealing with migration
still occur in post-Ygilcam films. InVavien for example, the topic of remittances is
addressed® Mavi Pansionrepeats the well-established trope of the scawmtiBssed

alluring blonde German woman. However, she is mgéo perceived as a threat for the

"8 A very similar approach appears in the 2012 preddim Berlin Kaplani The third-generation
Turkish German protagonist Ayhan is also naive gehks Turkish with a marked accent. In a parallel
scene, presents Ayhan bought in Germany are nogeiped by his relatives in Turkey.
" For e detailed insight about the significancesshittances in the history of Turkish migration to
Germany, see the exploration in Chapter 1.2.
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Turkish woman and her husband or lover, but iseetgal and inspires the oppressed
Turkish woman to celebrate her femininity. The pras, often out of place in rural
Turkey, that symbolised the migrant’'s wealth insigam films, appear irKaledeki
Yalnizlik but they no longer have the same cachet. Althobhghsame symbols and
topics from Yseilcam occur in post-Yglcam films, they frequently have different
connotations.

Finally, this brief evaluation of the movies reve#that a mode of normality has
been established in the representation of the $arliaspora in Turkey. As mentioned,
there are only a few films that can be actuallyssited as migration films after the
Yesilcam era. Given the fact that the number of filmsvhich Turkish migration to
Germany is shown but not the focus far exceedsitimeber in which it is the primary
focus, it could be argued that the guest-worker hisddescendants have become
accepted as a usual part in the cinema of Tutk@ye integration of former migrants
into different cinematic genres accompanies th&ishrdiaspora’s presence in many of
the latest Turkish TV series and some televisibnsf* Since this important trend goes

beyond the scope of my thesis, it would merit fettesearch.

The next section concentrates on films that do domu the Turkish diaspora in
Germany or featuring Turkish German protagonistscould identify four films
belonging to this category. The low number can $&ibed to the general decline in
films productions in Turkey after the 1990s (Kagao2012: 100f.).

I would like to briefly investigate all four filmbefore concentrating on one in
particular®* Made in EuropgMiilteci/ Refuge€2007, Reis Celik)Berlin Kaplan| and
Mevsim Cicek Actiwere all made around 2010 and show Turkish ertidgrato
Germany from diverse angles. Whilst the first twaxus on the lives of political

refugees, the comedyerlin Kaplanifeatures a third-generation Turkish German and

8 Other movies from the cinema of Turkey touchingnaigration in the form of a subplot or supporting
character areNeredesin Firuze/Where's Firuz2004, Ezel Akay)Son Ders/The Last Less¢B008,
Mustafa Wur Yagcioglu and Iraz Okumg), andBizim Biyik Cgresizligimiz/Our Grand Despaif2011,
Seyfi Teoman).

8IA great number of famous Turkish TV series feaiyuest-workers and second- and third-generation
Turkish German characters. Even if these are ampparting characters, it is interesting, sincenibvgs
that they occupy a space in everyday Turkish spcdme successful and lesser known examples are:
Bizimkiler/Ours (1989-2002),Yazlikcilar/Holiday Summer Hougd993-1998),Kavak YelleriPoplar
Tree Breezef2007-2011) SeksenleFighties(2012-ongoing) Gurbette Ak Bir Yastiktalove in Gurbet
(2013-2014),Bir Ask Hikayesi/A Love Story2013-2014),Hayat Sarkisi/Life Song(2016-2017), and
Kehribar/Amber(2016). Additionally, three television movies fe the Turkish diaspora in Germany:
Babam Geri Dondi/My Father Return€2005, Temel GirsuKin ve Gil/Hate and RosR005, Sava
Esici), andKenan’'da Bir KuyuA Well in Canaan (2005, Gul Giuzelkaya).

8 Berlin Kaplaniwill be explored in detail in the following chapter
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his experiences as a returnee to the homelandsofraindparents. The social drama
Mevsim Cicek Actleals with the difficulties of female Turkish magits in Germany.

Mevsim Cicek Actiset in the German city Nirnberg, tells the swfr€icek, who
left her village in Turkey, after getting married 25 to Nazmi, a guest-worker in
Germany. Since Nazmi is a compulsive gambler whenobeats Cicek and their
daughter Mevsim, they find shelter in a women’sigef, where they meet other women,
who have had similar experiences. The film takesa@al realist approach in addressing
arranged marriages, violence against women, lamgyaif§jculties, and their lack of
knowledge of their rights in Germany. Germany igesgedly presented as a welfare
state that offers support for those in need. Theefits of these social institutions and
services in Germany like the women'’s refuge, thetlyavelfare office, and jobseeker’s
allowance are frequently shown. The film attemptpdrtray a heterogeneous picture of
the Turkish diaspora in Germany that comprisesamdy former guest-workers and
more recently arrived emigrants, like Cicek, bsal urks, who emigrated to Germany
as political refugees after the military putsciTurkey in 1980.

Similar to Mevsim Cicek Actithe 2007 produced filmMade in Europeand
Miilteci also approach migration from a social realisticspective. Both focus on the
problems refugees face when they are forced toeldheir home for a Western
European country. Whild¥ulteci includes thedifferent stages of the refugee process:
the reasons for leaving, the journey itself, amdlfy the difficult circumstances in the
new country Germanylade in Europeportrays the aftermaths of their emigration.

Set in three different countries — Spain, Frana @ermany -Made in Europe
shows how similar the lives of male Turkish and dish political refugees are
regardless of the country they have emigrated ktwed groups of friends in Madrid,
Paris, and Berlin are shown on the night that @8gs invaded in Afghanistan in 2001.
The exterior scenes in the three capital citiesshot in black and white on a hand-held
camera to reflect the tristesse and instabilityheir lives in their new home in Europe.
Many of the men are there illegally and are strugpto get a residence permit. The
left-wing political refugees, in search of a betit®, have either already been to other
countries or plan to move on to another Europeamitcy soon. Their journey is
ongoing. The refugees’ current situation is presgrdas aimless, passing time with
friends either on the streets, or at home. Theescanthe flats in particular illustrate the
desolation and melancholic despair they feel. Ireavironment of alcohol, drugs, and
dirty bleak homes, the conversations alternate é&etwhopelessness, unemployment,

future dreams, and women. The plot also involvesnary and universal themes and
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conflicts such as power struggles, the nature ofihnad, betrayal, distrust, and the
insecurities of the group members. To briefly cadel, the general impression is that
these desperate circumstances will persist.

This hopelessness can also be found in the mduigeci, which focuses on the
story of the KurtSivan, who, after being falsely accused of arsohignvillage in South
Eastern Turkey, finds himself caught up betweenstage and a terror organisation. In
order to escape prison and possibly death, hiefadbnds him to Germany, with the
help of an illegal emigration network. After arrmg in NirnbergSivan is placed into a
refugee camp. The narrative then focuses on twot&pics. Firstly, the frequently
inhumane bureaucratic procedure, such as rigoraascal check-ups for new refugees,
who find themselves caught in a seemingly endlesp bf legal steps that have to be
taken to acquire a residence permit in Germany, se&cbndly, the poor living
conditions, loneliness, alienation, language ditties, communication problems, and
longing for home experienced by the refugees. Tesoldte circumstances and absence
of future perspectives finally lead to the protagbnommitting suicide.

It is apparent that these three films follow a aboealist approach, reminiscent of
German films from the 1970s and 1980s, a periodacierised by the depiction of poor
living and working conditions of the guest-workeasienation, feelings of loneliness,
language barriers, and finally the continuing lengfor their home country Turkey.
Very similar themes crop up in the cinema of Turkegund 30 years later, but with
refugees rather than labour migrants. Both miggamtips have different socioeconomic
and sociocultural backgrounds and pull and pustofa¢hat caused their emigration to
Germany. Furthermore, there are differences inllstgdus and in what services and
opportunities Germany will provide in the way of glioyment and housing, for
instance. Despite the two groups’ different inisabiation in Germany, a great number
seem to share a common experience when emigrasipgcially in their first years
away; at least, this is what is shown in Germarmia and 30 years later in the new
cinema of Turkey. In this respect, | would likediaw on Hake and Mennel (2012b: 5),
who note that many scholars agree that a ‘socialkevoperspective’ persists in
migration films in German cinema. With this in mjrdsuggest to consider the films
Multeci andMevsim Cicek Actin particular as made from a social worker perspec
since their focus lies primarily on the harsh cmatances of newly arrived refugees and
additionally — with the latter — gender-related lgemns faced by female Turkish

migrants.
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Another interesting finding is that these films &@nsnational if we consider their
international ways of production, funding, disttilom, but also the themes and the
multicultural cast and crew. They are all shot iffedent countries and include
characters and languages from different nations.

Made in Europefor instance, has a Turkish director and hastioea in Spain,
France, and Germany. Moreover, it features Turk&ganish, and Kurdish actors and
the work of an international crew, such as witheamatographer Enrique Santiago
Silguero from Spain. The characters communicateany different languages, such as
Spanish, Turkish, German, and French, which theszefallows the film to be
categorised as polyglot cinedfaFurthermore, although the director Temelkuran grew
up as part of the majority culture in Turkey, hedéd in Spain for several years and
has therefore been influenced by at least two —ehafurkish and Spanish — cultures.
His multiple and transnational belongings, in tugnable him to incorporate a mix of
diverse cultural impressions and to create not @ntyansnational film, but a hybrid
film, that features culturally hybrid identities mybrid settings. Similar transcultural
connections also apply — to a considerable degiteethe more recent movidsllteci,
Mevsim Cicek AgtandBerlin Kaplaniin particular.

To briefly sum up, these few films on Turkish migpa all feature transnational
themes and characters, multilingualism and — extapBerlin Kaplani— employ a

social realist perspective with a tendency to sggants as victims.

Thus far in this chapter, | have given a compreivensverview of relevant films
about Turkish migration to Germany and the Turld&mspora in Germany in Turkish
cinema during the Yscam era from the 1950s until the 1980s and in plost-
Yesilcam era, also known as the new cinema of Turldéye most interesting findings
are firstly that there are so many films represenfiurkish migrants and the Turkish
diaspora, secondly, that well-establishedsiam conventions have been a major
influence, and thirdly, that certain topics recrgsulting in a pessimistic view of the
migration experience and implying that migratioavitably leads to despair, loneliness,

and devastating family separations.

In the following chapter, | explore narrative angdual hybridity in films on
migration as well as cultural hybridity in the repentation of the characters. As

previously established, the depiction of Turkishgration in German cinema can be

8 See chapter 2 for a detailed exploration of palyginema.
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divided into two groups, the phase from the enthef1960s to the 1990s, in which a
victim perspective dominates, and the phase fraanl®00s on, when Turkish German
directors began to consider the subject. This sgcphase, influenced by the
filmmakers’ hyphenated and culturallly hybrid idéiets, forsook the problem-based
angle in order to screen culturally hybrid ideestias positive.

The history of Turkish cinema also affords the appaty to divide films on
migration into two phases: during and aftersiiam. The following examination will
examine how cultural hybridity in these films isptged by filmmakers from Turkey,
who have neither hyphenated identities nor a didspw exilic background. | have
selected three films from both phases for closafyais. The firsAlmanya’da Bir Turk
Kiziis a singer film set in both countries and is tgbiaf many of the films illustrating
the alienation of the guest-worker, family sepamtiand the transformation of cultural
identity through Turkish German cultural encountéiise second is an arabesk movie
Almanya Aci Gurbetepresentative of arabesk films on migration frhra Yeilcam
era. The last iBerlin Kaplan| which may not be typical of the second group, but
nonetheless, as the latest and most popular maviwedl as the first comedy on

migration for decades in the cinema of Turkey,aset look appears worthwhile.

4.5 Cultural Hybridity in Turkish Migration Cinema: A Close Analysis of Three

Films

In my analysis, | will investigate linguistic hyldity, hybridisation of cultural identity,
and the use of music in relation to hybridity ahe positioning of cultural identity.
Moreover, since the majority of these films wereduced in the Yglcam era, | will
examine the influence of specific ¥lgam conventions. However, the following four
sections should not be regarded as independerdabf ether, but rather as an ad to
categorise findings. Therefore, an overlap of theraed the sections is not only
possible, but in fact a desirable outcome.

I consider the following movies good examples ofrkish films on Turkish
migration to Germany and the Turkish diaspora inmn@ay.Almanya’da Bir Turk Kizi
andAlmanya Aci Gurbdbelong to the Yglcam era and the thir@erlin Kaplany is the
latest movie to feature the Turkish diaspora. THises, set in either both Turkey and
Germany or completely in Germany, represent divgesares and periods in Turkish

cinema.Almanya’da Bir Turk Kizis a singer film made during the high-gfleam era
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between the 1960s and 1970s when the majority @fration films originated in
Turkish cinema. The second filldlmanya Aci Gurbets from the end of the late-
Yesilcam era produced solely for the booming video katat that time. The comedy
Berlin Kaplaniis part of the new cinema of Turkey. | believet i selected Y#cam
films depict certain dominant tendencies of a d$igant number of movies about
migration made during the Yigam era. By examining films from different genasd
phases, | aim to cover a broad spectrum of theeseptation of migration and can
detect developments over time. However, they doreptesent the whole corpus, but
my analysis can help to determine characteristngtic and stylistic tendencies as

well as the representation of cultural hybridity.

4.5.1 Almanya’da Bir Tiark Kizi/A Turkish Girl in Germany Almanya Aci
Gurbet/Germany Bitter Gurbetand Berlin Kaplani/The Tiger of Berlin

Almanya’da Bir Turk Kizis a singer film from the high-¥#écam phase made in
1974. It displays characteristics specific to timger film genre. The movie stars the
famous female Turkish singer e Karabocek in the lead role of Zeynep, who is
waiting desperately for her spouse Murat to reftmm Germany, where he has been a
guest-worker for some years. Zeynep’'s longing farrdd is finally over when Murat
returns with a group of German tourists. To Zeysegstonishment, she does not
recognise her husband, whose appearance has altenedtically. She soon realises
that Murat is involved with one of the tourists @er (played by the Turkish actress
Ceyda Karahan) and plans to return to Germany, lwhie eventually does. When
Zeynep, who becomes pregnant by Murat during hisf lmisit, receives the divorce
papers, she decides to travel to Germany to tellthe good news. The rest of the film
is set in Germany, where Zeynep undergoes a chemdjevith the help of her producer
and lover German Hans becomes a rich and famouwgersitMurat sees Zeynep’s
transformation and her new status, falls in lovéhwer and the two are reunited back in
their village at the end of the film.

Almanya Aci Gurbeis an arabesk film starring the famous female eshklsinger
and child star Ceylan. The film was exclusivelygwoed for the video market, as was
typical in late-Ygilcam. Erd@an and Goktirk remark that ‘[v]ideo distribution sva
primarily aimed at Turkish migrant workers living iGermany and other European

countries’ (Erdgan and Gokturk 2001: 538). This knowledge is ciysiace it allows
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us to consider the film with the awareness, thatais produced with labour migrants as
its target audience. The film, completely set in@any, is about the young protagonist
Ceylan and the difficult life she, her uncle Murand older sister Nilgin have in
Germany. Ceylan lost her parents in a car accidiith left her uncle blind. Since she
has a very nice voice and Murat is baglamaplayer, paglama is a stringed
instrument), they get the opportunity to performaafTurkish café, hoping to save
money for Murat’s eye surgery. One day Ceylan ldbdgmtely run over by a car, driven
by the father of a member of another group thafopas in the same café, and is badly
injured. After Murat’s eye surgery, he wants reverad in killing the culprit, is also
injured. In the finale, the wounded Murat carriesyl@n from the hospital to fulfil her
final wish to return to Turkey. However, both derh their injuries dramatically on
German streets.

The last film is written by and stars the famousKiah comedian Ata Demirer as
Ayhan. Berlin Kaplani is the first movie in Turkish cinema to focus dre tthird
generation. Ayhan is a third-generation Turkish igmant in Berlin, who earns his
living as a professional boxer and bodyguard. Wtien middle-aged Ayhan hits a
losing streak, he and his trainer Cemal get intat ¢ie and big trouble with the boxing
betting mafia. Then Ayhan loses his job and just@$iopes for a miracle, a relative he
does not know comes to visit under false pretemgdsout informing him about his
inheritance in Turkey. Since Ayhan has begun tdesidfom panic attacks, he decides
to visit his relatives in the seaside town Fethiydurkey. Unaware of his inheritance
and what is happening behind his back, naive, heniylhan enjoys his idyll even
falling in love, until he discovers his uncle’s tatal. However, things improve for
Ayhan by the end when he gets the opportunity tq he wins the match and is able to
pay off his debts.

4.5.2 Polyglot Elements: Multilingualism and Languge-Mixing

Once geographical borders are crossed — eithenator regional — and cross-cultural
encounters occur, different languages, such asmator regional languages, come into
contact. As a consequence, a process of intermgng various languages begins,
resulting in various types of linguistic hybriditguch as language-mixing, language-

crossing, code-switching, and Pidgin.
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Use of Pidgin German and Pidgin Turkish

Pidgin is a very simple version of a language dgvedl to enable basic communication.
The term Pidgin German has been used to describdirdt Turkish guest-workers’
German. It involves borrowing words from German fwibjecting them to the linguistic
structure of Turkish. This so-called ‘Guest-workeerman’ allowed newly arrived
guest-workers to communicate with their employeand aeighbours and vice versa.
Germans would simplify their speech significantty arder to be understood by the
Turkish migrants (Csehé 2009; Meisel 1975; Heidejbe Forschungsprojekt 197%).
In German guest-worker cinema, Rainer Werner Fadsbi even utilises Pidgin
German in the title of his moviAngst essen Seele auf/Fear Eats @074, Rainer
Werner Fassbinder). The German vesdsen(to eat) is the infinitive form rather than
the grammatically correct conjugation of the vegsenwhich would besst(eats). The
use of the infinitive is a common practice to Pid@erman, since it facilitates the use

and understanding of a foreign language.

Almanya’da Bir Turk Kizwas made in the same yearAagyst essen Seele anf
1974. The first part is set in a Turkish villagedaihe second in Germany. The film
shows Turkish German encounters in various wayskimgacommunication an
interesting phenomenon to consider here. When guadter Murat visits his village in
Turkey accompanied by a group of German touristskish German language-mixing
and a sort of Pidgin Turkish results. Murat's Gemnmlaver Gertha, for example,
continually speaks broken, simple Turkish and mizeth languages in a sentence. In
her very first scene, when she gets out of theibtise Turkish village, she asks Murat
for help: ‘Murat inmek istiyorum burdalkomm KommMurat bitte’ (‘Murat | want to
get off, come. Come Murat pleasé®and, after being introduced to Murat's parents
and his wife Zeynep, Gertha speaks Turkish usiagngnatical forms typical of Pidgin:
‘Ben ¢ok memnun oldum yaptim’ (‘I did do very mupleased’/correct English: ‘Nice
to meet you’f*® In another scene, Gertha expresses her feelinigsika bir gece. Cok
eglenmek yaptik’ (‘A wonderful night. We did do haweuch fun’/correct English: ‘We
had much fun’). Here, Gertha uses the infinitivelef Turkish verlteglenmek(to have
fun) without the correct grammatical conjugatioro five a last example of her

conversation style with Murat, in the following t&ment, Gertha combines Turkish and

8 See Chapter 2.3.1 for a detailed exploration dgipi German.
% The words put in italic are German and serve soalise the language-mixing between Turkish and
German.
8 German words are in italic.
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German and simplifies Turkish again by using tHeitive: ‘Murat komm cabuk hadi
canim. Ne kadar beklemek burda’ (‘Murat come, quick dear. How long to wait
here’). The verbbeklemek(to wait) is not appropriately conjugated, butt laf its
infinitive form. Several examples of Gertha’s Prdiurkish can be found throughout
the film. Murat talks to Gertha in his very limit€derman, which Androutsopoulos
(2012a) has termenhterlanguage GermanHis sentences are always short likeh
komme Gertha'l am coming Gertha’) orJetzt jetZt(‘Now now’). The lovers’ style of
communication consists of short sentences and giegplgrammar. Intrestingly, as
previously mentioned, Gertha is played by the Tairlactress Ceyda Karahan. She has
to consciously speak broken Turkish and imitateé@g German accent when speaking
Turkish. To draw on Bhabha’s concept of mimicrye dhils to accurately mimic a
German accent and hence creates something emeelyand hybrid when she speaks
Turkish with a German accent. This also appliethéoactor who is mimicking German
when playing Murat. This phenomenon is common tamynactresses and actors in
films on Turkish migration to Germany. The actoayhg the German character Hans
is also Turkish and has to imitate a German acicehis Turkish speech, so inventing
another completely hybrid language. According t&m, whenever many voices and
different social languages occur in a single utteea hybridisation results. This is of
course the case in every conversation in real difiel in film, but is particularly
interesting when actresses and actors have totemitet only a foreign language, but an
accent too and thereby create natural linguistlaridity that was not the filmmakers’
intention.

This phenomenon also appearBerlin Kaplanj in which the Turkish comedian
Ata Demirer plays the third-generation Turkish Gamboxer Ayhan Kaplan, who lives
in Berlin. The actor on the one hand imitates Germaen Ayhan speaks German, and
on the other hand he mimics a German accent whegksm Turkish. Since the actor
fails to copy the German language and the Germeerded Turkish, in both cases, the
intermingling of different social languages agaieates something new and hybrid.

Whereas Yslcam films about the first-generation Turkish gesrkers feature
various styles of Pidgin, in films on the seconded @hird-generation Turkish German
language-mixing becomes more complex and multitateThe bilingual characters,
who are familiar with both Turkish and German digpdiverse forms of language-
mixing, such as language-crossing or code-switcHigceBerlin Kaplanifocuses on

the next generation of former guest-workers, itarger features any kind of Pidgin.
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Language-Crossing as a Typical Phenomenon of Multittural Urban Milieus

Whilst Pidgin defines the simplification of a siegllanguage to enable easy
communication, language-crossing describes thengigf two or more languages in a
conversation or even a single sentence. The termosmed by Ben Rampton, who
draws on Bakhtin’s concept of ‘double voicing’ adefines language-crossing as ‘the
use of a language which isn’t generally thoughb#&bong’ to the speaker’. He adds that
the practice ‘involves a sense of movement acras® gharply felt social or ethnic

boundaries’ (Rampton 1998: 291). Language-crossimguld not be confused with

language-switching or code-switching, since it doesinvolve the mixed use of two or

more well-known languages.

The German sociologist Jannis Androutsopoulos, Wa® researched language-
crossing such akKanaksprakin the case of Turkish German youth in Germanyeso
that language-crossing (Androutsopoulos prefersstothe term ethnolect) theoretically
appears in diverse generations, but has been maimdlysed in the context of
adolescents, where it occurs more often in muhiethurban areas and specific
multicultural social milieus (Androutsopoulos 20086)%" To give an example of
language-crossing in the Turkish German case, $lrés the language of the largest
minority group in Germany, is frequently used toss the majority language German
by Germans as well as by other minority groups. d8pphrases, and expressions are
inserted into the majority language and/or othelgleages and with specific use of
accent and grammatical conversions, crossing &eatenew subcultural hybrid
language. This borrowing also applies to other laggs like Greek or Serbian as in
Fatih Akin’s film Kurz und Schmerzlos

This form of language-mixing appears in multicudumilieus where two or more
languages are commonly used. People mix the mgjdaitguage with different
minority languages by borrowing phrases or wordmduage-crossing is rare not only
in the case of the three films | analyse in thigpthr, but generally in Turkish films on
migration, the reason being the paucity of filmssaaond- or third-generation Turkish

migrants and their cultural environments.

Almanya’da Bir Turk Kizdoes not feature language-crossing as it is otirtste
generation of guest-workers, who were not familiath the German language and
therefore tended to communicate in Pidgin Germamki$h guest-workers interacted

with migrants from other Southern European coustlilkee Italy and Greece, because

87 See Chapter 2.3.1 for a more detailed descrimtidtanaksprak
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they usually shared the same workplace and livpare as described in the chapter
about the history of guest-worker migration. Ihighly probable that various forms of
language-crossing such as the adaption of commadyg phrases by a minority group
occurred in guest-worker circles. However, accaydito Androutsopoulos, the
phenomenon of language-crossing is mostly resedrichihe case of adolescents living
in multiethnic and multicultural urban surroundin@sdroutsopoulos 2003: 86). This
is exactly the case iBerlin Kaplant Ayhan lives in the Kreuzberg district of Berlin,
which is known not only for having a large Turkigbpulation since the beginning of
the Turkish labour migration to Germany in the 1€60ut also for having developed
into a multicultural district. As a result, cultli@nd linguistic encounters constitute an
inevitable part of daily life, leading to diversaitual influences of language. As might
be expected, the film features various styles ofkiBh German language-mixing.
However, only one scene can be interpreted agraiisg the philological phenomenon
of language-crossing, in which Ayhan, employed aog walker, is walking the dogs
in the park when he meets a group of Turkish Gerteanagers.

Ayhan: Sileyman, handy yeni mi, lan? (Sileyman, is tlbifa new, bud?)

Slleyman Ja, super makina Ayhan abi. Akisiisbgin gidiyor biliyon mu? (Ja, super
machine Ayhan brother. The battery lasts for fiags) do you know?)

Ayhan: Schwot (Swear!)

All teenagers He he. (yes.)

Ayhan: Ben onu gérdimdiydi de. Tipi fona gelmedi. Yarin macim var gelin ister. (I
saw it but | did not like the appearance. | haveasich tomorrow, don’t you want to come?)
One of the boys Yarin sinav yazacaz. Olmicak galba ya. (We haskasswork tomorrow.
Nothing will come of it.)

Ayhan: Ok, Haditschiiss(Ok, so, bye®’

This short scene gives the impression that its gnlypose is to present Turkish
Germans’ unique inter-group communication style.the non-standard and broken
Turkish dialogue in the park, Turkish German largg+arossing occurs when Ayhan
includes German words to the Turkish conversatibhe expression ‘Schwor!

(‘swear!’), for example, here has a different megnihan usual. Ayhan does not ask
Suleyman to really swear, but the word expressesstiprise. The teenagers totally
understand the intra-conversational redefinition thle word, but in another

8 German words are in italic.
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environment, it would cause confusion. Similarhyg tolloquial German goodbye word
‘Tschiss’ is combined with the Turkish word *hafGo ahead!/Come on!’).

Despite the multi-ethnic and multicultural Kreuzipedistrict, the linguistic
phenomenon of language-crossing only occurs in tkiagle scene. This
underrepresentation, | believe, might be due toftlewing: the ability to present
language-crossing on screen tends to be the peesérvurkish German filmmakers,
who can more easily master the challenge of digpghanguage-crossing, because of
their own life experiences; secondly, the absentdanguage-crossing irBerlin
Kaplaniis probably due to the fact that most of it takésce in Turkey, where there
would be few situations in which language-crossiongld occur; finally, the film was
produced for the Turkish market in particular ahdst targets Turkish audiences, who
would have no interest in Turkish German languagssing. With respect to the
realistic use of language-mixing in film Androutsgpos remarks that (multilingual)
films are often aimed at a specific audience amsl réssults in an inauthentic depiction
of multilingualism in order to help the audiencadarstand dialogues (Androutsopoulos
2012a: 321).

However, as mentione®erlin Kaplanidoes display language-mixing in the form
of linguistic code-switching, which will be explaten detail after a brief introduction
to this linguistic practice.

Language-Switching and Code-Switching: A Common Pretice of Multilinguals

The last form of language-mixing to consider is egavitching. This sociolinguistic
phenomenon is closely connected to bilingualisrmaltilingualism and occurs when a
person switches to another code when speakingingée conversation or writing. The
word code stands here for languages and languagsies such as dialect, style, and
accent. Different types of code-switching like m$entential, intra-sentential, tag-
(word or phrase), and intra-word-switching existl @tcording to the linguist John J.
Gumperz (1982), this alternation of codes or lagggacan be categorised as situational
code-switching and metaphorical code-switching. fits relates to an actual situation
(specific place), the conversation partner, or tihy@ic, and stops when the situation
changes (Gumperz 1982: 61). This applies for imgtanvhen a German enters a
Turkish German bilingual conversation; the practi¢ealternating between languages
frequently comes to an end, since the German woatdbe able to understand the
conversation. Metaphorical code-switching, howevemerges within a specific

situation and is not dependent on the change ositnation. This form of switching
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refers rather to change the meaning or emphasisapic or statement and thus can be
understood as a metaphorical use of different laggs. To take a simple example, a
Turkish German bilingual person could switch toKisin to express her emotions, but
switch to German when talking about work.

As discussedAlmanya’da Bir Turk Kizimainly features Pidgin German and
Pidgin Turkish and not the more complex form ofgaage-crossing. However, the
intermingling of languages does occur in the forfimthe so called tag-code-switching.
Basic German phrases such as ‘Komm! (‘come!’),nka!’ (‘Thanks!’), ‘Bitte sehr!
(‘“You're welcome’), and ‘Auf Wiedersehen!" (‘GoodbYy) crop up in conversations
between Turkish and German characters. to begimish a Turkish sentence, or as
one-phrase sentences.

Berlin Kaplanifeatures several instances of inter-sententiaraisentential- and
tag-code-switching. The Turkish German bilingual hag and his bilingual
environment in Berlin are used to naturally switchfrom one language to the other.
Language-crossing appears in the very first sceaterden the boxer Ayhan and his
manager and sponsor Haci, when Ayhan has to expil@iself after having lost another

match:

Manager: Verdammt hochmbb0 magta 21 galibiyet. Berim bdyle sponzoriga. (Damn

it! 21 victories from 50 matches. | do not feeklidoing this sponsorship.)

Ayhan: Vallahasans Haci abi. Adami ters ayakta yakaladim tamegcéim hopladi. Ben de
aldim kontayi. (This was bad luck Haci brotheralight the man when he was standing on

his wrong feet, and when | was about to knock hirty be jumped.)

(-.))
Manager: Hesap burda. 50 macgta 29 maglubiyet. 15 i knagkverstehst d@ Zarar, 17
bin Avro. Gelir sifir. (Here is the calculation. 28sses in 50 matches. 15 of which are

knock outs, do you understand? 17 thousand Euso ¥eso profit.§°

(...)

This extract exhibits how intra-sentential- and-¢age-switching can occur in a single
conversation. Ayhan speaks his ‘broken’ Turkisls, $ponsor Haci switches to German
in the Turkish-dominated conversation. He startthwhe German phrase ‘Verdammt
nochmal!’” (‘Damn it"") then continues in Turkishhis constitutes a good example of
what is termed tag-code-switching. In the seconskecdlaci switches codes intra-

sententially by finishing his Turkish sentence witle German words ‘verstehst du?’

8 German words are in italic.
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(‘do you understand?’). Another distinct code appéa the scene when Haci speaks in
a dialect particular to the region of the Black .SHas means that he alternates between
Turkish language, German language, and TurkishkB&&a, hence creating his own
hybrid language.

Although Ayhan does not switch between Turkish @stman here, he still has
his individual hybrid language. His broken Turkisdis a personal accent, which cannot
be regarded as a German accent, but rather astsogéhtbat deviates from standard
Turkish. His bad pronunciation, incorrect use ofrd# primitive sentence structure,
and the correct but in the Turkish context odd appg translation of German words
into Turkish (for example the Turkish wofltbpladi (he jumped) is incorrect in this
context) is a phenomenon that also occurs beyoamddtreen in real life when Turkish
Germans speak Turkish. Moreover, the Turkish agtar Demirer, who plays Ayhan,
cannot speak German, but has to imitate Germamadoplt the accented Turkish spoken
by some second- or third-generation Turkish Germémgoing so, he additionally
involves, in Bakhtin’s words — another ‘differerdcgal language’. The intermixture of
all these different codes creates not only linguisybridity, but also cultural hybridity.
Ayhan consistently employs also German Turkish enagiéching similar to his
manager in the previous extract.

After the talk with his manager Haci, Ayhan enceusthis hated Serbian rival
while training, who makes fun of Ayhan’s failure ims last match against an Arab

boxer:

Serbian boxer Rocky, bist du gestern wieder Champion gewd?déRocky, did you
become a champion again yesterday?)

Ayhan: Was laberst duan? (What are you babbling about, bud?)

Serbian boxer. Den arabischen Hammer hast du doch geschmeckt?ofou have
already tasted the Arab hammer, haven’t you?)

Ayhan: Ne diyon lan sen? Ne diyon lan? (What are younggyoud? What are you saying,
bud?)

Serbian boxer Waa® (So what?)

Ayhan: Ne diyon lan sen? Ne diyon lakkomm Komm Dummkopf (What are you
saying, bud. What are you saying, bud? Come! Cdtuel!)

Serbian boxer. Wir sehen uns im Ring, DickerchdglVe see each other in the boxing ring,
fatty.)

Ayhan: Kaplan'i taniyacan. (You will get to know Kapl3fi.

% German words are in italic.
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Ayhan switches repeatedly from German to Turkist back in his dispute with the
Serbian boxer, finishing his first German sentewa the Turkish wordan, which
constitutes a form of tag-code-switchitigrurthermore, Ayhan’s switch of languages
between two sentences can be regarded as intr@rsiahtode-switching.

These extracts of the two dialogues demonstratextstence of various types of
code-switching practices. By comparing the two,theointeresting observation can be
made about the difference between situational aathphorical code-switching. The
first extract is an example of situational codetshing. The conversation takes place in
the manager’'s office where everyone, including Aybarainer and the manager’s
bodyguards, are familiar with both Turkish and Gammanguage, and therefore a
situation, in which code-switching is rife, sinde@esent will be able to understand. In
the case of an official meeting involving monoliagGermans, code-switching would
probably not occur. Therefore, the language-miXiege can be regarded as situation-
dependent. On the other hand, the code-switchinigeisecond scene can be interpreted
as metaphorical. In his exchange with the Serb@te) who is probably not familiar
with Turkish, Ayhan gets angry and choses to exg@®his rage in Turkish, knowing
that his counterpart will not understand him. Hoerm\t is important to keep in mind
the fact that firstly, Ayhan is played by a Turkiabtor from Turkey, whose German
skills are very limited, and secondly, that thenfivas made for the Turkish market.
Therefore, the argument that the Turkish German afyloften uses the Turkish
language for strategic reasons seems valid.

During the film, Ayhan visits his Turkish relatives the Mediterranean city
Antalya in Turkey, where he has to communicate inkigh, since his family and
friends do not speak German. Tag-code-switchirtbasform of language-mixing most
common in Ayhan’s speech. The Turkish German puooies naturally integrates
German phrases and words into his Turkish senterites possible to spot some
frequently used words such as ‘aber’ (‘but’), ‘rigfimo’), ‘ja’ (‘yes’), ‘was’ (‘what’),
‘Dankeschon’ or ‘Danke’ (‘thanks’), ‘Scheil3e’ (‘shi and ‘Tschiss’ (‘bye’).
Metaphorical inter-sentential code-switching takgace when Ayhan gets excited
during his nephew’s football match. Whilst he spge@lrkish only with his nephew and
the nephew’s trainer during the match, he suddswijches to German to express his
joy when the child scores a goal with expressiathss ‘wunderbar’ (‘wonderful’) or

‘mein Junge’ (‘my boy’). Similar to the scene withe Serbian boxer, when Ayhan

°1 The Turkish wordan is the short form ofilan and can be translated lmsd or buddy
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switches to Turkish to show his anger, he does#@me here when he gets emotional,
only now it is to express his happiness.

Ayhan is fluent in both German and Turkish. Nevelels, his Turkish is not only
slightly weak, but also delivered in a German atcétis broken Turkish causes
confusion and misunderstandings in Turkey, progdime basis for several humorous
scenes. Nonetheless, his linguistic weakness dategppear to constitute a problem for
him or his family.

To conclude,Berlin Kaplani is the first movie from Turkey to reflect the
experience of a third-generation Turkish Germamoltionger features the first guest-
workers and their Pidgin. The film acknowledged #econd and third generations have
evolved in the context of at least two cultures lEmdjuages and depicts this reality on
screen. The intermingling of different (social) damages, such as German, Turkish,
regional dialects, accents, and intra-group slaagy lad to not only a hybridisation of
the characters’ language, but also to the creatiothe characters’ hybrid cultural
identities, which will be discussed further below.

The analysis has demonstrated that various typéRuddish German language-
mixing occur inAlmanya’da Bir Turk KizandBerlin Kaplany but to a different extent
in each. In the first, Pidgin German and Pidgin Kislr dominate, while the latter
exhibits several styles of language-mixing, inchgdilanguage-crossing and code-
switching. According to Chris Wahl (2005), a polygfilm features bilingualism or
multilingualism, as in two of the films, but theahdesk filmAlmanya Aci Gurbeis
solely in Turkish and therefore not a polyglot fildvahl suggests that in a polyglot film
‘languages are used in the way they would be usedadlity’ (Wahl 2005:2). Turkish
German filmmakers are able to display realisticallg shift from one language to
another, in particular when working with bilingual multilingual actors and actresses.
However, films by Turkish directors, such Aftmanya’'da Bir Turk Kiziand Berlin
Kaplani show language-mixing in a rather unnatural wayabse the Turkish actors
and actresses have to imitate the German languaba enultilingualism that is foreign
to them. Although the bilingualism in these filmem seems unnatural or insincere,
they still can be categorised as polyglot fiimsjcsei they feature more than one
language. One might argue that migration createsofiportunity for multilingualism
and hence for polyglot films, despite exceptionshsas the monolingu@limanya Aci
Gurbet
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4.5.3 Culturally Hybrid Identities

My analysis so far has shown that films from hypdted identity directors focus on the
second and third generation and their integratibrGerman and Turkish cultures,
creating a new transnational and hybrid culturee Tilms question the established
model of the challenging life ‘between cultures’daraise possibilities of identity
formation that go beyond dichotomised and hieraahi shaped cultural
characterisations and instead portray characters ark located in Bhabhathird
space marked by cultural and linguistic hybridity. Ihese films, cultural hybridity is
appreciated and presented as an additional recourogill now examine the
representation of cultural identity in Turkish fgnon Turkish migration and investigate
whether they portray hybridity as positive and ¢ongive.

The representation of Murat lmanya’da Bir Turk Kizis a good example that
shows how cultural identity is depicted in varidiisis about Turkish migration and in
those produced during Yiégam in particular. When Murat visits his Turkisfilage
accompanied by a group of German tourists for thet fime after he emigrated to
Germany for work, the villagers, his parents, amgl wife Zeynep have difficulties
recognising him, since his outward appearancenmreably altered. Murat leaves the
bus wearing a bright red shirt combined with acad, shorts, and sunglasses. He has a
guitar on his back, a camera across one shoulddraacassette tape recorder on the
other. The camera zooms in and takes close-ups whtd clothes and gadgets to
underline their extraordinariness. While some giles and Zeynep laugh at Murat’s
new look, his father comments: ‘Bu ne bigim kiligwm’ ("‘What kind of outfit is that
my son?’) The character’s external transformat®imidirect contrast to the villagers’
modest attire. Moreover, it is apparent that Mumas more in common with the
Germans, who also carry guitars and are dressed amilar fashion, than with his
Turkish friends and family. Nevertheless, Muratshk does not conform exactly to that
of his German friends, as he seems to have exagddie modern style by combining
too many gadgets with over-flashy clothes and segythe impression that his attempt
to mimic the German has failed.

The film continues to emphasise Murat’'s metamorjghasd how he has been
‘Germanized’ by revealing how his behaviour hasngjeal. His new attitude is
demonstrated in the following scenes. It startshviiturat’'s disregard for the warm
welcome with music and folklore that the villagdrave organised with a lot of

enthusiasm and effort. Then, instead of showinditgoee, Murat greets his friends
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briefly and chooses to accompany the tourist graug Gertha, his German girlfriend,
to the hotel, while his wife carries his heavy lagg home and excitedly starts to cook
him a great lunch. In a cross-cutting sequencen&gys shown waiting for her husband
to come home while Murat is depicted partying andking with his German friends.
Zeynep sees the group in a club when she, — atendp waited for hours — goes out in
search of Murat. While she observes the group,rdemaand friend tells her that this is
not a place for a good girl like her and that sheutdd go home. The scene juxtaposes
good and bad, where the partying (culture) of Marad his German friends appears to
have negative connotations. The sequence finishtéshMurat and the scantily dressed
Gertha returning completely drunk and Zeynep hawmgurrender her bedroom to
Gertha. Similar scenes of Murat's partying habitsyolving excessive drinking,
flirtatious behaviour, and carelessness towardsifes follow to reveal that Murat has
changed in a way that challenges the villagersvaitimg habits and values and that his
new persona is inadequate. His behaviour reachgsedk when drunk he sleeps with
Zeynep, believing she is Gertha. Back in Germanyra¥gets divorced from Zeynep,
who remains at home, now pregnant.

So the first part oAlmanya’da Bir Turk Kizdemonstrates Murat’s transformation
since his migration to Germany. The film implieattiicermany was a bad influence on
him and changed him into a bad person with undasireharacter traits. He is self-
absorbed, reckless, and uncaring to his wife. Ehmntrasted to Zeynep’s devote and
good nature. As discussed earlier, this juxtapmsitf lifestyles, values and morals is
typical of Yeilcam movies. The use of binary oppositions to t&@em melodramatic
modality applies to this movie. Murat has been seduby urban German life and its
bad values and now has priorities such as progpéetonism, and self-fulfilment. His
irresponsible, egocentric attitude is contrastedégnep, who stands for worthwhile
rural values like fidelity, honesty, and loyalty.uk&t is depicted as a character torn
between the Turkish traditional and the modern Garmulture. The film fails to
represent any positive view of Murat’s culturallybhnid identity. The first part of the
film shows his assimilation into Germany culturd)ile in the second part Murat will
rediscover his Turkish cultural roots. To concludénanya'da Bir Turk Kizfeatures
culturally hybrid identities, but not as a positivfeuitful, or enriching resource, but
instead as a loss of belonging. Murat’s culturdiiyprid identity is not considered a

bonus, but subject of humour and as something unadbées.
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The arabesk filmAlmanya Aci Gurbetis not concerned with representing the
impact of various cultures on identity. The filmateres only Turkish characters and
does not depict any Turkish German cultural enarsnt showing the Turkish
community in Germany to be rather isolated. Althougeylan and her uncle Murat
have been living in Germany for a couple of yetrsy do not speak a single German
word in the entire film. Their only contact withehGerman world’ is their long walks
outside during which we see typical German mostg;h as the main railway station,
the river, the shopping maflaufhof and a German bakery. The pair explores the city,
visiting parks, cafés, and the zoo. However, thegpkto themselves and isolated from
the German environment. The protagonists’ idemstigippear to be purely, unaffected by
the migration experience. They do not try to mirerman culture and this is also
reflected in their appearance, unlike MuraAimanya’da Bir Turk KiziNeither Ceylan
nor her uncle have adopted modern fashion, acdessor gadgets. | conclude that the
absence of German Turkish cultural contact in ti@ s why culturally hybrid
identities do not feature. This delivers an essdstidepiction of cultural identity as
static and pure.

An interesting point is that the film was produded the Turkish diaspora in
Germany and other European countries, gives tlgettarudience the image of a life
separated from the German culture. Culture is sgmied to be static and unchangeable
and the opportunity of any beneficial hybridisatioh cultural identity is not only
ignored, but also presented as impossible. The enlytion to being a suffering

minority is to return to the homeland Turkey.

Berlin Kaplanideviates in many aspects from all sigam and post-Yglcam
movies in its representation of hybridity and cratudentity. In this context, Kayau
points out a noticeable change in the representatidhe characters (Kayglo 2012:
99). Indeed, the characters, in particular the iBrkserman protagonist Ayhan Kaplan,
are portrayed as having fluid and multifaceted walt identities. As explored in the
section on linguistic hybridity, this polyglot filnfeatures various styles of language-
mixing which is evidence of cultural hybridity. Hewer, | now focus on other aspects
of cultural representation, including the charagtéehaviour, habits, appearance, and
lifestyle. In addition, attention will be paid t@Ww Ayhan’s culturally hybrid identity is
shown to be advantageous. Is cultural hybridityardgd as beneficial and an additional
resource, or is it portrayed humorously and as $loimg false and undesirable as with

Murat in Almanya’da Bir Turk Kizi
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Ayhan’s use of different languages including Germanrkish and his own
dialect and accent already reveals his culturafprid identity. Ayhan’s cultural
identity is affected by, amongst others, Turkishl &erman culture, which are also
subject to different (cultural) influences. It immportant to remember that culture
persistently recreates itself through encounteth tiie other culture, which inevitably
impacts the first’ culture or theelf This leads to the reformation of the cultusalf
which again reconstrucst itself by the time it nsestother culture.

Ayhan has adopt different behaviours, habits, eustcand values that could be
generally associated with either the Turkish orn@er culture and in doing so he
creates his unique culturally hybrid identity. Dhgithe film, Ayhan retains his own
style, which can be categorised as neither (t@uhdly) Turkish, nor as modern German
look. The 40-year-old plump professional boxer Ayharefers sports and casual
clothes, like a simple T-shirt, long shorts andusers, sneakers, and a chain necklace.
His appearance cannot be construed as more Tuokishore German, but rather an
intermingling of various influences, in particuldnis identity as a boxer. This kind of
depiction was very unusual, especially for thgikam era, when films tended to stress
the differences between a modern German look antla@itional Turkish one.
Furthermore, conflicting binary constructions irdel movies revealed that locations
and habits were either attributed to good trad#iofurkey, or bad industrialised and
urban Germany. IBerlin Kaplany however, this binary construction is not evidand,
as will be shown shortly, even gets reversed.

Ayhan’s life is shown to be transnational. In thietfpart of the film, set in Berlin,
Ayhan’s cultural crossings are depicted as a nhtuegy of living in the culturally
hybrid Kreuzberg. The boxer usually eats kebabisnnmanager Hacl’'s Turkish kebab
restaurant, drinks beer with his trainer in a tgpbBerlin pub, works as a bodyguard in a
club, where stars from Turkey perform, dog sitsG@rman old women, and consults a
German psychologist and a Turkisbca(a Muslim preacher) about his panic attacks.
The film does not emphasise cultural differencesnking beer for example is not
considered as something German or false in this, fbut rather a part of Ayhan’s
culturally hybrid identity. Later in Turkey, he diomues to drink his beloved beer
without being judged for it by his relatives. Hoveeyin the scene in which Ayhan
brings the dogs back after dog sitting, he asksotdeGerman woman if he can pick
them up slightly earlier than usual the next dég film humorously attributes traits
such as methodical planning, inflexibility, and ihgortance of sticking to a bargain,

to the German.
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Ayhan: Frau Schmidt, ich kann morgen nicht mit den Hun@assi gehen. Ich habe einen
Kampf. (Mrs. Schmidt, | cannot walk the dogs toroarr | have a match.)

German woman Was? Das geht nicht, wer soll sie den ausfihiza® hatten sie vorher
ankindigen mussen. (What? This is impossible. WHaulsl take them out? You should
have notified me earlier.)

Ayhan: Das kam Uberraschend. Hatte das auch nicht ged#tatame as a surprise to me. |
did not know.)

German woman Uberraschend? Das ist ein groRes Problem HeradyBas geht nicht.
(Surprise? This is a huge problem Mr. Ayhan. Thairipossible.)

Ayhan: Ich finde eine Vertretung. (I find a replacemgnt.

German woman Nein das geht nicht. Sie haben sich an sie getwdiNo, that is
impossible. They became used to you.)

Ayhan: Ok, dann komme ich friiher. Um 7. (OKk, then | ccah&.)

German woman Nein das ist die Schlafenszeit. (No, it is tHedtime.)

Ayhan: Um 87? (At 8?)

German woman Nein das ist die Futterungszeit. Halten sie séhfach an unsere
Abmachung. (No, that is their feeding time. Juistkstio our bargain.)

Ayhan: Gut, bin ich um 10 Uhr hier. (Well ok, | am hexel0 o clock.)

German woman Um 10 Uhr. Danke. (At 10 o clock. Thanks.)

This is the only scene to employ stereotypes temEntle fun of the Germans. Ayhan
tries to postpone tomorrow’s appointment, but fagive up eventually. He neither
condemns the old lady’'s despair and indignatior, mer priorities and values, but
instead totally accepts her point of view. Howeadter he leaves the conversation he
comments to himself in his broken Turkish: ‘Bir Admi kalpten 6ldireceksen ona
supriz program yap’ (‘If you want to kill a Germgast make a surprise program’).
However, Ayhan behaves in a similar way later. Whi Antalya, Ayhan and

Elvan, a female friend from the neighbourhood, elrAhan’s nephew to a football
match. Ayhan starts to complain about Elvan aneroffurks’ careless and dangerous
driving habits, asking her to drive more cautiousty the highway and when Elvan
laughs and teases him about being scared, Ayhaammerserious and merely repeats his
concerns and criticises the disorganised roadwa@xkwnoment later, a car approaching
from the other direction flashes his lights to @alelvan about a speed camera. Elvan is
pleased to be warned, but Ayhan thinks this is lipgabehaviour and remarks that the
camera has a purpose that should not be undermilgdn seems to understand

Ayhan’s point of view, rather than perceiving itsigange.
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In this scene, Ayhan displays the ‘German virtugsbbedience and orderliness.
The conflict between Turkish and German ways efisf presented humorously without
putting a partial emphasis on any cultural diffees In the other scene, Ayhan was
sympathetic to the inflexibility of the old Germaroman. Similarly, his attitude in the
car is accepted by Elvan. In other words, sceres thiese that humorously include
German and Turkish cultural clichés do not judgelassify any cultural differences as
in older Turkish emigration films. Moreover, thegnstitute an exception in the film
and therefor@erlin Kaplaniis not a culture-clash comedy.

The Turkish German protagonist’s stance in botmesecould be mistakenly
interpreted to symbolise Turkish or German partshi cultural identity. In his
comment about the German old woman, Ayhan amusinglgtes the attribute of
inflexibility to all Germans. In doing so, he distaes himself from this trait and implies
that he and Turkish people are more spontaneousr lba in the car scene, Ayhan
expresses his approval of rules and regulationis. dduld be understood as his German
side, since the traits of obedience and orderline®s often considered German.
However, such a divisive culturally perspective slowither recognise that cultural
borders are blurred and unstable, nor does it aiecAyhan’s unique cultural identity.
Ayhan has negotiated and is continuously negotiadimerse (cultural) impressions and
experiencesn betweenthe Turkish and German culture in Bhabhtéisd space The
negotiation in thethird spacethen results in the hybridisation of Ayhan’s cudtu
identity. Ayhan’s flexibility, obedience, and ortleess do not represent any national
cultural side of him but rather display Ayhan’s tawally hybrid identity. Ayhan is
flexible, orderly, and appreciates compliance wiiles. This is simply Ayhan with his
unique hybrid cultural identity.

Above, | have shortly addressed the point Betlin Kaplaninot only breaks the
binary opposition of good and bad, but also reverselowards the end of the film,
Ayhan hears by chance that his sister and his érathlaw Nurettin lied to him about
the sale price of the property they have all irteeri Ayhan believed it was worth
100,000 Euro, his relatives were about to setitlf million Euro. On the following day
at the estate agents it becomes apparent thatgdre a&as also concealing the real
value, the property is actually worth 3 million BuAyhan is bitterly disappointed and
feels cheated. When the estate agent remarks oanfsylioreignness and his lack of

knowledge of business in Turkey, he explodes:
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Ayhan: Ne olmus yani burada ygmiyorsam ben? Almancryeber aptalmiyizZnsan her
yerde insan ya. Siz nasil insanlarsiniz ben anlamng yani. Hepiniz kétlistiniz ya. Hele
bu herif en kétusi. (So what is the problem oflhang here? We arélmancy but are we
stupid because of that? A human is a human evengaki¢hat kind of people are you? | do

not understand. You are all bad. And this maneaswbrst of all.)

Ayhan is portrayed as a pleasant, gentle, friendhy slightly naive character. In
contrast to previous films on Turkish migration,igfhtend to show the bad influence
of Germany on the migrant or the Turkish diaspargeneralBerlin Kaplanireverses
this perspective. Hence, the well-established tuafi— to put it simply — good Turkey
versus bad Germany is rescinded. However, the @ilmes not build new binary
oppositions and breaks the constructed duality,nwhAghan’s relatives realise they
have behaved badly. At the end, they rush to Ayhéast boxing match in Istanbul to
support him and show him their love.

To sum up, the breakdown of conflicting culturatrgstions, such as German
versus Turkish, leads to the dissolution of theabjrunderstanding of culture, opening
up possibilities for new cultural identity formati® that elude any dichotomous and
hierarchically organised cultural constructionsthalghBerlin Kaplaniis a comedy
also about cultural issues and it could theref@expected to involve numerous funny
situations resulting from cultural differences, rg@e that it manages to consistently
renew cultural attributions or even break them.t@al boundaries are presented as
blurred and porous, which allows Ayhan to negotisdous cultural impressions and
influences in Bhabha’'shird spaceand repeatedly create his unique hybrid cultural
identity.

As discussed in Chapter 2, the theorists BhabhaBakéitin stress that hybridity
Is a creative benefit. | argue that eveBdrlin Kaplanisometimes slightly makes fun of
Ayhan’s broken Turkish, it represents his culturgbridity as productive, as it allows
Ayhan to easily navigate in various cultural worike Germany and Turkey. However,
this is neither the focus, nor the emphasis ofithe

I want to finish with a final example from the filnwhich, in my opinion,
acknowledges Ayhan’s cultural hybridity. At the epél the movie, Ayhan has an
important boxing match in Istanbul. The Turkish ematommentator calls Ayhan
‘Berlin’li gurbetci (‘Berliner gurbetci) and his competitor just ‘Sirb’ (Serb). In
contrast to his boxing opponent, Ayhan is not catisgd as one nationality. The
commentator does not even refer to his two natibes| such as Turkish German

Ayhan, or Turk Ayhan from Germany. Even though $still labelled as gurbetci |
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suggest that the appellation ‘Berlindurbetci reflects Ayhan’s cultural hybridity. He
is, amongst other things, influenced by the scedajurbetciculture of his ancestors,
who emigrated to Germany decades ago, by Germamreuhnd, in particular, by his
unique regional Berliner culture. Although the tegorbetci does not fit into Ayhan’s
current positioning as a third-generation migrantl aeems negatively loaded as it
describes the first-generation guest-workers’ sesrand longing for home, | claim that
its use today no longer carries these negativeatatians, but rather indicates Ayhan’s

migratory history.

To briefly summarise, the representation of cultidantity in the three selected
films differs in each as to the depiction and apjateon of the characters’ culturally
hybridity identities.Almanya’da Bir Turk Kizifor example, features the guest-worker
Murat’'s cultural hybridity, but sees no positiveiinsince like most Yglcam films on
migration it draws heavily on a binary constructioingood and bad (cultural traits).
Thus, although the influence of the German culaméurat’s identity is represented in
some detail by the alteration in his appearancebataviour, it is set up in opposition
to a ‘better’ rural Turkish culture and perceivedsamething poor and undesirable.

Decades later howevemBerlin Kaplani portrays Turkish German Ayhan’s
culturally hybrid identity as a valuable resourSeich an appreciative view of cultural
hybridity was common in films from hyphenated idgnTurkish German filmmakers
as discussed in the chapter on Turkish German enérhese directors, culturally
hybrid themselves, are capable of putting this riagkted identity on the screen. With
this in mind, it is curious that the Turkish directHakan Algul and the Turkish
screenwriter and protagonist Ata Demirer, who hane experienced migration
themselves, are able to project the phenomenonltfral hybridity similar to Turkish
German filmmakers. Certainly, there are differendestween Turkish German
filmmakers’ and the Turkish director’'s represematiof cultural hybridity regarding
what Laura Marks calls the special ‘haptic visyaldf diasporic filmmakers and, as
Sujata Moorti suggests, their ‘diasporic opfic’However, | argue, that Algul and
Demirer's achievement in displaying ‘the pleasumstultural hybridity can be traced
back to the fact that the screenwriter and actoniber has had a close relationship with
his relatives in Germany since he was young. Iimgrview in the Turkish newspaper

Hurriyet about his filmBerlin Kaplany he tells of his experiences with his humerous

2 See Chapter 2.4 for a detailed exposition of Laiaaks'’s conceptualisation of ‘haptic visuality’dn
Sujata Moorti's ‘diasporic optic’.
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relatives from Germany, who visited them in Turkeyery summer holida}’ He
remembers his excitement when they came with ptegesm Germany and adds that
many scenes were inspired by real events. | suggeddemirer’s repeated contact and
exchange with the Turkish diaspora has enabledtbiobserve their culturally hybrid
identities and thereupon depict them on screenteftue, | argue that a close cultural
encounter with migration or diasporic people, athvidemirer, seems crucial to the
convincing representation of culturally hybrid itiees, even if the representation
deviates in many respects from that of diaspolmerfiakers.

The two moviesAlmanya’da Bir Turk KizandBerlin Kaplanidiffer from each
other in several ways and therefore approach allthybridity in different ways.
However, as already addressed in the section dimguiistic hybridity and the use of
various forms of language-mixing, the third movémanya Aci Gurbeheglects its
characters’ culturally hybrid identities. The fildoes not feature German characters or
the German language, portraying the protagonistsha@r own Turkish cosmos in
Germany.

4.5.4 Yagilcam’s Influence: Nostalgia, Melancholy, and the Mlodramatic Mode

Films about Turkish migration produced from the @®6until the 1980s are
significantly affected by the conventions ofsiieam cinema. As previously discussed,
Yesilcam’s prevailing melodramatic mode had a stronfijuence on movies about
migration. Moreover, melodramas, arabesk films, singer films in particular involved
this melancholic tone. The singer filkimanya’da Bir Turk Kizand the arabesk film
Almanya Aci Gurbetely heavily on typical Yglcam characteristics and display a
melodramatic mode and melancholy. The impact afilyan’s melodramatic modality
and the importance of melancholy in migration filp®ve crucial to the manner in
which the migration experience is handled and caltybridity is represented. Turkish
emigration to Germany and its aftereffects is fdte through a melancholic lens in
several Yegilcam films. In this section, | will also consideow the melodramatic mode
and melancholy relate to the concept of nostalgid &0 what Mercer (1994) has
described as the ‘monologic’ or ‘dialogic tendenady’ films about migration and

diaspora.

% See http://www.hurriyet.com.tr/kaplan-berlin-de798340.
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Nostalgia for the homeland is a major aspect in ynamigration films. As
explored in Chapter 2, theorists such as WilliarfreBa(1991) and Robin Cohen (2008)
emphasise the importance of the homeland for draspeople and communities as a
mythical place” Avtar Brah also describes home ‘as a mythic pleicdesire in the
diasporic imagination. In this sense it is a platao return even if it is possible to visit
the geographical territory that is seen as theeptdc'origin™ (Brah 1996: 192). In her
examination of the concept of nostalgia, SvetlangmB (2001) similarly dwells on the
myth of home, distinguishing betweeestorativeandreflective nostalgia. The author
defines nostalgia, which derives franostos(return home) andlgia (longing) as ‘a
longing for a home that no longer exists or hasnexisted. Nostalgia is a sentiment of
loss and displacement, but it is also a romanch wite’'s own fantasy’ (Boym 2001:
viii). Boym further classifies two forms of nostaég ‘Restorative nostalgia stresses
nostos[return home] and attempts a transhistorical retrantion of the lost home.
Reflective nostalgia thrives imlgia [longing], the longing itself, and delays the
homecoming — wistfully, ironically, desperately’ ¢fdn 2001: xviii). Whilst the latter
form ‘does not pretend to rebuild a mystical platdome; it is enamored of distance,
not of the referent itself’, ‘restorative nostalgads up reconstructing emblems and
rituals of home in an attempt to conquer and sjediatime, reflective nostalgia
cherishes shattered fragments of memory and terngeEsapace. Restorative nostalgia
takes itself dead seriously’ (Boym 2001: 49). lhestwords, since reflective nostalgia
‘explores ways of inhabiting many places at once amagining different time zones’
(Boym 2001: xviii), | suggest that it is more cajgabf the reality of complex multiple
human belonging and longing, whereas restorativstatgia is stuck in a myth of the
past home. Boym sees melancholia as connectedetaoeftective nostalgia and by
referring to Sigmund Freud's discussion on the aation of mourning and

melancholia she writes:

Freud made a distinction between mourning and rehi@ia. Mourning is connected to the
loss of a loved one or the loss of some abstracsioch as a homeland, liberty or an ideal.
Mourning passes with the elapsing of time neededtlie "work of grief* (...). In
melancholia the loss is not clearly defined andhiwe unconscious. Melancholia doesn't
pass with the labor of grief and has less connedtiothe outside world (...). Reflective
nostalgia has elements of both mourning and metdischWhile its loss is never

completely recalled, it has some connection to ldes of collective frameworks of

% See Chapter 2.1 for a detailed understandingeoétimcept of homeland in relation to its importance
for diasporas.
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memory. Reflective nostalgia is a form of deep ming that performs a labor of grief both
through pondering pain and through play that pdimthe future (Boym 2001: 55).

The ‘myth of home’, nostalgia, and melancholy asenmon in many migration
films, especially in those dealing with the expece ofgurbet A consideration of this
trio is important because it reveals the perspeativTurkish films on the experience of

migration and it interrelates with the depictioncoftural identity.

Almanya’da Bir Turk Kizibegins in a small Turkish village with Zeynep
desperately waiting for her husband Murat to refoom Germany, where he has been
for a few years. She actually runs to the bus gigee if he has arrived, then to the post
office to ask the postman if there is a letter froim. However, once she realises that
Murat has neither returned nor written, the toneobges melancholic. Zeynep goes to
the seaside and remembers the good times theyduymthér and begins to sing a

sorrowful song:

Duydum ki unutmgsun, gézlerimin rengini | have heard you haveydtten the
colour of my eyes
Yazik olmwy o g6zlerden sana akanglara So pity the tears that fall for you

from these eyes

Bir zamanlar sevginle agienen baimi | wish | had put my head which was
once
Dizlerinin yerine dayasaydimgara burning with your love on the stones

instead of on your knees

This short extract expresses Zeynep’'s profoundpg@iatment in Murat and his love.
So from the very start of the film, emigration ter@any and the resulting separation of
lovers, is associated with the pain, suffering,rgeey, and longing of all those, who
remained in Turkey. The scene creates the filmiagenof nostalgia in a series of
flashbacks of the happy past the lovers sharedeualls Boym’s definition of nostalgia
as ‘longing for a home that no longer exists’ aridesmtiment of loss and displacement’
(Boym 2001: xiii). However, here, home is to be erstiood as a (romantic) place of
belonging, an intimate place of togetherness. Tissotution of home caused by
Murat's emigration leads to Zeynep’s suffering frqrestorative) nostalgia and her

wish to rebuild the past, the lost home. This ienesting because it demonstrates that
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nostalgia is not limited to the person living inilexor diaspora, but also applies to
friends, family, and partners left behif.

In addition to nostalgia that often overlaps witlelamcholia, the melodramatic
mode is also featured in this film. As discussedaetail in the section about culturally
hybrid identities,Almanya’da Bir Turk Kizuses typical binary oppositions of good
rural values and bad urban values, and rich vepsusr, to establish a strong
melodramatic overton®.Murat and his German lover Gertha represent negjagilues
related to urbanisation and prosperity, such awicheblism and degeneration, whereas
Zeynep and Turkish people living in villages areginently associated with rural, poor,
but honourable values, such as honesty, fidelitg layalty. Towards the end of the
film, Murat realises his mistakes, but a last-ménotisunderstanding delays the reunion
as common in Yglcam romances. Murat and Zeynep separately rdgtutheir village
and when they meet at the place where their logareeverything turns out alright.
The return to the home country finally brings peacel happiness. Zeynep'’s strong
wish to return igosto$ to the mythical ‘home’ of her and Murat’'s romarnsegranted.
The myth turns into reality. | argue that it is iygd for Yesilcam to ‘realise the
impossible’ and turn the myth of a past home, wltiahsed nostalgia and melancholia,
into reality. This ‘ability’ of Yeilcam results from its poor and superficial plotdan
character development that often rely on coincidendhe desire of homecoming is
also significant for the protagonists in the ottven film, as | will show.

At this point, an analysis of the image of Germanylurkish migration cinema
would prove useful in order to show how the binafyhe bad West and the good East
Is constructed. The role of the German blond woraana symbol of undesirable

Western values will be investigated.

Wealthy, Modern Germany and the Dangerous German Binde

I would like to start with the image of Germany,tas receiving country of Turkish
emigrants, in Turkish cinema. As mentioned earl@th, Kayaglu (2011) and Alkin
(2013) have investigated this. Kagho recognises that a stereotype of Germany
predominated from the 1960s to the 1990s. Firgllpft is worthwhile differentiating

between firstly, how the migration experience inr@any is actually depicted in the

% Other films featuring the suffering from nostalgisfamily members and lovers left in Turkey are fo
exampleDoniy, Almancinin KarisiBatan Giing, andAna Kurban Can Kurban/ Mother Sacrifice Soul
Sacrifice(1975, Feyzi Tuna.
% The construction of binary conflicting oppositidnghis film has already been explored in the prio
section that examined the representation of culjuingbrid identities. At this point, just a brislimmary
is given. The same is true fBerlin Kaplani
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film, and secondly, how Turkish emigrants and ttdescendants represent Germany
through their stories they tell to family and frienin Turkey. Turkish cinema tend to
depict Germany as a place where guest-workers argronted with loneliness,
alienation, discrimination, and difficult workingoiditions. Their experience is often
contrasted with that of the German locals, whichesps better and more prosperous.
However, this presentation is often at odds witkv ibe migrant represents Germany
when in contact with relatives and friends from leordespite the migrants’ difficulties
abroad, they tend to deliver a positive image, $ouy on how they have become
wealthy and the advantages of Germany. The peopd&d bome, whose image of
Germany is generated from what migrants have shaltasuccess and photos of
posessions, expect to see this success and ptgsfi€ayaglu 2011). Germany is
represented through material attributes like a ees or a BMW, a German hat as a
symbol of upward mobility, a golden watch or rirmg,a camera as symbols of success
and wealth. Turkey is mainly shown as a countergtano Western Europe, its wealth
and modernity. Furthermore, it also stands fomaliemn and moral decay.

Like Murat in Almanya’da Bir Turk Kizor Mahmut inAlmanya Aci Vatanthe
male protagonists tend to adopt bad habits sucHriagking alcohol, cheating, and
gambling, leading to the neglect of the wife andlear family and frequently causing
marriage breakdown. Female characters can behavdardy like Zeynep in
Almanya’da Bir Turk KiziThe loyal Zeynep, who follows her husband to Gemm
becomes a woman who dinks, flirts, and sings ingatolub. However, most of the
time, the lapse of female the migrant is exhibttedugh her excessive greed for money
as shown irAlmanya Aci VatanAlthough Gildane has saved enough money in Berlin
to return to Turkey, she works harder to save mdaeynore and more flats to buy in
Turkey. However, she cannot leave, because shg/swants more.

In migration films, German women tend to presestrtioral decay of the West or
a danger to the guest-worker's relationship with Wife®’ The German woman is
typically blonde, alluring, seductive, and displdyas a sexual object. This image is
reinforced in the very first scene Admanya Aci Vatamhen a big crowd of men sitting
in a men’s café in a Turkish village flip througtparn magazine that a returnee from
Germany has brought, while commenting on the beatithe German women. Girata
points out that ‘[t}he clash between modern anditi@al values is often symbolized in

the figure of woman in Turkish (...) cinema’ (Gur&@06: 247). InAlmanya’da Bir

" See for exampleAlmanya Aci VatamAlmanya’'da Bir Tiirk KiziAyrilamam Alman Avrat 40 Bin
Mark, Alman Avradin BacisAlmancinin KarisiandDond.
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Tuark Kizy seductive Gertha represents the negative aspéctaodernity and the
Westernisation for women in attributes such as &stge makeup and accessories,
alcohol, and parties accompanied by rock and pogianiWhen Zeynep goes to
Germany to tell Murat she is pregnant and becomisnaus singer, she deliberately
imitates Murat’s prior treatment of her and Gersh@estern manners, to take revenge
on Murat and illustrate him how his behaviour wasaaceptable. Zeynep parties,
drinks, flirts with her German manager Hans, shepsessively, and behaves in an
arrogant and egocentric way like Murat did in Tyrkidowever, this is only a game she
plays for a while. Zeynep remains loyal and faithéuMurat.

To sum up, although most migration films cover labmigration and its effects,
like alienation or the breakdown of the nuclear ifggnmany use typical Yglcam
binaries, all of which are subordinated to the griconflict between good and bad.
Germany and German women factor into these dichewm nd usually represent the
bad West by simply replacing the industrialisednsul and urban, rich Turkish women
in a typical Yailcam plot.

Returning to the depiction of home, nostalgia, amelancholy, a very similar
sorrowful beginning accompanied by an equally sagsto that ofAlmanya’da Bir
Tark Kizi appears in the arabesk fillhimanya Aci GurbetAs already explained
arabesk films deal explicitly with the issue of maion and its associated troubles of
misery, despair, suffering, and pain. Although mostthese films centre on the
problematic life caused by Turkish internal migoatifrom rural areas to the metropole
Istanbul, some focus on external migration a ton@ery in particular, such @admanya
Aci Gurbet As is characteristic of the arabesk genre, time fiegins with an arabesk
song from the arabesk singer Ferdi Tayfur, hereveleld with pathos by the famous
female child star Ceylan, who takes the lead ralethe movie. The first lines
foreshadow the sad story to come:

Kara gurbet diye diye By repeatedly saying blgakbet
Omriim gelip gecer boyle My life passes by likesthi

Bu sitemim sana ¢d My reproach is not against you
Cekilmeyen kaderime It is against my unbearabigicle
Hic gulmeyen talihime It is against my never-lainghfortune

The song recalls Martin Stokes’s examination ofc¢haracteristic topics and emotions

of arabesk narratives and concerns suchuabet and kader (fate, destiny). Being in
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gurbetis experienced as ‘black fate’. During the song, see Ceylan and her blind
uncle walking the streets of Germany, disconnefteich the German society. Ceylan
carries hesaz(Turkish string instrument similar to a guitar)daimies to cheer her uncle
up, who needs her to guide him. Their long walks iaterrupted by shots of them
performing in Turkish cafés to earn their livinghél' song about thgurbet experience
alongside the images of Ceylan and her uncle, egpsehow being abroad is linked to
feelings such as loneliness, despair, sorrow, affigérsng and is construed as a ‘bad
destiny’, with no escape.

So bothAlmanya Aci GurbetndAlmanya’da Bir Turk Kizstart with a sad scene,
involving a sorrowful song and images of eithemigethe sufferingptherin Germany,
or a lonely longing for the missing partner. Mugilays a significant part, usually
connected to the plot and used to expresses thagorist's emotions. However,
arabesk movies tend to feature performances armgsgbat go beyond the narrative as
it appears iPAlmanya Aci GurbetHere, Ceylan and her uncle’s music is both dieget
and non-diegetic, occurring as a musical perforreant a scene or played as
background to a scene. The lyrics concern grieinaigss of the storyline. To give an
example, in one scene, Ceylan’s uncle arrangesvacamposition and introduces it to
Ceylan and they practise it. Although there isaweelstory in the plot, the lyrics revolve
around a typical arabesk thenkeya sevdawhich is closely connected to melancholy,

and illustrate precisely how a depressing moodeated independently of the storyline:

Aldanma ¢ocuksu mahsun yiziine Do not fall forimi®cent childlike face

Mutlaka terkedip gidecek birglin Anyway he will Veayou and go away one
day

Kanma sever gibi gériindtine Do not be fooled by the look as if he loves
you

Seni sevmiyorum diyecek birgiin One day he will #&t he does not love you

Standard topics of arabesk movies, such as a harling life, betrayal, personal
disasters, death, and here, unrequited love agibar in the plot, or more subtly in the
form of a song. Several other singer and arabdsis fnave similar openings, such as
Ceylan’s other arabesk movie about the difficd# knd the hardship of an immigrant
family in GermanyKadersiz Dgmusum/l Was Born without Destin{1991, Guz
Gozen), which begins with a song about hopelessapedshelplessness so that even
before the story starts, an atmosphere of despairnaelancholy is conjured. In the

following song, the suffering, which is regardedb one’skader (destiny/fate), is so
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strong that is expressed kadersiz dgmusum (I was born without destiny), which is

the title of the song:

Adimi dazarken koymy Yaradan The creator gave me my name when | was
born

Nasibim olur mu umuttaganstan Will I have hope and luck

Yazilmaz insanin bahti sonradan Someone’s deistingt written afterwards

Kadersiz dgmusum ben de kadersiz | was born without destiny witkeout
destiny

Yurdriim umutsuz yolum kapali I am walking hopslasy way is closed

Caresiz kirdilar tuttgum dali Helpless, they broke the limb | was haddi

Aglarim gézuma actim acali | am crying since | hapened my eyes

Kadersiz dgmusum ben de kadersiz | was born without destiny witkout
destiny

Whilst kader can also bring beauty to life, the lyrics emphadise state okadersiz
which means having no fate at all.

To briefly sum up, the two ¥dcam films evoke a melancholic mood at the very
outset through these sad songs and set the totteefstoryline.

Melancholy is continually intensified by songs thghoutAlmanya Aci Gurbet
with the last scene in particular, since it combirtee characters’ suffering from
nostalgia and yearning for their homeland with kd@ng about death sung by Ceylan.
However, before exploring the final scene, whemre diespair and yearning for home
reach a climax, | want to show how the narrativedgally builds up the protagonists’
longing for their village in Turkey. Ceylan and hemcle share a moment of joy on
hearing that the uncle’s residence permit problexa finally been resolved but the
mood suddenly switches when the uncle becomes Ititinlig

Uncle: Biz nicin burdayiz? Nesimiz var burlarda? Kendi tilkemizde de bukadarsgadikla
mutlu olabiliriz. (Why are we here? What do we dwd? We can be happy in our country
by doing the same amount of work.)

Ceylan: Sahi dayicim niye. Turkiye’'miz de giéz Ben buralari sevmiyorum.’ (Indeed my

dear uncle. Why are we not in our Turkey? | doliketit here.)

This exchange reveals the object of their desickcause of their melancholy. To apply

Boym’s concept, while Ceylan and her uncle disfagects of reflective nostalgia in
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this longing for home, here they recognise theiorgi wish to return home, which
gradually turns to an obsession and is what Boymgdeestorative nostalgia. After this
short dialogue questioning their stay in Germahgytimpulsively decide to return to
Turkey after the uncle’s eye surgery. Individuatsinents and conversations about
their unhappiness in Germany recur, making thig tinain focus. Near the end of the
film, Ceylan is hit by a car and taken to hospit&lere she is in intensive care with a
prognosis that she will not survive. A very despemxchange occurs when the uncle,
having had successful eye surgery after beingedjum the same accident, visits Ceylan

in hospital. Ceylan pathetically raves:

Ceylan: Turkiye'ye gétur beni dayicim. Harmandali oynagldk. (Take me to Turkey my
dear uncle. We wanted to dart@mandal;)®

Uncle: Oynayacgiz yavrum. Seninle vatanimiza gider gitmez el elarnfandali
oynayacgiz. Topr&gamizi Opecgiz. Bayraina, toprgina kurban oldgumun vatanina
gidip ulkemizi el ele gezeg& yavrum. (We will dance my child. As soon as veetg our
homeland, we will dancearmandali We will go to the homeland, whose flag and earth

sacrifice myself for and we will tour hand in hamat country.)

This is another potent evocation of the protagshisiesire to return to Turkey.
Reflective nostalgia, the mourning and melanchoelgra past time and lost home, has
changed into restorative nostalgia, driven by theaito return and rebuild past home.
Fervent patriotism surfaces, expressed througlvithiagness to make sacrifices for the
homeland. In the strictly binary construction oétgood homeland Turkey and bad
Germany, the latter is presented as the root of\all Whilst the uncle is planning to
get revenge for Ceylan, he justifies his immorahdxeour by blaming Germany, the
country becomes the reason for Ceylan’s currendition:

Uncle: Onu burada 6liime terk eden, bu hale getiren Almaiesil mi? Oleceksek kendi
vatanimizda 6lUriz. (...) Almanya delirtti beni. {fsiot Germany that leaves her [Ceylan]
to die and has put her into that situation? If vewehto die, we are going to die in our

homeland. (...). Germany drove me insane.)

The othering of Germany here is a good exampleayinBs restorative nostalgia. The
author argues that restorative nostalgia’s conspied worldview is based on a ‘battle

of good and evil and the inevitable scapegoatinthefmythical enemy’ (Boym 2001:

% Harmandaliis a traditional Turkish dance.
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43). Here, Germany is scapegoated as the causeytdr(s death. During the film, this

othering becomes less important and the obsessiggnlg for home takes centre stage.
After the uncle’s personal protest against Germ&owards the finale, the film focuses
on the painful yearning for Turkey. Ceylan’s untdées revenge, but in the shootout
with the perpetrator, he is badly wounded. Nevéed®e he manages to get to the
hospital to keep his promise to Ceylan to taketbérurkey. Ceylan is waiting for him.

The following dialogue begins the final scene, inieh the representation of grief and

longing reaches its peak.

Ceylan: Geldin mi dayicim? (Did you come, my dear uncle?)

Uncle: Geldim Ceylan'im. (I came, my Ceylan.)

Ceylan: Gidiyoruz degil mi dayicom? So6z verrgiin bana, Turkiye'ye, vatanimiza
donecektik. (We will leave, won't we my dear unclé®@u promised me. We wanted to
return to Turkey, to our homeland.)

Uncle: Evet yavrum s6z verrtim. Bak ste s6ziimde durdum yavrum. Seni almaya gedim.

(Yes my child, | promised you. See, | kept my preenimy child. | came to take you.)

Using the last of his strength, the injured unifts Ceylan from her sickbed and carries
her out of the hospital. At this point the finahgostarts and will back the last scene of
Almanya Aci Gurbetintil the end. The song ‘Bir giu diinyadan gocup gidersem’ (‘If

| pass away from this world one day’), is sung Byl@n in a very slightly modified
version and belongs to the Turkish traditional fatkisic genre calledirkii®® The

lyrics about death underline the sorrow of the secen

Bir guiinsu diinyadan gocup gidersem If | pass away fromwtoidd one day
Anam anam dgar duman aman My mother, my mother, misty mounstabh
Bosa da gider gozygarin gglama Your tears will get wasted, do not cry
Anam anam dgar duman aman My mother, my mother, misty mounstabh
Bosa da gider gozygarin gglama Your tears will get wasted, do not cry
Anam anam halim yaman aman My mother, my mothey, eondition is
desperate
Yok olur benlgim ¢lrirse beden My self disappears, if the boehags

During this song about farewell and the fear oftde&@eylan and her uncle wander the

streets of Germany at night with the purpose ohgdo Turkey. Knowing this is an

% A more detailed explanation ®firkiiwill be given later in the section on the use afsio and
hybridity.
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impossible dream, since Ceylan is about to diethrdexhausted uncle can no longer

carry her, Ceylan speaks when she regains consigssis

Ceylan: Daha ne kadar kaldi dayicim? Cok var mi Turkige'fHow much longer my dear
uncle? Does it take long to Turkey?)

Uncle: Az kaldi. Nerdeyse geldik. Bak ilerde Turkiye'ngdriuniyor. (We are almost there.
Look, ahead our Turkey appears.)

Ceylan: Gorilyorum dayicim. Cayirda ¢ocuklar horon oynuygeni de oynatirlar mi? (I
see my dear uncle. The children are dantioigpn on the meadow. Will they let me dance
with them?)

Uncle: Tabii oynatirlar kizim. Onlar bizim kanimizdarzitm canimizdan. (Of course they
will let you. They are from our blood, from our $9u

Ceylan: Cok mutluyum dayicim. (I am very happy my deacler)

Uncle: Ben de mutluyum. Ben de Ceylan ben de. (I am Yajop. Me too Ceylan, me too.
[Ceylan dies in her uncle’s arms.]

Uncle: Ceylaaaaan. Allahim nedir bugnaiza gelenler. Gurbet ellerde sonumuz bdyle mi
olacaktl yarabbim yarabbim yarabbim. Ceylaaaaary. ¢eid, what is this that happens to
us? Had our end to be like this in therbetmy god, my god, my god. Ceylaaaaan)

A moment after Ceylan’s death, the uncle collapsgiéls her in his arms and also
dies. As they are about to die, they feel happinesagining being back in their
homeland. Boym’s statement that ‘restorative ngsdatakes itself dead seriously’
(Boym 2001: 49) becomes literal when the pair geslyi attempt to go home, knowing
that they will die in the process.

Ceylan’s desire to play and dance with the childrem her village, on the one
hand, reflects Boym’s definition of nostalgia as@arning for a different time — the
time of our childhood’ (Boym 2001: xv), and on théher hand, the imagined picture of
children dancing in the meadow exemplifies Naficyideas on the different
representation of territoriality in accented filnWhilst these films tend to depict lives
in diaspora and exile as claustrophobic, the honaglan the contrary, is portrayed with
a ‘fetishization and nostalgic longing to the hoamel's natural landscape, mountains,
monuments, and souvenirs’ (Naficy 2001: 5) as ie tase of the protagonists’
imagination of their village. Moreover, Ceylan’sniging to rebuild an imaginary
childhood experience is tragic because she is a&tithild herself. Her longing for
childhood implies that Ceylan has had to grow up fesst due to the hardship of her
existence in Germanyllmanya Acl Gurbefeatures reflective nostalgia which changes

into restorative nostalgia. Returning to the filnssapegoating of Germany and its
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establishment of an East/West antagonism, it appbat the othering of Germany not
only proves beneficial for the representation oftatgia as a longing for a mythical
home, but also for the depiction of opposing biemito develop a melodramatic mode.

With respect to the fact th@&lmanya Aci Gurbeattributes all the protagonists’
misery to the circumstance of migration, | arguat tmigration to Germany merely
provides a different backdrop for the sorrowful kesk film that only exhibits its
specific genre characteristics. As a consequente, characters’ actual migration
experience in Germany is not focus of attentionotltmer words, even if emigration is
represented as an experience of suffering and iyggfar home, this suffering is not
specific to the life in Germany, but rather a gahstate that results from migration of
any kind.

As shown, alongside the melancholic mode, the mmatodtic mode is also
evident in bothAlmanya Aci GurbeandAlmanya’da Bir Turk KiziThis is predictable
since they are melodramas and one belongs to #iesk genre. However, the third
movie | have selected is a comedy from 2012 and worth exploring the role of
melodramatic modality and melancholy in this filmhave shown that almost every
Yesilcam comedy includes some melodramatic elemerittoAghBerlin Kaplaniwas
produced decades aftersleam, it stll contains melodramatic and melanahdiaits.

In contrast to the other two discussed filBsylin Kaplanidoes not start with a
sorrowful song. Quite the contrary, its beginniagather energetic. After the very first
scene of Ayhan’s boxing match, the lengthy titlgusance presents a vibrant, colourful,
multicultural, and illuminated Kreuzberg at nightdais backed by the lively Turkish
rap song titledSabir (Patience)®® Combining fast cuts with rapid horizontal and
vertical panning shots and fast motion, the carntréza to capture the multifaceted and
complex Kreuzberg with its trams, night buses,edtrausicians, street arts, nightlife,
bicycles, cafés, Turkish grocery stores, and deseethnic groups and cultures.
However, the song’s lyrics lay the foundation foyh&n’s story with the encouraging
refrain ‘sabir sabir girer yoluna’ (‘patience pate things will fall into place’) that
implies Ayhan will encounter some problems butvéll be right in the end. Indeed, in
the first scene, Ayhan loses his match, which kderdhe start of the difficulties to
come.

One might argue that the first scene, the titleusage, and the song create a
problematic perspective from the beginning on like other two films that started

gloomy to draw attention to the upcoming sorronduents caused by migration. The

1% The song will be discussed more closely in thet paxt about hybridisation through music.
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main dissimilarity however is that iBerlin Kaplanithe protagonist’s difficulties are
peculiar to the individual rather than related tigmation, as in both the g¢cam films.
This is an important fact to keep in mind sinceshbws that decades after the first
Turkish labour migration to Germany, a kind of natity prevails with the characters’
main problems being completely independent of tiygaict of migration.

However, there are sad moments in Ayhan'’s storyahalinked to his migration
background. As already discussed, Ayhan followsctietom of bringing presents from
Germany for friends and family in Turkey. In thodays, industrialised Germany
offered access to goods like gadgets or chocolateavailable in Turkish villages or
only for a small number of wealthy people. Thugsthpresents were generally received
with enthusiasm and joy. Ayhan has not been bacKkutiey for a long time and is
ignorant of how modern it has become. His pressaunth as a shirt and some Nutella for
his nephew Fatih fails to impress and Fatih evémrme the Nutella with the comment
‘We have this here, too’. Scenes showing the pootesgs misunderstanding of Turkish
idioms due to his alienation from the Turkish crdtuare low points for Ayhan.
Although these slightly depressing circumstancéateeto Turkish German Ayhan’s
background of migration, they neither affect hissifwe attitude, nor constitute a
predominant theme in the story.

As explored in the chapter about the representatiaiulturally hybrid identities,
Berlin Kaplani first reverses and afterwards dissolves the comuohality used to
generate a melodramatic mode in manyiléam melodramas and comedies and also in
films on Turkish migration from that period. IBerlin Kaplani Ayhan’s cunning
relatives represent the bad Turkish part in thestanted duality. Instead of the usual
representation of melancholy prevalent in manyilgam migration films, Ayhan is
seen to suffer panic attacks, that only stop wheereturns to Turkey.

At this point, it is worth considering how Ayhars®ry ends, since as in the other
two films, homecoming to Turkey is a significantemlent. Finally, the relatives
acknowledge they were at fault and regain Ayhaffections by supporting him at his
important boxing match in Istanbul. The very lastree shows Ayhan at an afternoon
barbecue with family and friends at the seaside ahig Elvan have become a couple
and when they all urge him to stay in Turkey, heeag. As Kayaglu notes, even if
Turkish migrants are no longer presented as thersug otherin the foreign country of
Germany, Turkish German Ayhan only finds true happs in his or his ancestors’
homeland Turkey (Kayadu 2012: 99f.). Indeed, although Germany is seeAydmsmn’s

home, with cultural borders long dissolved and reyrid cultures in evidence 50
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years after the first Turkish migration to Germaintill constitutes a site of difficulty
and unhappiness. Ayhan, who has no real work inm@ey, suffers financial worries,
trouble with the boxing betting mafia, and anxiatyacks, finds the solution to all his
problems in Turkey. During his nephew’s footballtoain Turkey, Ayhan becomes
enraged with the child’s trainer and, just as @ki® as though he cannot control his
temper, he realises that he has had no panic atsaeg&e his arrival in Turkey. Not only
that, he has also solved his money problems, faugitlfriend and a loving family.
Ayhan is not shows to suffer specifically from redgia directly. Ayhan neither wants
to return to Turkey, nor desperately longs formagined home. However, the fact that
his actual return assuages his anxiety could itglitaat he experienced some kind of
reflective nostalgia on an unconscious level inn@ery.

I will briefly return to the meaning of homelandgmificant to most migration
films. In ‘No Place Like Home? Or Impossible Hometngs in the Films of Fatih
Akin’ Daniela Berghahn (2006), identifies threefeliént characteristics of homecoming
in Turkish German cinema and in particular in Fa&Hin’s oeuvre: firstly, home as a
place of salvation, secondly, as an ominous utaid, lastly, home as purgatory and
redemption.

In Berlin Kaplany Ayhan’s return was not planned, and he felt ngirddo revisit
his parents’ homeland. However, a simple trip te felatives turned out to be his
salvation. He leaves all his problems behind aadtsta new life in a small Turkish
seaside town. Ayhan attains the life dreamed ahkycharacter Gabriel in Fatih Akin’s
Kurz und Schmerzlo8erghahn has described Gabriel's wish to retwrra gpossibly
ominous) utopia that has never been accomplishegrg{ahn 2006: 151f.). A
realisation of this desire may have resulted ima&n as in the case of Ayhan.

Salvation also plays an important roleAlmanya’da Bir Turk Kiziwhich ends
with the homecoming of Murat and Zeynep. Murat, sdianigration to Germany
impacted negatively on his character, rendering himmoral and selfish. He only
realises what is really important in life after adbaccident. His decision to return to his
village, finally brings him peace and true love. iEcoming reunites Zeynep and
Murat, saving their relationship, which had suftersince Murat's emigration to
Germany.

As discussed in detail, almost the entire filsimanya Aci Gurbetleals with the
topic of homecoming. Ceylan and her uncle not ofdgrn and long for home, but
actually take action to return to Turkey. Howevdre desire to go home proves

impossible and so they die on the streets in Geyndreaming of their homeland. The
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arabesk film does not allow its protagonists tdgok to their roots and reach salvation
and thus homecoming becomes an unattainable utdpe&afate brings Ceylan and her
uncle no salvation in the country of their origiut instead salvation in form of death.
The film gives the message that if the desire ahéooming stays an utopia, it can
become dangerous and even lead to d&4th.

The fact that homecoming is seen as salvationasethhree films implies that life
in Germany is unhappy. Migration is representedet to misery that only can be
ended by return to one’s cultural and social roats Turkey. Likewise, the
representation of nostalgia and melancholy suggt#sits migration is a difficult
experience. Moreover, relating restorative ancentite nostalgia to cultural identity, |
argue that whilst the first hinders the depictidntiee positivity of culturally hybrid
identities due to its obsession with the myth of tmst home, reflective nostalgia
‘explores ways of inhabiting many places at once iamagining different time zones’
(Boym 2001: xviii), and thus opens up paths to aegkedge the characters’ belonging
and longing choices and possibilities of represgntulturally hybrid identities.

To briefly sum up, Ygilcam s conventions, such as the construction afiguto
create a melodramatic mode that mostly involvesanaoly and the representation of
nostalgia have a strong influence on films dealniy Turkish migration to Germany.
Melancholy is also reinforced through sorrowful muss is the case in the two earlier
films, and through endings that suggest a betterndi homeland Turkey. In this sense,
these films portray the migration experience amdisand thus negative.

This bias not only leads to what Mercer termed ‘plogic tendencies®? but
also exacerbates a positive representation of raliltuybridity and culturally hybrid
identities. Mercer claims that films with a ‘monglo tendency’ ignore the diversity
and complexity of diasporic people or those witmigration experience (Mercer 1994
62). This is exactly the case in the sigam films Almanya’da Bir TurkKizi and
Almanya Aci Gurbeand in many others. These movies rely heavily efl established
rigid narrative patterns and so continually repeat,the one hand, stories about a

sorrowful and hard life igurbetand, on the other hand, tales about the temptatad

1911n'‘Beyond Return in Turkish Diasporic Cinema’ $#l\Kratzer (2015) explores the meaning of home
and return in Turkish diasporic cinema. In analgsamongst others Fatih AkinGegen die Wanend
Soul Kitchenshe concludes that in transnational cinema, éinéigurations of home and return have
changed in the sense that the home the diaspentitgd longs for is neither in the host country imothe
country of origin. Home and homecoming are not gapkical, but rather an ongoing spiritual journey t
a deeper sense of identity and self. See the vamleologyCinematic HomecomingExile and Return
in Transnational Cinemadited by Rebecca Prime.
192 5ee Chapter 2.3.1 for a detailed explanation eitatogic tendency’.
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immorality of Western society, which negatively lughce the migrant’s cultural
identity. Most Turkish films about migration — indyter’'s words — ‘homogenize and
totalize’ the migration experience of Turkish peopl Germany rather than presenting
a multifaceted picture. Such a one-sided representanakes it difficult to depict
cultural hybridity a valuable resource.

However, Ygilcam was notorious for its poor character develepmCharacters
were static, flat, predictable, and lacked psycticl depth. Erdgan states that
‘characters who were never depicted as individaald who could not act, but were
‘acted upon’, reinforced the melodramatic affe@rdogan 2006: 236). Furthermore,
according to Tamer (1978) Turkish cinema has begy much star-oriented. Each star
had her or his own fixed filmic persona, which need in every film. So the
filmmakers and screenwriters designed the narratte this in mind in order to fulfil
the expectations of the audience and the fans (Td®€8). In the current case, the
singer and actress Kugcuk Ceylan is well known far $inging sorrowful arabesk songs
and playing the virtuous woman, who is victimiseg @dn unfair and cruel world.
Similarly, in Almanya’da Bir Turk Kizi Nese Karabodcek is known for her music
performances and for representing a decent chanaittehigh morals™®® The effect of
star orientation and these fixed roles is that epdand realistic representation of the
migration experience gives way to the priority bé tproved and for the film industry
beneficial star-audience relation. Given such cirstances, a positive depiction of
cultural hybridity is nearly impossible. This amgdito almost all Yglcam films on
Turkish migration.

The post-Ygilcam film Berlin Kaplaniis alone in depicting Gokturk’s ‘pleasures
of cultural hybridity’. The latest movie on the kish diaspora in Germany about third-
generation Turkish German Ayhan presents a moréfaadted and complex picture of
Turkish German lives and acknowledges the positofesultural hybridity possibly for
the first time in the Turkish cinema on migration.

To conclude, the dependency of films about Turkistigration on the
aforementioned Yadlcam conventions, such as on the melodramatic iigdand
melancholy, the important role of nostalgia, an@ thoor character development,
results, on the one hand, in a ‘monologic tendenayiich neglects the complexity of

198 Some examples of prominent stars, who have shetakfiim dealing with Turkish migration to
Germany and have a steady and recurring role @esare the ethically good characters like thedchil
arabesk singer Kuc¢ik Emrah, another arabesk skayeli Tayfur, and the naive melancholic comedians
flyas Salman and Kemal Sunal.
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migration experience, and, on the other hand, laccl of appreciation of the positives
of culturally hybrid identities.

Even if the characters’ hybridisation is completeynored as inAlmanya Aci
Gurbetor shown, but not valued, as Almanya’da Bir Turk Kizicultural hybridity
inevitably occurs when cultures encounter eachrotha migration setting. | argue that
film on migration cannot ignore this reality totallas | will demonstrate in the next
section. It will be interesting to look at the raé music to see how various artistic

styles are combined, leading to hybridisation.

4.5.5 The Use of Music and the Positioning of Cultal Identity

The examination of how melancholy is generatedchi Ysilcam films Almanya Aci
GurbetandAlmanya’da Bir Turk Kizhas shown how music and songs are employed to
create a sorrowful mood in the films to underlihe tonging for home, homesickness,
or the suffering of the wife who is waiting for hieasband’s return. In my analysis of
the role of music, | mainly focus on its relatiom ¢ulture and identity. | argue that
music constitutes a powerful indicator of culturbybridity and therefore an
investigation of its use in relation to the chagast cultural positioning should shed
insight, particularly in regard to arabesk song’enmection to the migration
experience?*

As established, the only film to view culturallybmd identities in a positive light
is Berlin Kaplany which starts with a musically hybrid song. Thengditled Sabir
accompanies the opening credits and backs the snafethe culturally hybrid
Kreuzberg. The song is performed by the German-bamkish German rapper Hakan
Durmws also known as Killa Hakan, who is from Kreuzbermself and collaborates
here with the film’'s scriptwriter and main actor sADemirer. In ‘Aesthetics of
Diaspora: Contemporary Minstrels in Turkish BerliAyhan Kaya (2002) examines the
Turkish hip hop scene in Berlin and includes Kiakan in his analysis. About the

singer and his former grouglamic Forcés transnational music style Kaya notes:

194 The use of music and sound in films has attrabtedd scholarly interest. Claudia Gorbman’s (1987)
Unheard MelodiesAnahid Kassabian’s (200Hearing Film: Tracking ldentifications in Contemaoy
Hollywood Film Musi¢ the anthology edited by Miguel Mera and David igamd (2006)European Film
Music and Amy Hezog's (201@reams of Difference, Songs of the Same: The Mugioment in Film
are a few examples. See the literature review aptr 3.1 for articles about music in Turkish Gemma
diasporic cinema.

205



Islamic Force(...) combine a drum-computer rhythm of Afro-Americtmadition with
melodic samples of Turkislarabesk and pop music. By mixing traditional Turkish
instruments like thezurng baglama and ud with the Afro-American drum-computer

rhythm, they transculturate rap music (Kaya 20®): 5

In his songSabir, the rapper fuses Afro-American drum-computer g with
traditional Turkish melodies and instruments likes tspecific use of the violin in
Turkish art music. The refrain, is sung by Ata Demiin a typically arabesk style
alongside Hakan’s Turkish rap parts and incorparatiitionally the arabesk genre in
this already hybrid musical arrangement. The eidenitx of diverse musical traditions
from different cultures results in culturally hytirmusic that represents not only the
singer’s cultural hybridity, but also symboliseg ttharacter Ayhan’s culturally hybrid
identity in the film. The same melody recurs throogt the first part of the film set in
Kreuzberg. However, when the protagonist movesuxkdy, the film starts to feature
Turkish songs.

In the second part, music takes a backseat and psgt Turkish melodies
accompany some scenes, an exception being the sdare Ayhan and Elvan grow
closer at a beach bar at night. While lying on keds and drinking cocktails, they open
up to each other a little and Ayhan explains howéeame accustomed to Turkey and
the sadness he feels at the thought of leavingplesd ones behind when he returns to
Germany. A live solo acoustic guitarist performe famous Turkish summer pop song
Akdeniz Akamlari (Mediterranean Nights) during this intimate corsation at the
beach. The song’s lyrics, about falling in loveanJuly summer atmosphere on the
Mediterranean, soon has everyone singing alongs €hgenders a close and loving
communal spirit, arising from a sense of commomtidle that was missing in Ayhan’s
life in Germany, where he was living alone in het.f Whether Ayhan is starting to
experience any longing for an imagined homelant hieavas not previously aware of,
is open to debate.

One could argue that this song, as a part of thditeteanean Turkish culture,
stands for and underlines the Turkish side of Ayhamltural identity. However, |
argue thaBerlin Kaplaniconstruct no binarism of culture through its mu3iee hybrid
songSabirreflected Ayhan’s culturally hybrid identity arkkdeniz Akamlari merely
amplifies the complexity of his cultural identityhe character is at home with Turkish

culture, German culture, boxing culture, and Mediteean culture and therefore he
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feels comfortable and can identify himself with bbobusical styles. The intermingling
of his various experiences continually creates @ Aghan whose culturally hybrid
identity does not allow ascriptions like Turkish @erman. In the romantic beach bar
scene, Elvan opens up and reveals her feelingsAytian and her wish to go to
Germany with him. Ayhan responds with a detailedcdurse on the need for a
Schengen visa and how to obtain one. His unemdtemd rational does not represent
his practical German side because the film confeusitth simplistic dichotomies to
show that the Turkish German character acts aacugridi his hybrid and multifaceted
cultural identity. In this situation, he is jusalistic in a romantic atmosphere.

To conclude, the film integrates musical stylegrfrdifferent cultural traditions
either within a single song as in Killa Hakan and memirer’'s arabesk-rap soBgbir,
or throughout the film, which allows multiple stglef music asSabir and Akdeniz
Aksamlari to coexist. The coexistence of culturally diversasic, on the one hand,
expresses the Turkish German characters hybrality, on the other hand, renders the
whole film a culturally hybrid piece of art.

Similarly, Almanya’da Bir Turk Kizifeatures traditional Turkish folk music
alongside melodies from German nursery rhyme. Atmoeed, the famous Turkish
singer Nge Karabdcek takes the lead role of Zeynep, whorprtés several songs
throughout the film. Her musical repertoire rangesm the songsDuydum Ki
Unutmysun Dilimi Baglasalar Anmasam Hi¢ AdinandSaymadim Kag Yil Olduhat
she sings in th@urk Sanat Muzi genre style (in English: Turkish Classical Music,
Turkish Art Music, or Ottoman Classical Music) thas its roots in the Ottoman
Empire, to arabesk songs likertler Benim Olsurby Orhan Gencebay, often called the
father or king of arabesk music. Zeynep sings sowg®nly for herself in her village in
Turkey, but also performs them for other peoplaiiurkish club in Germany after
becoming a famous singer there. Her performanceslirelerzog’s definition of the
term ‘musical moment’, which ‘occurs when musi@itally a popular song, inverts the
image-sound hierarchy to occupy a dominant positiaa filmic work (...) [and] marks
a point of rupture within the larger context of thien’ (Herzog 2010: 7). Zeynep’s
musical interludes sometimes interrupt the nareafiow to emphasise her emotional
state or enhance the film with popular songs sung llamous singer. The film also
features other musical traditions like — to stayhwiurkish music — Anatolian folklore
music and folklore dances accompanied by traditidngkish music instrumentgurna

and davul as when the Turkish villagers welcome Murat ahd German tourists.
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Moreover, Murat and Zeynep’s party scenes in Tuikay Germany are always backed
by a mix of Western pop, rock, and funk music frdme 1970s. Another interesting
musical intervention occurs when Zeynep arriveG@mmany at the main train station in
KdIn. Whilst a confused and disoriented Zeynep veaméround lost and asks for help,
the German nursery rhym&er hat an der Uhr gedrelglays on the soundtrack. The
diverse Turkish songs work to underline Zeynep’'sogoms and thoughts, or to
reinforce Zeynep and Murat’'s intimate moments. TWestern music however,
represents either an immoral Western egocentric laedonistic society with its
priorities of amusement, fun, and entertainment,isordeployed to emphasise the
otherness and disorientation felt by the migrarihenforeign country Germany.
Accordingly, the film distinguishes between Turkistaditional and modern
Western music by giving each a different meaningdding so, the musical dichotomy
supports the narrative’s binary construction ofdjdarkish village values versus a bad
urban West. Nevertheless, as likgerlin Kaplany Almanya’da Bir Turk Kizi
incorporates various music traditions and stylesome single film, it — probably

unintentionally, but inevitably — results in a eulil hybridisation of the whole film.

My last case studplmanya Aci Gurbetbelongs to the arabesk genre and features
mainly arabesk songs with lyrics and rhythms thxaress feelings of sadness, fatalism,
sorrow, disappointment, yearning, and longing, Whiwot only relate to internal
migration experiences from rural Anatolia to urblatanbul, but also result from a
generally pessimistic and overly sentimental pesspe on life.

The child singer star and actress Kicuk Ceylanigli€eylan) as the female
protagonist interprets several well-known songs féyous arabesk artists such as
Aldanma Cocuksu Mahsuvizineby Muslim GulrsesKara Gurbetby Ferdi Tayfur,
and also her own songime Suclu DiyeyimIn addition, she performs songs from the
Turkish folk music genre like her final soBy Gin Su Dinyadan Gocup Giderseat
the end of the film. Most of the songs that arbegipperformed at the Turkish nightclub
or simply used to back different scenes are mosheftime not arabesk as such, but
rather a mix of arabesk and Turkish folk music.

The girl singer group performing at the same Turkisightclub similarly
interprets songs by famous arabesk singers OrhaoeBay andbrahim Tatlises, such
as Elhamdulillah and Mavi Mavi in a traditional folk music style. The arabesk rgen
already musically hybrid as it borrows elementarfrdurkish folk music, such as

rhythms or interpretations, here reaches a new fairmybridity. Whilst some of the
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music is meant to entertain, some presents migrdespair in the foreign country and
their longing for their village in Turkey. The filmoes not depict any form of Turkish
and German cultural encounter, underlining thisfésturing only traditional Turkish

music.

Of particular import here is the fact that althodlgé film, that is completely set in
Germany, features no German or Western rock orrpogic, so does not display the
musical hybridity that would result from a coexgfiof Turkish and Germany music
within a single film, it inevitably presents anothirm of hybridity. Drawing on
Bakhtin’s ideas on the intermingling of differersio€ial) languages in a single hybrid
utterance, | argue thalmanya Aci Gurbetontinually evinces hybridity by juxtaposing
the visual and the audio. The characters are fratyjushown wandering the streets of
Germany to the sound of traditional Turkish musied aarabesk songs. This
juxtaposition of — to put it simply — the Germaiswal and the Turkish audio in a single
filmic utterance is not only heteroglossic, bubatsilturally hybrid. The opening credits
are a good example of such a hybridity. As Ceylad laer uncle wander around, the
camera focuses on typical German places and shiapshe German bakery ‘Rahm’s
Brotkorb’, the arabesk sori§ara Gurbet sung by Ceylan, is played. This audio visual
intermingling of cultures creates something comghlehew and hybrid. It is interesting
to see how this film expresses a different forncwatural hybridity and how it shows
Turkish arabesk being used to denote sufferingtiregdrom external migration instead

of internal migration.

Each of the three films deploys music in differemhys to express cultural
hybridity. First of all, in some instances the ntuand songs are already hybrid as with
the rap-arabesk sorabirin Berlin Kaplaniand certain songs iAlmanya Aci Gurbet
that blend the arabesk genre with traditional Talhrkiolk music melodies. The analysis
shows that the utilisation of music from differendtural traditions underlines either the
characters’ culturally hybrid identities, or thdtawal hybridity of the entire film. In the
so far latest filmBerlin Kaplany the music suggests Ayhan’s cultural hybridityhass
shown to be familiar with both the multiculturalban Berlin and the Mediterranean
culture of Turkey. By contrasflmanya’da Bir Turk Kizhas a definite demarcation of
good/rural/Turkish music and bad/pop/Western misiceflect cultural behaviour in
certain scenes. However, since diverse styles dfianfuiom different traditions and
cultures are shown to coexists, the cultural hybaiibn of the movie becomes

inevitable. Likewise the last filmAlmanya Aci Gurbetonstructs a similar binary
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opposition of cultures, but here Western musioimpletely absent. Traditional Turkish
melodies and ‘Turkified’ arabesk music underline ttepiction of the characters’ static
Turkish cultural identity, and in combination wislorrowful lyrics, their difficult lives
as migrants. Nevertheless, the director's musical aarrative effort to disregard
Turkish and German cultural encounters and to igrtbe hybridisation of cultural
identity inevitable in the migration process prowggenable. When scenes of German
streets are underlaid by Kigcuk Ceylan’s arabeskisotine audio visual intermingling
of cultures produces something new and makes ibgsiple to categorise the culturally
hybrid film as neither a typical Turkish arabesk|mdeama, nor a sheer Turkish
migration film. The film rather creates somethingque by telling the Turkish arabesk
story on the streets of Germany.

4.5.6 Conclusion: Cultural Hybridisation as an Inevtable Process

The purpose of the close analysis of these thiegs fon the Turkish migration to
Germany, the lives of guest-workers, and peoplergghg to the Turkish diaspora in
Germany, has been to ascertain how cultural hytigrisiportrayed. The exploration has
shown that such films inevitably display culturglbhidity in various parameters and
dimensions, such as complex linguistic and mugigakidity. Furthermore, two of the
films engage with influence of Turkish German emteus on the guest-workers’ and
the third-generation migrants’ cultural identity. hWét Almanya’da Bir Tirk Kizi
features culturally hybrid identities, but represethese as a form of assimilation,
Berlin Kaplani exhibits an appreciation of culturally hybrid idiéytas a valuable
resource.

The second major finding is the remarkable impdctYesilcam conventions,
including its binarisms, which contribute to thdm$’ melodramatic modality.
Melancholy and nostalgia dominate in the twaidam films. This influence is evident
in two aspects of these films: firstly, the ovenieag melancholic tone and the
predominance of nostalgia underline a problem-baspdesentation of the migration
experience as leading to victimhood and miserypisély, the fact that Turkish and
German cultures are portrayed as oppositional padesl any conclusion characterising

culturally hybridity identity as something eithealuable or positive.
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4.6 Turkish Migration Cinema: Yesilcam’s Dominance and theDispleasures of
Cultural Hybridity

My research has revealed the existence of a lawgsus of Turkish films on Turkish
migration to Germany and the Turkish diaspora,rbgardless of this fact, there is very
little academic work on this topic. The review bktexisting literature revealed that
scholars provide valuable insight into this subpaatl helped in identifying the relevant
corpus of films, which | have categorised in twoimngroups. Firstly, there are those, in
which the topic of Turkish migration to Germanyngerely background narrative or
only appears as a starting point for the main &tegy These have relevance because
they demonstrate that migration was an importamt ph everyday life and would
therefore naturally be also part of Turkish cinefffae second group, however, focuses
on the subject of migration in particular and cdess it in some detail. Moreover, a
chronological classification of films produced dawgithe Ygilcam era between the
1960s and 1980 (around 90 percent) and posii¢éen era has proved useful.

The most obvious finding is the tremendous impdctYesilcam’s industrial
context and genre conventions. The fact that theifidustry sought to produce a great
number of films on a low budget in a short periodsatisfy audience demand resulted
in poor camerawork, lighting, and editing as wedl ® the quality of script and
character development.

Many productions are melodramas, some of them iagess films and some
arabesk film and a melodramatic modality pervadligdras, even the comedies. This is
mainly created by constructing polarities of godghgt, rural, traditional) and bad
(West, urban, modern) and by a melancholic mode. gérceived roots of melancholy
include the suffering from nostalgia of a mythidame; hardships connected to
migration such as separation from family, difficest adapting and beirthe otherin a
new country; problematic cultural differences; yl@arning for home; and the alienation
felt by returnees, which are all key topics in matgwn film. Hence, this dependence on
typical Yeilgam conventions inevitably results in a rathesginistic perspective of
Turkish migration. However, the few postgfleam films adopt a social worker angle
and most of them can also be termed transnatiorthlsaen as evincing an optimistic
perspective on cultural hybridity.

With the end of Ygilcam era and the rise of the new cinema of Turkesy,
pronounced influence on migration films dissipatédit the number of films on

migration also rapidly declined. The new cinemalakey lost interest in the topic of
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Turkish migration. By featuring people from the Kigsh diaspora in Germany in
supporting roles rather than as protagonists, datbat cinema started to normalise the
presence of former guest-workers and the followgegerations as an everyday reality
of Turkish and German society, which is also re#ldcin the multiple Turkish TV
series that involve characters representing th&iJludiaspora.

In my analysis, | could identify only four flmsdm the new cinema of Turkey
that cover this subject. Two can be classified@sshational and hybrid and portray the
lives of refugees in Germany and other Western jg@an countries. Another concerns
a Turkish woman in Germany, who is oppressed aratebeby her husband, but
manages to free herself with the help of the Germaliare state. The three social-
realistic films share the aforementioned socialkeoperspective akin to early films on
first guest-workers in German cinema. In contrastGerman cinema, they tend to
represent the heterogeneity of migrants in termghefr national, ethnic, cultural,
socioeconomic, and political backgrounds. The todéiin on the topicBerlin Kaplan
constitutes an exception, as the first film to adopositive approach to the culturally
hybrid identities of diasporic characters. The cdyneepresents the third-generation
migrants’ culturally hybrid identities and showca$®w varied cultural encounters can

be of value.

Another aim of this chapter was to investigate hiawkish cinema on migration
from the 1960s until the present represented alltwbridity. The in-depth analysis of
three films, has shown that films on migration arevitably culturally hybrid. They
differ from each other in firstly, the extent to s they focus on cultural hybridity and
secondly, their perspective on and interpretatibit. arurkish German encounters are
shown to result in diverse and complex forms ofglistic and musical cultural
hybridity and also in the hybridisation of the cuél identity. The films predominantly
present cultural hybridity as something negativel dand to strictly divide the
characters’ cultural identity to Turkish and Gernfaations. In other words, although
cultural hybridity is represented, it is not prdgearcknowledged.

However, as aforementionedBerlin Kaplani constitutes an exception. The
comedy portrays the third-generation Turkish Gernpaotagonist Ayhan with his
complex and multifaceted culturally hybrid identég a resource. This finding is of
particular interest in relation to the represeptatof cultural identity in German and
Turkish German cinema. As previously examined, Gerginema had a problem-based

view on the migration experience and on Turkishn@er cultural encounters, focusing
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on difficulties of being torn between cultures. Haar, Turkish German filmmakers,
themselves culturally hybrid, dropped the sociatkeo perspective and portrayed the
everyday lives of the culturally hybrid second- ahdd-generation migrants and the
pleasures of this cultural hybridity. In this sensés interesting that the director and the
screenwriter oBerlin Kaplany with no diasporic or exile background, represaisb
the pleasures of cultural hybridity similar to Tistk German filmmakers. Even if they
lack the special and exceptional ability of diagpdimmakers to tell stories with a
unique ‘haptic visuality’ or ‘diasporic optic’, tigecome fairly close to their filmic
approach.

However, taking the whole corpus of flms aboutkisin migration to Germany
into account, the research has revealed that vatly few recent exceptions, Turkish
cinema does not depict the pleasures of hybridityhighlight the positives being
culturally hybrid. Furthermore, most films do noidewith a message of hope, but rather
disenchant the migration experience of the firgsgworkers in Germany, condemn the
Western culture and way of life, and concentratetren migrants’ desire to return to
Turkey, still regarded as the place of salvatione feneral message is that emigration
causes misery and disaster for the migrant andfdmsly back home. Thus, this
perspective on the Turkish migration experienceascentrates on thdispleasures of
hybridity.

This finding corroborates Makal’s (1987) observatabout the representation of
external migration in Turkish cinema. He critiques,the one hand, the dominance of a
pessimistic and pathetic depiction of the migratexperience and, on the other hand,
the failure to achieve realism in their represeotadf migrants’ lives and advocates a
cinematic approach that features the cultural auibkreality of Turkish migration in
Turkish cinema (Makal 1987: 105f.). In agreeinghamiakal about the neglect of a
realistic perspective, | suggest it is not Turkidinmakers’ duty to accurately represent

the migrants’ actual migration experience.

Lastly, 1 would like to dwell on the question of ather the cinematic
representation of Turkish labour migrants and tligscendants, who form today’s
Turkish diaspora in Germany, in Turkish cinema,regponds with that in German
cinema. This question resulted from the idea tlodlh Inational’ cinemas could share a
similar filmic attitude towards the Turkish migrai experience in contrast to Turkish

German cinema, which is transnational, accented cradacterised by the diasporic
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optic of the Turkish German filmmakers. However, amalysis has proved that such an
assumption is untenable for many reasons.

First, in regard to terms, Y#cam cinema, that produced the majority of theél
on Turkish migration, can hardly be classified asaéional cinema, which holds also
true for German cinema as shown in the previouptelnaDiverse influences from other
Western and Eastern cinemas, combined with exteresilaptations and plagiarism of
narratives and aesthetics makesilgam a hybrid cinema. As aforementioned, Balo
even identifies an identity crisis of Turkish cinerduring Ygilcam. He argues that
Yesilcam was lost in mimicking other cinemas and tfaee unable to present a
national identity (Erdgan 2006: 230). With respect to postsigam movies, Arslan
(2011) emphasises the transnationalism and hypridithe new cinema of Turkey.
Thus, migration films can scarcely be placed irueeprurkish national cinema frame.
Nevertheless, several similarities cannot be denkath represent the migration
experience from a pessimistic perspective. Germaenta ‘dutifully’ depicts the
hardship of migrants’ lives including their lonadss, difficult living and working
conditions, and the experience of xenophobia. Birldinema, faithful to Ye&cam
conventions, predominantly features a melodramatadality and emphasises the
melancholic nature of the migration experience.

On the other hand, Turkish cinema, duringsiam and post-Yglcam, differs
also from Turkish German cinema that is charaadrigy the filmmakers’ diasporic
optic, allowing them to represent cultural hybiydit a distinct way. Thus, with respect
to the already existing scholarly discourse abbatrepresentation of Turkish migrants
in German and Turkish German cinema, | suggessifyasy the representation of
Turkish migration in Turkish cinema as a third andependent’ pillar alongside that in

German cinema and Turkish German cinema.
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CONCLUSION

The aim of this dissertation has been to investigfa¢ representation of Turkish guest-
workers and the Turkish diaspora in Germany in @GernTurkish German, and Turkish
cinema. Turkish films on this topic have receivedra scholarly attention; the present
study seeks to close this significant gap. Anotkey objective has been to apply a
critical framework from postcolonial studies, naynelltural hybridity, to films from
all three film cultures. While there is already smicademic work that deploys this
concept in relation to Turkish German cinema, sonfa study has applied Bakhtin’s
and Bhabha's theories to German and Turkish cingmesumably because notions of
hybridity seem more pertinent to transnational diagporic films than to national ones.
The comparative approach | have taken to caseestudom three different, albeit
closely interrelated, film cultures offers a compéntary vantage point to existing
scholarship and, in particulalg the newly emerging work on Turkish cinema about
migration. Thereby, | aim to pave the way for fertiimportant research and open up a
new field of critical enquiry to the non-Turkishegking scholarly community, which
has no access to the great number of relevant Gimhsavailable in Turkish.

The first objective of this research has been tiirmithe sociohistorical context
of Turkish immigration to Germany in order to prd&iimportant background to how
Turkish migration has developed over the yearsiafidenced both Germany, as the
receiving country, and Turkey, as the sending agurthis has allowed me to situate
films and Turkish German directors in broader satiameworks. A critical overview
of the historical developments has shown that noosefTurkish guest-workers, who
emigrated to Germany in the wake of the bilatenadlkish German labour recruitment
agreement in the 1960s, have stayed in Germanw rsult of family reunions in the
1970s and 1980s, a high birth rate, and the imragraf Turkish and Kurdish political
asylum seekers in the 1980s, the second- and demération immigrants have
permanently settled in Germany and become thedargenigrant community. Today,
there are three important new forms of migrationrstly, an ongoing Turkish
immigration to Germany through arranged marriagesveen Turkish Germans and
Turks. This type of migration is often seen as @& fam of family reunion. Secondly,
there is a significant amount of return migratiooni Germany to Turkey, and lastly,
there is an increased number of Turkish Germarstnggrants, who exhibit various

patterns of transnational mobility between Turkeg &ermany.
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One of my key hypotheses is that Turkish Germanrfibkers employ aesthetic
strategies in their films about the experience gration and diaspora that have been
identified by other scholars as distinctive of giasc cinemas. In the first instance, it
was essential to establish whether or not the Shrkommunity in Germany and the
filmmakers who are part of this community can altyube categorised as a diaspora.
This avenue of enquiry has shown that the meanindgdiaspora’ has expanded
significantly over the past 30 years and now exiebedyond the original victim
diasporas it originally referred to. Thus, in confrary usage, ‘diaspora’ encompasses
Turkish and Kurdish political refugees (a recenttiva diaspora) as well as guest-
workers (a well-established labour diaspora) innGery. Due to the fact that the highly
diverse Turkish diaspora in Germany exhibits humercharacteristics associated with
diasporas, like a strong attachment to the couotrgrigin, plans to return to the
homeland (whether realised or not) and transndtionability between the two
countries, | suggest that they constitute a comaleksegmented diaspora.

It was important to explore whether the conceptwftural hybridity originating
in postcolonial studies can be applied to the ®irkdiaspora despite the fact that it has
no history of colonialism. | argue that the Turkisbmmunity shares some pertinent
similarities with postcolonial diasporas, such aavihg a history of migration,
constituting a diaspora, being an ethnic minoritg &eing thetherin the host society,
and this enables me to apply this concept to th&iJlu diaspora in Germany and to
their cultural production, notably film.

These two facts, firstly, that the Turkish communit Germany constitutes a
diaspora, and secondly, that the (postcolonialprshef cultural hybridity is applicable
to this Turkish diaspora’s cultural formations,oaled me to adopt not only ideas on
diasporic cinema on Turkish German diasporic filrkera’ films, but also to consider
cultural hybridity in relation to films about Tudh migration. The detailed
investigation of Bakhtin’s concept of linguistic brnydity, Bhabha'’s cultural hybridity,
Naficy's diasporic accented cinema, Wahl’s polyglmtema, Moorti’s diasporic optic,
Marks’s haptic visuality, Elsaesser’'s hyphenatemhiily cinema, and Mercer’s dialogic
tendencies, has resulted in two key findings. Kirgsocial) language hybridity and
cultural hybridity challenge a pure, static, angefl understanding of culture and
identity. By emphasising the non-essentialist reatir language, culture and identity,
hybridity allows a constant re-negotiation of stclanguages and culture and
continually creates new cultural identities andialotanguages. Secondly, diasporic

cinema has distinctive features and is hybrid & skense that it draws on cinematic
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traditions from the hyphenated filmmakers’ home drabt countries; and Turkish

German cinema is no exception.

After outlining the sociohistorical context and roducing the theoretical
framework in the first two chapters, | applied thes of linguistic and cultural
hybridity to films about Turkish migration and dmsa in German, Turkish German,
and Turkish cinema. Although scholars such as Bumnd Gokturk have already
mentioned cultural hybridity in their discussionfishow the representational strategies
of German cinema have shifted from a social woperspective, focusing on the plight
of early guest-workers and their families, to awally hybrid Turkish German cinema
that depicts the pleasures of hybridity, as yet ifeatations of cultural and linguistic
hybridity have not been systematically investigatedoth cinemas. This study is the
first in-depth research that has applied this cpht®all three cinemas.

The present study has demonstrated that films footh German and Turkish
German cinema feature linguistic hybridity and ardtly hybrid characters. However, |
recognised a significant difference in the repres@on of cultural hybridity. Whereas
German cinema of the 1970s and 1980s depicts dreisnihe characters’ problematic
status of being torn between cultures and neglextportray cultural hybridity in
positive terms, Turkish German cinema is not onijuzally hybrid itself by combining
filmic traditions from Turkish and German cinemait lalso features the characters’
linguistic and cultural hybridity as a natural acr@ative competence. The exploration
of Fatih Akin’s films has revealed that breakingrebtypical cultural ascriptions is a
necessary precondition for the portrayal of cultbsdoridity and its positive evaluation.

I concur with scholars of diasporic cinema, who énadentified a diasporic optic, a
haptic visuality and an accented style as hallmafldiasporic cinema, and | argue that
Turkish German filmmakers like Akin are able to\pde a more realistic representation
of cultural and linguistic hybridity as a creatigempetence, which can be traced back
to their own culturally hybrid identities. The fimg) that both German and Turkish
German cinemas actually depict hybridity is of atr importance, since it challenges

previous academic debates.

From my research into the representation of Turlgsiest-workers and the
Turkish diaspora in Germany in Turkish cinema, amaathat has received little

scholarly attention, | was able to identify a laagepus of nearly 80 films featuring the
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topic of external migration; almost 70 films depioigration to Germany in Turkish
cinema from the 1960s to the present.

One finding that emerged from the films surveyethet the relevant corpus can
be categorised into two groups. Firstly, there fdmes in which the theme of Turkish
migration and migrants’ lives takes centre stagethk second group, migration fades
into the background and only functions as backgiawnthe main plot. Although these
latter films cannot be defined as migration filns such, they are important to this
research because they address how migration affectdy and friends at home in
Turkey. Moreover, the great number of these filmgernls that emigration had a
significant effect on relatives who remained in Key, and that it represents the norm
for numerous Turkish families — which explains whys such an important focus in
Turkish cinema. Furthermore, it shows that migratieemes afforded good plot variety
for filmmakers.

My examination has also shown that films dealinghwnigration in Turkish
cinema predominantly focus on labour migration goést-workers who emigrated in
the 1960s and 1970s and neglect Kurdish and Tugashcal refugees from the 1980s.
This might be because by far the vast majorityilaid about migration were produced
between the 1960s and 1980s, a period when lab@ration was a highly debated
social issue. Another reason is, as | suggest, ttetpublic and political climate in
Turkey after the military coup in 1980 was not cocige to filmmakers interested in
refugees’ lives. Moreover, in the post- sfeam era, the number of films produced in
Turkey dropped drastically. This also explains vi&y fewer films about migration to
Germany were made after the golden age of TurkisBnta, as Yglcam is often
called.

The next significant finding is that around 90 @aicof films were made during
the Ysilcam era between the 1960s and 1980s, which allows nigvide the whole
corpus into two chronological phases: films prodlioe Yesilgam cinema and in post-
Yesilcam cinema. My investigation has revealed that thetra®crease in films about
migration coincided with a general decline in fiproduction in Turkey. This leads to
another important revelation, namely the remarkabigact that Ygilcam cinema had
on Turkish films about migration.

My analysis has shown that ¥lgam’s industrial conditions and its narrative and
aesthetic characteristics have shaped the repatieentof the Turkish emigration
experience for decades afterwards. First of allemgithat Yeilcam film industry had to

produce a vast number of films on low budgets ishart time to meet audience
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demand, thus resulted in poor quality camerawadtihg, editing, and plot and
character development, which is also true of theasfiabout migration. Yscam
cinema was dominated by popular genres, notablylyaamd romantic melodramas,
and comedies; most Turkish films about migrationfoon to these generic templates.
Hence, in contrast to German cinema about migratikurkish cinema adopted a
humorous approach a decade earlier than Germamajngiven that culture-clash
comedies only came to the fore in the 1990s. Thesdcam comedies mostly feature
culture clashes resulting from encounters betweenmndustrial, modern, urban, and
liberal German culture and the traditional rurdlage culture of Turkey. Yet the films’
humour is inevitably tempered with melancholy, dépg the emigrants’ and returnees’
experiences of otherness, loneliness, alienatiwthuaemployment.

The research has shown that melodramas, includimggers films and arabesk
films, predominate when it comes to representingration. A melodramatic modality,
nostalgia and melancholy fulfil important functiomsthese films. They revolve around
established socioeconomic and sociocultural binegisuch as rural versus urban, poor
versus rich, lower class versus bourgeoisie, Bastersus Western, and bad values
versus good values. On the other hand, melanchalyeated by approaching migration
as an experience that entails sorrow caused bgeparation from homeland, family,
and friends, and difficulties in adapting to thevneountry. Thus, longing for home,
otherness, marginalisation, loneliness and despaidominant themes. What comedies,
melodramas, and, in particular, arabesk films aleatgrnal migration have in common,
Is that they tend to just replace the metropoltanisul, that represents the West and
frequently embodies immorality and egocentrism intypical Yesilcam film, with
Germany. Like Istanbul, Germany is contrasted wathhighly romanticised rural
homeland, which leads to a rather negative depictibthe migration experience in
Germany. Moreover, arabesk films about migratiopictethe deep yearning and
longing for home, which is underlined by the sorfalvarabesk songs and lyrics.

As this study has shown, Turkish films about migmatare indebted to the
Yesilcam traditions. This is also reflected in some recurmarbjects such as firstly, the
breakdown of the nuclear family and the financiadl @motional suffering of the wife
waiting for her spouse in Turkey; secondly, the Wessation of the Turkish émigré in
Germany, the temptation of immoral Western valuad e blonde German woman,
which ultimately alienates him/her from the cultuoé origin; thirdly, the guest-
workers’ experiences of loneliness, disorientatitvard working conditions, and

difficulties in adapting to the new home, cultul@guage, and customs in Germany;
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and lastly, the emigrant’s homesickness, whichersnedgurbetin Turkish culture.
Gurbet is used to describe the difficulties of displacatand integration into the
German culture and in particular the yearning amtging for the homeland, which
leads to the depiction of the migrant’s life asreaful and miserable.

Another key finding is that, after the end ofsifgam era in the so-called new
cinema of Turkey, only a small number of films agklr migration to Germany. This
study only could identify four films that engagethvthe migration experience in depth,
while most films depict people from the Turkish spara in Germany in supporting
roles. Since the 1990s a growing number of Turkéévision series have depicted the
Turkish diaspora in Germany. This phenomenon canntexpreted as a sign of a
normalisation of migration, a recognition that d@nstitutes a usual part of everyday
lives in Turkey. However, the analysis of the fdéilms has demonstrated a shift from
melodramatic modes to social realist modes of sgm@ation, meaning that these recent
Turkish films prove similar to early German filmbaat the guest-worker experience.
However, in contrast to the German films, they dooeind the heterogeneity of
migrants’ national, ethnic, cultural, socioecononaied political backgrounds.

A main aims of this study was to explore the filragproach to cultural hybridity
in Turkish films about migration. The in-depth aysa¢ of three films, two from the
Yesilcam era, has revealed the centrality of cultural hyibridn films that depict
migration and Turkish German cultural encountersictv are shown to result in
complex forms of linguistic hybridity, musical cutal hybridity, and the representation
of culturally hybrid characters. However, thesNgam films do not depict the hybridity
of cultural identity as an advantage, but rathemplessise the characters’ internal
struggles of being torn between two cultures ardidientity conflicts they experience.
Berlin Kaplani/The Tiger of Berlinonstitutes an exception and is possibly the finsé¢
that Turkish cinema portrays the hybrid culturaéntty as something positive and
enriching.

Taking the entire corpus of films about Turkish raigpn to Germany into
account, the research has revealed that, withxbep&on of a few recent films from
Turkey, Turkish cinema does not show the ‘pleaswfeBybridity’ nor point out the
advantages of being culturally hybrid. Furthermargst films end with a sense of
disenchantment and a condemnation of Western eu#tnd culminate in the migrant’s
desire to return to Turkey, imagined as a placgabfation. Hence, a significant number
of films suggest that emigration causes misery @disdster. It is thus fair to say that

Turkish filmsarticulate thedispleasures of hybridity.
220



In addition, the study has shown that the narratiekeTurkish films reflect the
actual chronology of Turkish migration to Germamy dhe resulting sociocultural and
socioeconomic impact on Turkish society. Turkisheana starts by depicting the lives
of guest-workers and how migration affects the amghimself and his family home in
the 1960s and this focus continues until the 19Bfsm then on, the second- and third-
generation immigrants gradually begin to appeaiMumkish films. Moreover, films
resonate with the real life experience of migraartd the family members left behind.
Recurrent tropes of $gcam and more recent Turkish films about migration ideuhe
importance of remittances sent from Germany, tlaetme of bringing generous gifts
from Germany to Turkey and the ostentatious displawealth acquired in Germany

when visiting home.

The comparison of the representation of Turkish ratign to Germany in
German, Turkish German, and Turkish cinema has shinat German and Turkish
cinema display some interesting similarities. Bafhproach migration from a rather
pessimistic angle, whereby German cinema adoptsdhgention of ‘the cinema of
duty’ in the social realist tradition, whereas masirkish films draw their pessimistic
point of view from prefabricated melancholic nawat patterns of Yglcam
melodramas. Moreover, whilst German cinema conat¥gron the guest-workers’ lives
in Germany, Turkish cinema includes the impact egration on the guest-workers’
families and friends in Turkey. In films made sin2800, a similar social realist
approach prevails. Turkish German cinema on theratland, displays the migration
experience and the lives of the Turkish diasporathes norm in an increasingly
transnationally mobile world. It is thus not sugimg that, amongst the three cinemas
considered in this thesis, Turkish German cinemahis one that espouses the
advantages and pleasures of cultural hybridity +hbm the films’ narrative
developments and aesthetic strategies.

This dissertation is intended to contribute to éxésting scholarship on Turkish
German cinema, with the aim of advancing the stoldthe subject by exploring the
representation in Turkish cinema and analysingucallthybridity in German, Turkish
German, and Turkish cinema. The orginality of 8tisdy is the comparative analysis of
the three cinemas and the utilisation of the conhadpcultural hybridity as the
theoretical tool. The significance of this compandies in the consideration of the so

far neglected Turkish cinema and its integratiomo irscholarly debates on the
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representation of Turkish immigration in German andkish German cinema as an

essential third pillar. As a result of my findindsyould like to recommend expanding

the present scholarly debates on Turkish migratioriserman cinema and Turkish

German cinema by involving the filmic perspectiieYasilgam cinema and the new

cinema of Turkey for a more enriching academicalisse in this field. Moreover, my

study of Turkish cinema dealing with migration &3 to encourage more academic

investigation of Turkish external migration cinema.

The findings of this dissertation indicate thatréhés considerable scope for

further research as delineated below.

1.

The current study has opened up the largely urethasrritory of Turkish
migration films but has only been able to includese analyses of a small
number of films. Hence, a large corpus of Turkigimg, including those that
portray emigration to Sweden, Switzerland and Aasstill await critical
analysis.

A combination of contextual and close textual asiglyhas been the
methodological approach of this study. A close falrenalysis with a focus on
the cinematography and the use of filmic tools sashcamera, editing, and
sound could be beneficial to define the optic aapitic qualities of the films and
their overall framing of the migrants’ stories.

With cultural hybridity as its key critical framewq this dissertation has
focused on linguistic and musical hybridity andtba construction of culturally
hybrid identities. A close investigation of hybtidiin several more cultural
spheres like food, fashion, and living environmemild yield further insight.
Although there is a steadily growing interest inrtpaying Turkish diasporic
characters in Turkish television series, thereisasearch on this phenomenon.
The legacy of Yglcam cinema on the new cinema of Turkey, though adddesse
in this dissertation in relation to Turkish filmbaut migration, merits further
scholarly attention. Along similar lines, it woultk interesting to explore in
depth how certain conventions from siegam melodrama and arabesk films
have influenced the aesthetic sensibilities of Wirk German diasporic

filmmakers.
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Ich Chef, Du Turnschuh/Me Boss, You Snealé¥98, Hussi Kutlucan)

Ich gehe jetzt rein/In the Ganf2008, Aysun Bademsoy)

Im Juli/In July(2000, Fatih Akin)
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Im Schatten/In the Shado{&010, Thomas Arslan)

Import-Export — Eine Reise in die deutsch-turkiseteggangenheit/Import-Export — A
Journey into the German-Turkish P42005, Eren Onséz)

Kanak Attac2000, Lars Becker)

Karamuk(2002, Sulbiye Gunar, later adopting the Name N&1®. Freytag)

Katzelmache(1969, Rainer Werner Fassbinder)

Kebab Connectio2005, Anno Saul)

Kriger aus Almanya/Kruger from Almang2015, Marc Andreas Bochert)

Kickuckskind/The Milkman’s Chi{@013, Christoph Schee)

Kurz und Schmerzlos/Short Sharp Shd&08, Fatih Akin)

Lola und Bilidikid/Lola and Bilidikid 1999, Kutlg Ataman)

Luks Glick/Luk’s Luck2010, Age Polat)

Madchen am Ball/Girls on the Pitgh995, Aysun Bademsoy)

Mein Vater der Turke/My Father the Tu{X006, Marcus Vetter)

Mein Vater, der Gastarbeiter/My Father, the Guest®eo (1995, Yiksel Yavuz)

Meine verrlckte tirkische Hochzeit/My Crazy Turkiébdding(2006, Stefan Holtz)

Mull im Garten Eden/Pollution Paradig2012, Fatih Akin)

Nach dem Spiel/After the Garfi®97, Aysun Bademsoy)

Palermo oder Wolfsburg/Palermo or Wolfsbi80, Werner Schroter)

Rotkohl und Blaukraut/Turkish Kra(@011, Anna Hepp)

Sensin — Du bist es!/Sensin — You're the @h@95, Fatih Akin)

Shirins Hochzeit/Shirin’s Weddir{@975, Helma Sanders-Brahms)

Solino (2002, Fatih Akin)

Soul Kitchen(2009, Fatih Akin)

Status Yo[2004, Till Hastreiter)

Supersek$2004, Torsten Wacker)

The Cut(2014, Fatih Akin)

Tochter zweier Welten/Daughters of Two Wo(890, Serap Berrakkarasu)

Tschick/Goodby€016, Fatih Akin)

Tarkisch fur Anfanger/Turkish for Beginng2012, Bora Dgtekin)

Urban Guerillas(2004, Neco Celik)

Vatanyolu — Die Heimreise/Vatanyolu — Journey Hqd®@89, Enis Gunay and Rasim
Konyar)

Willkommen bei Habib/Welcome to Hal{##)13, Michael Baumann)

Wir sitzen im Stiden/We Are Based Down S@Qh0, Martina Priessner)
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Wut/Ragg2005, Zuli Aladg)

Yara/The Wound1998, Yilmaz Arslan)

Yasemin1988, Hark Bohm)

Zwischen den Sternen/Between the S2082, Seyhan Derin)

Migration Films in Turkish Cinema

Alman Avradin Bacisi/The German Woman’s Sit890, Ali Avaz)

Alman Avrat 40 Bin Mark/German Woman 40 Thousandm@e Marks (1988, Ali
Avaz)

Almancinin Karisi/The Alamanci’s WifE987, Orhan Elmas)

Almanya Aci Gurbet/Germany Bitter Gurl§&988, Yavuz Figenli)

Almanya Aci Vatan/Germany Bitter Homelga@79,Serif Goren)

Almanya Macerasi/A Germany Advent(890, Guz G6zen)

Almanya’da Bir Turk Kizi/A Turkish Girl in GermaiQ74, Hulki Saner)

Almanyal Yarim/My German Sweethe@®74, Orhan Aksoy)

Amansiz Yol/Desperate Ro@®85, Omer Kavur)

Ana Kurban Can Kurban/Mother Sacrifice Soul Sacefil975, Feyzi Tuna)

Ankara Ekspresi/Ankara Expre€970, Muzaffer Arslan)

Avrupali/The Europea(2007, Ula Ak)

Ayrilamam/I Cannot Leavid 986, Temel Gursu)

Baba/The Fathe(1971, Yilmaz Glney)

Babam Geri Dondu/My Father Returné&D05, Temel Glrsu)

Baldiz/Sister-In-Law1975, Temel Glrsi)

Banker Bilo/Bilo the Bankgi1980, Ertem Eilmez)

Batan Gung/The Setting Su(l978, Temel Gursti)

Berlin in Berlin (1994, Sinan Cetin)

Berlin Kaplani/The Tiger of Berli{fR012, Hakan Algul)

Bir Turk’e Gonul Verdim/l Lost My Heart to a Tugk969, Halit Ref)

Bir Umut Ugruna/For the Sake of Hog@991, Gokhan Glney)

Bir Yigit Gurbete Gitse/When a Brave Goes to Gu(é¥77, Kemal Kan)

Bizim Buyuk Cgresizligimiz/Our Grand Despaif2011, Seyfi Teoman)

Blyuk Aci/The Big Pai(l971, Mehmet Bozky)

Cilali /oo Almanya’dalbo the Polished iGermany(1970, Osman F. Seden)

COp/Garbagg1991, Fazli Takirglu)
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Cumartesi Cumartesi/Saturday Saturda984, Tunc¢ Okan)
Davaro (1981, Kartal Tibet)
Deliler Almanya'da/The Crazy People Are in Germ&h980, Yavuz Figenli)
Donme Dolap/Carousdll986, Hidayet Pelit)
Donls/The Return(1972, Turkargoray and Kaya Ererez)
Dusman/Enemy1973, Muzaffer Arslan)
El Kapisi/Foreign Doo(1974, Orhan Elmas )
Ferman/The Command 988, Yucel Ucangu)
Fikrimin /nce Gulii — Sari Mercedes/Mercedes mon anib@87, Tung Okan)
Gul Hasan/Hasan the Ro$&979, Tuncel Kurtiz)
Gulli Kiz/The Girl With Rosg4985, Mimtaz Alpaslan)
Gungi Gordum/I Saw the Suf2009, Mahsun Kirmizigul)
Gurbet Kylari/Birds of Gurbet(1964, Halit Ref)
Gurbet/Gurbei(1984, Yucel Ucanglu)
GurbetciSabanSaban the Gurbetgj1985, Kartal Tibet)
Gurbetciler/The Expatriat§1973, Osman F. Seden)
Has Has/Hashish Hashisl(1975, Ertem Goéreg)
Intizar/Expectatior(1973, Oksal Pekmeghu)
Kacak/The Escape@982, Memduh Un)
Kadersiz Dgmusum/I Was Born Without Destir{§991, Guz Gdzen)
Kaledeki Yalnizlik/Loneliness in the G¢a011, Volga Sorgu Tekiriu)
Kara Simsek/Black Lightening1985, Cetinnang)
Kara Toprak/Black Land1973, Mehmet Dinler)
Karakafa/Black Head1979, Korhan Yurtsever)
Kardey Kani/Splettring(1984, Muammer Ozer)
Katma Dger Saban/Value Added Tafaban(1985, Kartal Tibet)
Kenan’da Bir Kuyu/A Well in Canag005, Gul Guzelkaya)
Kin ve Gul/Hate and Ro42005, Sav@Esici)
Kiraz Cicek Aclyor/The Cherry Blossom Sprddi@90, Yaar Seriner)
Kirmizi Fistan Mor Kadife/Red Dress, Purple Vel{@&88, Ahmet Ylzuak)
Kobay (1986, Mijdat Gezen)
Made in Europg2007,inan Temelkuran)
Mavi Pansion/Blue Lodg€011, Nezih Unen)
Memleketim/My Hometow@1974,Yticel Cakmakli)
Mevsim Cicek Acti/Spring Blosso2912, Ali Levent Ungor)
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Milteci/Refuge€2007, Reis Celik)

Neredesin Firuze/Where’s Firug2004, Ezel Akay)
Otobis/Omnibug§l1974, Tung Okan)

Olmez Aaci/The Immortal Tre€1984, Yusuf Kurcenli)
Polizei/Police(1988,Serif Goren)

Postaci/The Postmai984, Memduh Un)

Sark Oyunlari/Eastern Play2009, Kamen Kalev)

Sevgili Ortak/My Dear Business Partnd993, Erdgan Tokatli)

Son Ders/The Last Less(®008, Mustafa Gur Yagcioglu and Iraz Okumg)
Son Sabah/The Last Mornii@978, Natuk Baytan)

Turist Omer Almanya’da/Omer the Tourist in Germ#h966, Hulki Saner)
Umut Adasi/Island of Hop@007, Mustafa Kara)

Umut Dunyasi/World of Hop@ 973, Safa Onal)

Uckagitcl/The Fiddler(1981, Natuk Baytan)

Vahsi Arzu/Wild Passiorf1972, Yavuz Figenli)

Vavien(2009, Ya&mur Taylan and Durul Taylan)

Yavrularim/My Childrer(1984, Bilge Olgac)

Yikilis/The Downfall(1978, Natuk Baytan)

Turkish Television Series

Bir Ask Hikayesi/A Love Stor§2013-2014, Basi Y 6s)
Bizimkiler/Qurs (1989-2002, Yalc¢in Yelence)

Gurbette Ak Bir Yastiktalove in Gurbe{2013-2014, Hamdi Alkan)
HayatSarkisiLife Song2016-2017, Cem Karci)

Kavak YelleriPoplar Tree Breezg2007-2011, Kerem Cakigtu)
Kehribar/Amber(2016, Yildiz Hiulya Bilban)
SeksenleHighties(2012-ongoing, Mufit Can Sagcinti)
Yazlik¢illarGummer Holiday Hougd.993-1998, Yalcin Yelence)

Other Films

Chinese Connectiof1972, Wei Lo)
Il mio nome e Shanghai Joe/ The Fighting Fist arigiinai Jog1973, Mario Caiano)
Scarfacg(1983, Brian De Palma)
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