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Abstract

This dissertation undertakes an interdisciplinary investigatioaaant Turkish
German literature and film. Focusing on the motif of travel, it analyzes the ways in which
novels and feature films since unification have constructed notions of identity and
borders, self and other, of Turkey, Germany, and the fluid boi@sdaetween these
ostensibly separate worlds. In doing so, the dissertation takes as its point of departure
Leslie Adelson‘s powerful 2003 critiqgue of
TurkishGer man subjects —bet weenomGermanwuwturd ds, I s
rather than situating them in the complex, hybrid realities of both Turkey and Germany
today. With their emphasis on travel and movement, | claim, novels and films since
unification mark a departure from earlier formsG#starbeiterliteatur and—film and
have contributed significantly to -unsettl]
bet ween. |

To trace this shift, chapter one analyzes two novels that narrate the travels of
German protagonists in Turkey. | show how b&#&lim oder e Gabe der Red@990)
by Sten Nadolny anBer weinende Granatapfél990) by Alev Tekinay, first mobilize
the premises of the —two worldsl paradigm
premises through narration. Chapter two analyzes the ndgklm Berli2003) by
Yade Kara andie Briicke vom Goldenétiorn (1998) by Emine Sevgi Ozdamar.
Mapping their pr ot agon ipslitical tranditiona in Sutkeyramda t i o n

Germany, the novels destabilize presumed borders and chart conadxeiween Turkey

Vi



and Germany. The third chapter studiesshir ect i onal j ourneys in F
HeadOn (2004) andThe Edge of Heavg2007). It analyzes new trajectories, such as

second generation homecoming travels to Turkey and adratlorth movement

between Turkish and German worlds. Destabilizing presumed understandings of fixed

borders and identities, mapping transnational connections, and revealing shared histories,

the novels and films analyzed in this dissertation offer ways of tigridéyond the

divisions ostensibly inscribed in cultural, ethnic, and national forms of belonging.
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Introduction

During a 2009 lecture at the Werrsity of Michigan, lhe renowned Turkish
German writer ZafeBenocak kixpliademas on the refusal o
worl dsll paradigm by one -&érmanbtedied, leeslieli ng s ch
Adelson. Thditerary paradigm in questioantails a binary thinking betwe& urkey and
Germany, which both iprimary literature and analysegduently characterizes Turkish
migrants as static figures betweenthetwc ul t ur es. Senocak was bo
in 1961and moved to Minich in 1970. Since the 198@shas been writing poems,
essays, and novel$Senocakaffirmed that Leslie Adelson is indeed correct in rejecting
this par adtibgem weenedn It hneet—-aipnhor t hat character
betweentwoworldésSenocak emphasi zed how suspension
capture the situation andgwided his own experience as an example, whickxibéaned
as a condition of transitional existence between Turkish and German culbfres
looking, seeking, goingetween Turkey and Germasynot motionless and certainly not

stuck in between anywhere.

'After t he 1980s, vogegaw wayho'tve valumes bfiessayBas des tropischen

DeutschlandAtlas of the Tropical Germany992), andVar Hitler Araber?IrreFihrungen an den Rand

Euoropas (Was Hitler an Arab? A crazy gie to the edge of Europ&994) His most prominent works of

fiction are his short story collectioBer Mann im Unterhem{The man in the undershjrt995),Die

Prérie (The prairie 1997), and his nové&efahrliche VerwandschafDangerous relations1999.

Leslie Adelson, —A g a i NesviPerdpertives ereTorkiky, A SMiaahi2008g st o, I —
24,



The —between two worl dsill asarAdelgmonae x4 lu
treats Turkey and Germany as fixed, homogeneous, and stable worlds, and assumes an
—absolute cultural d®*iAdelsod is highly @itical ef theway he cou
t he -emettwew worl dsll paradi gm f-Gemantexdsns bot h
and as a metaphor for thinking about Turk@@&rman cultural productivity, characters,
and authors from the past two decati@sis dissertation investigates the various ways in
which Turkisk-German literature and film after the early 198@gloy travel as a motif
in their narrativesl explore how the utilizations of this motranscend the narrow
met aphors of the —between two worldsll para
effects.

Thefour novels andwo films analyzed in the dissertation enable the emergence
of positive effectsegarding individual identities as well as the worlds of Turkey and
Germany and their relatidhrough alternative formations of cultural contaat a
mobility. These positive effects are multiple. They regard the ways in which the texts
problematize and undermine the play of cultural and ethnic difference and the persistence
of thinking within a —two worl ddd binary. F
understandings about fixed borders and identities, the texts portray fluid identities in
transitions as well as portray Turkey and Gangas complexly changing. @ain texts
chart transnational connections, reveal shared histories, and illuminadetermand

their worlds in global interconnectedness.

]Leslie Adel son, —Agai NeswiPerdpectivasereTourkby, A SMiahidooge 22t o, | —
Adelson,The Turkish Turn in Contempora@erman LiteraturePalgrave, 2005, 5.
“Alt hough Adelson is critical of the paradigm at | a

especidy for the texts after the 1980 egardste ways in which after the 1989diversified styles and
themes that open up new understandings about Turkey and Germany then indeed necessitate alternative
readings that acknowledge this newer |literature

S n
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In the first chapter, theovelsSelim oder die Gabe der Red®90) by Sten
Nadolny andDer weinende Granatafp€l990) by Alev Tekinayepresent their German
protagoni sts as uddy smplermlolestite interoogation ans i n T
destabilization of their protagitnthests‘ thi
second chapter, thvelsSelam Berlif2003) andDie Briicke vonGoldenen Horn
(1998 portray two young protagonists who devetmw identifications and transcultural
identities after departing from Turkey and in their travels to Germany. The narrations of
both protagonists®' constant travels in the
multilayered and interconnected rather thatwasseparate worlds$n the third chapter,
Fati h AklHeadOs (2004) hnaTke Edge of Heavd2007)mobilizetravel
along a bidirectional route. The films convey a new trajectory for Tursrman
characters of the second generation by depitkiaiy travels to Turkey from Germany as
new beginnings that portray -=atoTukeynati ve _h
Adelsongr t i nent |l y o bwremr viers cao ntTeumkd rsahr yt Ger
which —began to acqulangey ec rfiitcitciao n—theans st hien 1@
decade when —ethnic signifiers, memory cul
conflicts loomed disorientingly large, not only in Germany but on a global stage in
dramatic transitiofl | focus on the texts after the 13dfecause otheset e x t s *

alternative charting-on an imaginative level-of significant change$These changes

regard the ways in which the texts help undermine the two worlds paradigm that

®>When | use the phrase the two worlds paradigm, | do so with the understanding that it conrsates the

idea inherent in the —between two worldsll paradi gm,;
imagining cultures as exclusively intact and homogeneous entities. | leave it unmarked with the

understanding that whenever the word paradigm is alreaithg phrase, this inherently denotes the pitfalls

of the binary thinking with the paradigm.

® Leslie AdelsonThe Turkish Turn in Contemporary German Literatukgd
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continues to be practiced and whose pitfalls continue in the sgmal tensions about
the presence of people with Turkish origin in Germany. The texts analyzed in this
dissertation challeregand writ alternatives to major/minor discourses between Turkey
and Germany and subvert the dynamics of bounded ethnic andahattegoriesAt the
same timethe textssignificantly map the growing transnational climatic that envelop the
relation of these countries.
This introduction will later explaithe significance of the téxanalyzed in the
dissertatiorwithin the large dynamics of socipolitical and cultural shifts in Germany
and Europe after the 19905t this point, | want to locatthe trajectory of the
development of TurkisiGerman literature from its beginning days in the 1960s. This
historical contexhelpsexpgl cat e t he rel evance of the —bet
TurkishGerman literature A d e flefasal of‘the paradignas well as my investigation
aboutportrayals of travels and crimamcuitwces.er s [
The TurkishGerman cultural production has its roots in the gusstker era of
the 1960s.In the first period of literature production by Turkish origin authors in
Germany, rouglyl the period of the 1960s and 187the works—categorized under the
contested dietrer HGlasttearrcbbbst €y —about the corl
wor k®rosr. lexampl e, themes focused on describ

in a foreign country, their problems on the job and at home, and their loneliness and

" Due tothe labor shortages of the 1950s and 960 German government recruitetefgn workers

from various countries such as Italy, Spain, Greece, Morocco, Portugal, Tunisia, and Yugoslavia. The labor
contract with Turkey happened in 1961. By the time an official halt to the recruitment of foreign laborers
was put in place in 1973,ansiderable size of Turkish workers and families had formed in Germany.
8%Yenkat Mani, —On t he-GOuemanillonStWhadorids 2ROOHI sB.
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homesi ¢ Khese ktesarylproductions included work written by autheush as
Aras Oren and Yuksel Pazarkayo did not have guestorker experiencbut adopted
the role of portrayingguestor ker s‘* experiences and probl e
Whil e seekiwgr rmiot tflurfgdflumkt—+ onll in repr
experiences of those living in the foreign Idfidpme of these depictions about the guest
workers served to implement a closed gwestker identity:* In addition, the portrayals
of the guesivorkeragpper pet ual ly | ooking back and i mag
a problem in the way that it sustains the conception of a division between the lives of the
guestworkers and the German world in which they f¥e.
In the 1980s, first, with the multiculturiterary compilations by Irmgard
Ackermann and Harald Weinrich, and second, with the creation of the field of
—l nterkulturelle Germanistik, I Turkish aut

educating and bridging cultur&swhile the authors assumegbponsibility for speaking

on behalf of —foreignersll and their cultur
classification of this |iterature stild!l de
Hei drun, Suhr. —Ausl anderliteratur: Mi Newr i ty Liter

German Critique (Winter 1989), 78.

1% |mportant examples by three most prevalent authors, Pazarkaya, Oren and Giiney Beipreatein der
Fremde(Pazarkaya, 1979YVenn Ali die Glocken lauten h@&uliney Dal, 1976)Europastrasse % Dal,
1981),Privatexil (Aras Oren, 1977 he wor k of these authors in the 197
on the experiences oftheguesb r k er s, made t hese writersSarggdEhroni st e
S6l ¢cun, —Literatur dleterkulturélleliterasuclh BentschMandEd. €arrhirei t | i n
Chiellino. (Stuttgart: Metzler, 2000), 137.

“"The fixed and closed character depictions by Pazar
anatolischen Bauern, ihre Ungeschicklichkeit in den hochtechnologieteikéraund ihre Sprachlosigkeit

i n der von an o nSame BlciBipterkulturalke hiteratdir In Deutschland 37.

2 |bid., 137.1t is, however, important to note that there indeed was a division between thevquesk e r s

lives and the Germanand the unfair conditions under which they lived, as marginalized and treated as
seconeclass citizensformed the basis out of which their literary productions arose.

3 The authors partially contributed to the promotion of their literature as bridgegoSinstance Yiiksel

Pazar RasgnamFBost Uni onsverl ag, 1982), 12: —If the Ger ma
informed, say, about Turkish culture and intellectual history, about Turkish societyuakish sentiments
would have foundaleg§ser t i | e breeding ground. |
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and its authors. Aist d rhaet wralt egetrsy aprairstl atnhdies
and constructs a binary of minor against major, accordingly, the very act of promoting
cultural understanding inherently posed a paradoxical proliamely, the notion of
bridging two cultures through an@&xange of enriching and educational messages to the
Germans about and from Turks in essence reifies the isolation of Turkish culture and its
differences as fixed and authentic. Besides, there were also representations by Germans,
e. g. Gunt GanzUMA(198%)a fwhsi ch ai med at giving a
but in so doing depicted an i mage of the T
who becomes the —authenticl representative
—representesupppeesisegwdhgre.

The trajectory of the Turkisterman film has been similar to that of literature. At
first, directors associated with the New German Cinema took interest in themes of
migration and in portraying experiences of foreigners in Gernmamyns Hochzeit
(1975) by Helma Sande®rahmse x e mp | i f i es the firs't phase
While —universali zi ng “thédatifusdepicfiorin thisfim of wo m
actually portrays the Turkish female character as a helpless andizettifigure—a
representation continued in the 1980s in t
40gm Deutschlan{lL986) represents fixed characters remaining unchanged in spite of

their relocation to another country, and the film particularly pgstthe female character

“ Fora thorough analysis of two other works who seeked, in documentary reportage forms, to
authentically represent the Tur kebesnimgelobtereleanidence, nan
Gastarbeiterportratg1975, and Pau Ge i e Braderantubs'zissammen Zwiebel und Wasser essen

(1982, see Arl ene T e, rirnbad, avest ard GtHe@@niviofNebraska,kl996) 13563.

®Deni z Gokt ur k .-GerrBruFright: MigrantDdertitiegyim Ttransnational @iree I .

Mediatedldentities Eds. Karen Ross, Deniz Derman, Nevana Dakovic (Istanbul: Bilgi University, 2001)p.

137. The problems posed by the dutiful depictions o
manner that the films follow traditi@l patterns of cultural purity and authenticity.

*Ibid. 138.



as trapped. These dutiful representations, similar to others in literary productions, ended

up reifying stereotypical views of foreigners as victimized and as torn between cultures.

This trajectory reveals that thinking withinbon d ar i es of fi xed —t w
a cul tur al di vide between Turkey- and Ger ma
bet weennessll about migrants, have been uph

partially generated by the literary and cinematic produstién other words, together

with the analytical readingsparticularly through the methodologies that treated
narrativesassoce mpi ri cal and aut hent-teethemesand s ab ot
styles of literary and filmic representation helped pergtet the paradigm that Leslie

Adel son has named the —blaexplanngthetwoavordso r | d s |
paradigm as the —l iterary correlate of mod
1980"'s, I Jim Jordan e x p llyiadoptad bysdiagpariovwrikersp ar a d
as representative of their sitwuation at th

instead an enduring way of thinking about all Turkish migrants and diasporic wfiting.

Accordingly, in calling this false conceptualiza on about —an absolute
and migrants® suspended |ives between two
much of the |iterature born of migration a
YLeslie Adel son, —Agai n Jhe TBkish Tue & ConterAporig Geinfae st o, I 21

Literature, 5. Instead of claiming that all TurkisBerman writing in this period intended to &xjily
support the two worlds paradigm, | am suggesting that the themes and styles of works gave way to reading

the works and thereby interpreting migrants" l'ives
worlds paradigm. Tom Cheesman notesf Akinccias the only gceptional author into the 198@vith
works that depart from writers who —based their wri

cultural and ethnic diff er e nNoelsofdurkish GeomaSetilemment and c o
86.%enocak‘s work can be seen as another exception.

®See Jim Jordan‘s —More than a Metaphor: The Passin
Language Diasporic Literaturel for a thommitsgh analy
production in literature to its reception. Jordan

motifs which depict the migrant as suspended, trapped or stranded between two worlds in the literature
from late 1970s to the early 1990l



refutes the par adi g mbetveep thase tad mMoges df magatians e —t
has widened c¢ons*{Sheer aelxlpyl isciantcees 1th&%. It he —c
tell about migrants —between two worldsll d
that literary texts born of migratiorctally set into motion at the turn to the twefitgt
cent@ry. |

Indeed, with the entry of second and third generations to the arena of cultural
productions, who —are beginning to write t
voice their own expetations about what it means and what it should mean for Turks to
l'ive in Germany, Il the cultural fable of st
ever more untenabl&. The last two decades, beginning with the fall of the Berlin Wall
brought about Tikish-German literary and filmic productions that engage multiple
arenas in Turkey and Germa#istorical, cultural and politicatat once. In
accordance, the scholarly analyses beginni
—bet ween t wo waoeabkeah mdpping ¢the sigdificantemérgence of newer
forms of literature within the last two decades from various angles.

Adel son' s ownrheTorkish Twreinrttiromducmes t he conc
touching talesas an alternative organizing principle fonsaeringTurkish lines of

thought A Adel son‘ s orkeby Nadaing, OnddmanyZaila, Senocak and

Oren suggest new —lines of thoughtIl by stu

—Ger man guilt, shame, or resentment about

Turkish fears of victimization, national taboos in both countried, Tankish perceptions

19 Adelson, The Turkish Turrin Contemporary German Literatur.
20 (th;
Ibid., 5.
L David Horrocks andEvaKolinsky, Introduction: Migrants or Citizens? Turks in Germany betwe
Excl usi on a nTdirkigh Cualterpin Gemmare Sodiety Todayxxviii, here xviii.
22 pdelson, The Turkish Turrin Contemporary German Literatur20, original emphasis.
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of Ger man®Adaenltsacsni‘ess .Illi nes of thoughts that
claim that German literature of Turkish migration probes the histaritelligibility of
our #Tomentrilute further to such intelligibl i t vy , Kader Konuk®s a
on Ger man and Tur ki sh HiSsltsame $ternelE mp inres Beesy ga
l ine of thought regarding —the figure of t
memoriesll and t he way s heritage wight cbatiengearut hor s o
et hnical ly def i*Bgchartingooropteyanalogiéstregardg Turks
and Jews and acts of _Vergangenheitsbewalt
intellectuals of Tur ki s hithhiheee authagghedp t he ar t
uncover significant lines of thought concerning the transformation and
transnationalization of memory cultufe.

Venkat Mani, inCosmopolitical Claimsinvestigates the cosmopolitan identities
that substitute the voiceless figureot he Tur k and his study —re
the Turk ruptures and disturbs normative perceptions of the politics of identity: ethnic,
l i ngui sticiMamid' podtiudy ad n dithecultupagt s a r et hir

productivity of TurkishGermanliterature through cosmopolitanism. Tom Cheesman, in

Novels of Turkish German Settlemant s o probes —cosmopoliticsl
in which —Turkish German |iterature both i
% |bid., 20.

*|bid., 21.

®Kader Konuk, Taking On Ger man andSelisaneStereseh Hi st or y:
Gegenwarts Literatur, 6/2007, 2236.

*bid., 2362 3 7 . I n situating —the immigrant‘s position a
and responsi bil i tSelssame bterbegosniudke'ss Gazrdtaincalre suncovers th
genealogicalcame ct i em® ciak *'$§ Gef adhr |l i che Verwandschaft as w

significant nartrradumat iod apisedélecnteglardi ng the Tur
refugees in 1941. p, 247.

" Venkat Mani,Cosmopolitical Claims, Turkis®erman Literatures from Nadolny to Pamidwa:

University of lowa Press, 2007, 38.



terms the —cobmofpoGert mami gz @dacheesmmy refusest cul t u
hitherto favored termsgliterature of migrationl,_diaspora literaturépr _intercultural
literature; for the ways in which these termgerpetuate the notion that the work in
guestion emerges from amerstitial space, distinct from the space occupied by German
cul tur &Hper dpenonrk —l iterature of settlement
phenomena shared by the diverse literary productions that intervene in the cultural
transformation of Germanynad corr espond to the notion of
Ger man®hess. |

My investigation in this dissertation foll@the concerns of the above mentioned

schol ar s approaches in exploring the sign
regarding individubidentities as well as the cultural/ national identities of Turkey and

Germany enabled by texts that utilize motif of travel. For instance, in my analysis of
Fatih Akin‘s films in the third chapter, I
A k isgharacter portrayals not only extend the concept of Germanness but also

destabilize a presumably authentic Turkidarman identity. Of particular interest to me

is that the primary texts narrate travels between Turkey and Germany and portray

charactersmegotiating German and Turkish culturdievertheless, what these narratives

reveal about their characters as well as each country and culture exceeds the narrow

met aphors of the —Dbetween two worlds parad
Therefore, I f ol | o wailpysituatingmy inqurlaya on Ade
compl ement to her inbetweebhilobyaéewpltoraggi:

8 Tom Cheesmariovels of Turkish German Settlement, Cosmopolite FictRoshester, New York:
Camden House, 2007,12.

*°|bid., 12.

¥ bid., 12.
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possibilities of narratives that portray protagonists living in between the two cultures as

well as traveling between the two couesi® In this sense, my analyses treat travel as

another line of thought. Adels@moncentratesarticularly on the narrative spaces of

history whereby the site of her touching tales accentuates shared histories. While my
analyses of certain texts, suchldae Briicke vom Goldenen HoamdSelam Berlin

concentrate on effects generated by similar lines of thought pointed out by Adelson

alsoask about other lines of thought enabled by alternative formations of cultural contact
during travels. By emphasizirige manner in which the texts utilize travel, | posit that

these narratives allow us to recognize new configurabbrmentities and Turkish and

German worlds precisely through movements and interactiomglibetween these two
worlds—inmore expansivevay s t han the conbetiwdeadl met ap
inquire about the ways in which the texts
thinking, allow extensions to Germanness and Turkishness and beyond, surpass the
dynamics of national and ethnic egbries and warrant states of unbounded thinking,

being, and becoming.

In the narrative depictions tiiecharacters t r av e r Juskistsand hr ough
German landscapes, the texts indicate the emergence of new selves with shifting
positionalities insteadfanarginality and stagnation of characters. In addition, narrative
configurations of spatial landscapes point out the ways in which spatial borders are not
fixed and always what they seem to be. In my analysis of narrative configurations of
space and chacter relations, | find that the texts convey transitions and transformations

of characters and at the same time destabilize fixities and binaries associated with the

Whenever Ibeutsweeenrlle i—=Ai nquotati on marks, | mean
i mposi ng, anbdetcwenegdnlnisntgat—e.n I do not highlight
differentiate.

t P
t S

0
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sociocultural identities of Turkey and Germanyevealing instead geopolitical and
personétransitions and thresholds. For instance, the narrative portrayal of ferry rides
through the Bosporus iihe novelDie Brickevom Goldenen Horsubverts the binary of
Europe and Asia by mapping fluid androngled states of Western and Eastern, modern
and traditional elements in the city presumed to be divided into two worlds. In the novel
SelamBerlin t he portrayal of Berlin‘'s topograph
Wendeprovides a destabilization of East and West German binary by invoheng t
TurkishhGerman subject in the midst of this transitional era.

As already mentioned, the cultural landscape of Turidehman literary and
filmic productions has diversified after the 139@ith the appearance of new authors and
the emergence of a wideena of styles and themes. | will briefly sketch this trajectory as
well as introduce the artists whose works this dissertation stédiab/zed in the
di ssertat i o8elinsoddrdie Gabe der RedPA0)dby Sten Nadolnig a
metafictional novel about a friendship between a German writer and a Turkish guest
worker. Sten Nadolny, born in 1942 in Zehdenick, Germany, lives in Berlin and prior to
Selimoder die Gabe der Rede h i s DimEntdezkung-der Langsamkéitt 983 ) , I a
fictionalized medation on the life of British Arctic explorer Sir John Franklin, achieved
worldwide successAlso analyzed in the first chapter, the nobelr weinende
Granatapfel(1990) by Alev Tekinayadopts the fantasy genre in portraying a German
c har act efor hissDoppeginger m Turkey. Tekinay, born in 1951, inkéy, has
lived since 1971 in Miich, Germany, and has an academic post in Augsburg. She has
written several volumes of short stories and another novel in NM83jer Hauch vom

Paradies regarding the crisis of a male TurkigBerman writer in Germany.

12



Emine Sevgi Ozdamar has contrieditsignificantlyto the TurkishGerman
literary landscape primarily since the 1990s as well with her short story collection
Mutterzungg1990). The dissertation dnay z e s Oz d @Dim Briickesvonw o r k
Goldenen Horr(1998), for which the author received the Chamisso Prize in 1999.
Ozdamar, born in 1946, Malatya, has been living in Germany since the early 1970s and
resides in Berlin. Her first nové&las Leben ist einedfawanserei, hat zwei Tlren, aus
einer kam ich rein, aus dem anderen ging ich rfd@91), received the prestigious
IngeborgBachmann Prize. Za’kSenocak and Feridun Zaimogl u'
immensely enriched TurkisBerman literature through the 1990s. Particularly
noteworthytomeni on i s an e ssoaakAtlasoflallrepical Gasmanyb y S
Essays on Politics and Culture 199098(2000), tanslated by Leslie Adelson into
English; the work provides remarkable commentaries on cultural and political relations
about Turkey and Germany, Christianity and
gained attention as a chronicler of lives at thegmarwithKanak SpraK1995), whose
characters are based on real people living on the nsaogithe German society.
Zai mo§g s r e kteglay(2006)) maratek a family saga, araimely, the life story
of Zadiumedg own mot her LeyAmat dileirachvildhage, i
move to |Istanbul, and Leyla's departure to

Sincet his introductory chapter*s space i s
authors and works, | will conclude by mentioning four othehaus, Kemal Kurt, Selim
Ozdojan, Osman Engin, and Yade Kaas,these also help illuminate the range of variety
in the productions. Kemal Kurt, living in Germany since 1975, and the author of poetry,

essays, and short stories is most honored for his\téssist die Merhzahl von Heat
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(1995), andla sagt Molly(1998). The latter novel significantly transgresses all

limitations to what may constitute Turkigberman literature; the novel features a

struggle among the protagonists of world literature to survive as the librarian ¢f Babe

decides to keep only one fictional title alive. Born in 1971 in Turkey, and living since his

childhood in Germany, SelimZdadjan‘* s novel s have | argely apj

mainstream readers as they concern protagonists seeking meaning in life, friendship

struggles, as well as confrontations with consumerism. His three significant novels

uncovering these themes & ist einsam irdattel seit das Pferd tot i€1995),

Nirgendwo und Hormon@ 996), andMehr (1999). Osman Engin, a critically acclaimed

satirist about TurkistGe r man r el at i drus ,s a&Kdmpatks ezda itrhed i

ethnic stereotypes and comically accountsrifustices in society. His most successful

book isDer Kanaken GandHi1998) and Engin received the ARD Media Prize for his

satire —I ch -bmakingfua f sverydby piejadizés Gsjgreotypesyade

Kara, born in 1965 in Turkeyas lived in Bdm since childhoodThe dissertation

analyzeder debut novebelam Berli2003)that tells the events of th@enddrom the

view point of a second generation Kish-German male. In 200&ara publishedCafé

Cyprusthat narratethe sequel to her protagh i st Ha sSelam' Berlirih liofden. i n
Turkish-German films after the 1990s have also been immensely divergent in

themes and have used ethnic identity only as one element among many others. Thomas

Arsl an‘s intensivel ysimgllan lacatipres,swhl &bschwistes , s et

(1996),Dealer(1999), andDer Schone Tafr000), differ from the films of Fatih Akin,

that favor actiorand multiple settings. Fatih Akin has become the most critically

acclaimed and weknown TurkishGerman diretor particularly after his international
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successes witHeadOn (2004) andrhe Edge of Heavg2007), both of which | analyze
in the dissertation‘s final chapter. Aki n,
communications degree from the Hamburg &gl of Fine Arts in 1994. Already with
his first feature filmShort Sharp Shodqd998) about a friendship story between a Turk, a
Serb, and a Greek living in Hamburg, Altona, Akin was acknowledged as the pioneer of
the new TurkisiGerman cinema. Other t@vorthy accomplishments in Turkish
German film are th&leine Freiheit(2003) by Yiksel Yavuz that problematizes the
illegal status of a Kurdish youth in GermaMgra(1999) by Yilmaz Arslan that portrays
a girl in Turkey longing to return to Germarigla and Billidikid (1999) by Kutlug
Ataman that portrays the stories of three gay and transvestite malésh &1tdef, Du
Turnschuh(1998) by Hussi Kutlucan, that handles the subject of asylum in Germany in a
satirical form.
As | already explained my reass for selecting works that utilize motif of travel
out of this broad spectrum of themes and works, | also want to clarify my motivation for
selecting the particular novels and films. Despite the existence of other texts that utilize
motif of travel, suctas Zaim@l u Lega Aki nmm3ul, f iolrmYi | nvara Ar s | ar
my particular selection is grounded on the
my choice give greater credence to my exploration about the unique ways in which
positive effects andaw configurations about individual identities, and Turkey and
Germany are generated precisely through movements and interactions of protagonists in
and between Turkish and German worlds. The character and spatial configurations in
these narratives indicatieat constellations of situatedness in between two worlds can

generate change, transition, and transformation for the individual characters and also for
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the worlds of Turkey and Germany. In this regard, with respect to the positive effects
indicatedbyte t exts, by waycafk'a metmamkst avi $ h wh
introduction, | want to relay two other significant personal and biographical points that
Senocak shared which tie to this dissertati

Senocak® s f i r xtensiveelabaratien aboat$is experieace of living
with and within —t wo | anguagesl and hence,
language and body, with Turkish and German, he experiences a different rhythm.
Nevertheless, he remarked how easilyrteves in and out of the Turkish body and
| anguage and passes to the German, and vic
_two wor | dHkyithin @uxkisheand Gemmandanguages and bedigsthe
context of his first remark about his circling stare important to consider because they
bring forth a picture of anobile and continuous state of becoming and being, instead of
indicating identity as a fixed entity. Wha
opposite image of suspension, rathestate of steady motion, where neither the departure
nor the arrival points matter more than the movement itself.

Senocak's second i mportant remark rel ay
with the continuation of tehwasreedntytaheeen t wo
conference in France, grouped with other TurB#rman authors on a panel despite the
fact that his topic of presentation was on Berlin. As he stated it, he should have been
placed on another panel that dealt directly with Berlin hieuvas not. The act of
categori zing $Se n@ecnakpanei, ly groupirgdim dccarding te His

bi ography, rather than the subject matter
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wor | dsll par adi gemochkyas axGetman writeral inithis genss, fixates
him in a determined world of TurkisBermanness.

It is important to highlight hat t he i s s emcakdriticigzesaitke, whi
his personal example, is not aboutwhoe is called Turkisi e r m aemocak dpes not
have a poblem with his personal identity, or that he is seen by others as T@kishan.
As his own remarks prove, he defines his identity as comprising varying and fluctuating
realms of both Turkishness and Germanness; and as significantly, he talks about his
Turkish background-a mix of a varied Anatolian, Eastern, and Istanbul heritage. By
guestioning why he could not have been pl a
interrogates the exclusionary act that exemplifies the continued practice of imagining
complexcul t ur al and individual identities as f
Turkish-German identity, the fact that this identity also inhabits Germanness is not
considered.

Concerning my own use of the phrase Turkggrman literature and film itinis
dissertation, | should note that that my preference for the term has nothing to do with the
biography of the authors and film directors. For instance, the S@heh oder die Gabe
der Redes written by the German author Sten Nadolny. However, |nstated the term
Turkish-German in similartermstoow S$Senocak expl ains his own
comprising both Turkishness and Germanness. | see the hyphen in Taekisan as
more than a connection of two equal sides; neither side of the hyphen is%irenther
words, | suggest that the hypherarsmated, extending in both directions without

equalizing or fixating the two sides.

32Iexplicatethispointthoroughlyinmythirdcharezr in terms of identity state
—becomi ngl when | anal yzeGearcharasterportrayals of his
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Accordingly, the primary texts in this dissertation are informed variably by
Turkish and German histories, cultures, and languages. Significantly, while the primary
text s events take place in Turkey and Ger ma
German socieultural landscapes nor their histories as homogeneous and stable wholes
unto themselves. For instanceDie Briickevom Goldenen Hotn Oz damar ‘ s
thematiza i on of the student movements in Berl i|
transitions in this era. Furthermore, the novel surpasses a mere Tagisian
connection by conveying the events from a
The Edge oHeaven what i s presumably a Turkish pro
human rights, I becomes not only a Ger man i
also conveys in a humanist and globalbnscious manner. Similarly, we see characters
move beyond adrkish and German binary. While transitioning between these realms,
with their identities of both Turkishness and Germanness, some characters develop
transcultural identities. Along with Akint
Turkey for secondeneration Turkisticermans, these character portrayals enable states
of openness for characteelowingthem to supersede fixated states of beiigpy can
be both Turkish and German, and more. These examples also make up some of the many
productive angbositive effects the texts generate by portraying traveling protagonists.

Anotherinpor t ant reasomrnwlkwywkl sexpelparned Sit
insightful remarks concerns how, in the primary literature for this dissertation, we also
encountepor trayals of the —between two worl dsl
chapter, the protagonist of the no%alim oder die Gabe der Reddexander, is shown

to treat the Turkish culture through a lens of cultural essentialisms, inventing alcultura
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fable about Turkey, while he writes about the country and its people. The second chapter
includes an examination &elam Berlinwhich portrays the Turkiskeerman protagonist

Hasan in a similar way t-ebospdedhyafxéd' s bi ogr a
Turkishness in the way others treat him. He at first defines himself only as a

Kreuzbergerhis place of birth. However, later, he sses even this kind of

identification, and develops a fully opestransculturalidentity that is not connected to

a singular cultural, national, or geographical location.

Kara shows that for Hasan it does not matter if he is Turkish or German; he lives
comfortably in two worlds although each of these worlds resists this open identity. In the
novel, Kara satirizes the behavior of a German film maker who still thinks within the
confinements of the two worlds paradigm while creating a film about the Tyr&gbie
in Kreuzberg. Although Hasan defies the fi
Turkish people as a large, homogenous group. In his production, Kreuzberg becomes the
—authenticl place t hawihnarmtivesareasnnesirony,ur e Tur
Kara evokes the continuation of the —betwe
global world in which life in the midst of peoples from different backgrounds should
enable us to transcend seeing cultures and peoples as homogeneous agutisiedle

With regard to the texts probl emati zat
worl ds paradigm, it is i mpor-tadecadebfglobalot e t
progressivism and reorientation caused by the end of the Cold War rdberfoany the

beginning of a new era with the German unificatiaa in fact also a decade that

witnessed turbulent events marked by the o

¥ Kreuzberg is an area of Berlin in which many TurkGle r mans resi de, but as Kara'"
and my analysis in the secoaddapter discusses, the area has a diverse demographics, with residents from
plural backgrounds.
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Persian Gulf War beginning in January 1991 evidenced the binary betveckstamic
East and the Christian West, another Dbinar
resident Turkish population and the unified Germans was constituted. In the wake of the
German reunification, the Chancellor Helmut Kohl pointedly articulated the Eas
Germans as the brothers and sisters of Wes
what Dbel ongs t oget h-adltcdl clihate, the lcutural gndhethhic c ul ar
differences of Turkish origin residents of Germany were accentuated oncalagan
the categories of —fTheappearanck ofuhe novasleniofler and o
die Gabe der RedendDer weinende Granatapfet 1990 then becomes particularly
interesting as these novels both question essentializing discourses regaltdiady
identities and deliberately utilize the two worlds paradigm to interrogate and destabilize
the cultural fixations and oppositions generated by the paradigm.

The —t wo wo r thid gefiod hab semolsirasudts siashthe
xenophobic viaénce that rose up in 1991 and which gave way to the arson attacks in
Molin and the fire bombings in Solingenin 1992Wh i | e Yade Sklamwm a‘ s nov
Berlin in part evokes racism and alludes to the racist attacks in Mélin and Solingen, the
novel actuallyh r i ves t o subvert this exclusionary

the TurkishGerman subject right on the map of German history as an integral part by not

% Even further disconcerting about this time period is the way in which, with the collapse of the Soviet
Union, based on the citizenship principle of jus samg—defining citizenship through blood lineage and
family ties—while ethnic Germans from Eastern Bpean countries, such as Polami Romaniawere

given citizenship rights, the Turkish origin residents of Germany still remained outside of the German
nation. This paradox stemmed from the vexed citizenship law, jus sanguinis that defined citizenship
through blood lineage and family ties.

% Although xenophobic violence prior to unification was disapproved by East and West Germans, Adelson
cites the terfold increase of attackegainst foreigners in 1991ntroduction toAtlas of aTropical

Germanyp y  Z arioeak, Urjv of Nebraska P, 2004ji .
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only portraying the protagonist Hasan at the borderline of German history as it unfolds
butal so by thematizing his parents® story as

The years of 1992000 are especially important to trace as these years not only
brought about a government change in Germany, and subsequently the heated debates of
changing the cigenship law and the possibility of dual citizenship but also the
accelerated military tensions between Iraq and the United States. It is then important to
think of Kara and O Zzransitiomakcongext. Tlesedgekts wi t hi n
undermine divisionased on ethnicity and nationality with their portrayals of Turkish
origin identities transgr BisBrickegomGoldesem bor d
Horn, published in 199&ortrays American imperialism at its height in the 1970s from a
rather critcal point of view. In addition, right about the time when the constitution of
German nationhood was-censidered through the prisms of cultural and ethnic criteria,
Ozdamar problematize®t onlyethnic and cultural exclusion in Turkey but also
governmerdl persecution and injustice against the politically involved leftists in the
sevenies in both Turkey and Germany. Evainjustice and suffering are knocking on
the door through the 1990s, the novel ‘s re
betweercountries as well as revelations of human suffering in a globally connected way
console the reader.

While thereformedcitizenship law that came into effect in January 2000 no
longer establiskscitizenship on the basis of ethnicity, it nevertheless ésrbiual

citizenship®Li kewi se, the July 2004 | aw that repl

% Under the law, foreigners gained entitlement to naturalization after 8 years of permanent residency, in
contrast to the 15 years previously required. For naturalization, it is necessary to prove adequate knowledge
of German, a clean record and commitment to the tenets of the Basic Law as well as the ability to
financially support oneself.
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i mmi gration | aw finally attested tOnGer man
the other hand, despite this reform and the relevant provisionsatiatinto effect

regardingdual citizenship, the new law still disfavors a fair dual nationality procedure.
—Since January 2005, the German state has
order to threaten them with immediate loss of their Gerntaenship unless they
relinqui sh t h%Theaabove eleats arepparticsigolyointriguinty to consider

in the 1 ight oHeadbra (@004), afdikeiEdge af Hdavel0DA, both

of which portray second generation TurkiSkerman chaacters who chose Turkey as a

new _homeland® yet at the same time are co
belonging via citizenship or otherwise. As Tom Cheesman observes that the

complications of dual citizenship have been muted and replaced ibgtéael Turkish

membership in the E8 A ktlie iEdgs of Heavethematizes the complications with
regard to Turkey's Kurdish and human right
Turkish government, the film at the same time reveals a hopeful visidmefor t

relationship of Turkey and Europe through the problematization of a Turkish political

refuge's story and a humanist interconnect
As the above detailed soetnltural context indicates and the chapter descriptions

bdow will reveal, the organizing principle and the pairing of works in each chapter is

approximately linked to chronology; however, the organization is also motivated by the

proximity of what each text handles and the subsequent effects generated bisthe tex

the first chapter, —Relationally Construct

¥ Now, people whdiold a residence permit for five years can apply for a settlement permit.

% Tom Cheesmariovels of Turkish German Settlemeif. Particularly at stake are those naturalized
Germans who racquired Turkish nationality.

*1bid.,19.
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di ssertation ex amiSalimsdernDe\wabs deeRe@E9@ dnd| ny * s
Al ev T eDeriweiregde Granatapfél1 990) portray their prot
w o r |thdnkidlg, and at the same time destabilize the two worlds paradigm by showing
the paradigm as fictionata construction~f uncti oni ng | iterlly as
With my analyses of the novel s’ uni que nar
encainters by German protagonists in the Turkish cultural landscape, | explore how
Nadolny and Tekinay thematize and probl ema
boundaries of the two worlds paradigm and
oppasitional thinking about Turkey and Germany.

Thisinitalc hapt er anal yzes the significance ¢
il lusory effects around the protagonists'
constructions. The distinct narinad structures illustrate that the Turkish world is not a
fixed and stable realitynstead, theyeveal the ways in which the protagonists attempt to
create a world of their own making in the way they relate to the foreign environment in
Turkey. Byreveei ng t he protagonists‘ —two worl dsl
generating illusory effects surrounding their cultural fixations, the novels enable a
deconstruction of the fable of two fixed word&ast and West, Orient and Occidefats
mapped respectdly onto Turkey and Germany. Important to this destabilization effect is
the way in which the texts reveal Turkish cultural and spatial landscapes as a mix of East
and West, a cmingling of both modern and traditional andsaled Asian and
Europeaneleemnt s, whi ch Ferdinand and Al esxander

At the same time that the first chapter ‘s
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the two worlds paradigm, they also portray
Alexander, aithe end ofSelimoder die Gabe der Redend Ferdinand at the endér
weinendeGranatapfe| transform from their essentialist thinking into selélized states

about the falsity of their cultural fixations.

The texts analyzed in chapters two ameé vary from the novels of the first
chapter in the manner by which they charac
Turkish and German cultural realms. The noks Briicke vom Goldenen Hoamd
Selam Berlinn the second chapter, and the filmghe third chapter, do not portray their
protagonists‘ thinking through the two wor
the protagonists encounter situations of constrictirgginveenness caused by the
paradigm. In both chapters two and thnee,meet characters living between Turkish and
German cul tur al realms in what we see to b
transformation. There are instanees where
bet weenl posi ti ssmsdwhithaanalyzenaecprdirngly. énrast,ghe e
varying andhes ewemintigpeisnti ons of the charac
as wel |l as | ead to biographical threshol ds
portray hi entitieshmmandahraugh transitions that | explicate as stories of
—b e ¢ o mlasarginSdllam Berlinthe narrator in diBriicke vom Goldenen Horand
SibelinHeadOn, t hrough their experiences with bi
thresholds and &tin new identities.

The second chapter, entitlestienevBlaal ti pl vy
SelamBerlin (2003)by Yade Kara an@®ie Briicke vom Goldenen Ho(h998) by Emine

Sevgi Ozdamaandexplores how the novels map sogiolitical and historickevents
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onto their protagonists’ bi ographical <chan
which these events ocewiin Selam BerlintheWende and inDie Bricke vom Goldenen

Horn the politically distraught years of the early severtigsa waythat includes other

|l ayers of _worl ds*’ within the | arger Ger ma
undermining the stability and homogeneity of each country, for unsettling fixities about

East and West, and thereby for subverting the binary betWwatey and Germany.

K a r &elasBerlin narrates complex experiences between theGaghans, Turkish

Germans, and Wes§ie r ma n s ; [DeBdiakavam Goglenen Horportrays harsh

realities about the lives of Kurdish people as well as past historegero€ minorities

within Turkey.

At the same time that this chapter explicates the impact of the above mentioned

socicpol i tical events for the protagonists® t
the cityscapes that the protagonists traverseWh i | e expl oring the prc
encounters in particular spatial |l ocations

space configurations with regard to their significant transitional and threshold effects. |
highlight the motif of transitiomo designate ogoing changes, movements, and forms of
passing through, and treat the notion of the threshold in terms of crossing over borders
and becoming someone new. While analyzing the impact of these spatial configurations
on t he pr o ttiesgtlerchamsdr aso explidaeesthe various implications of
sociapolitical transitions and gepolitical thresholds-revealed through textual

deployment of specific topographies, such as Kreuzberg and Potsdamer Bitnin

Berlin, and Bosporus and &Golden Horn iDie Briickevom Goldenen HorrFor

instance, while Kara thematizes Kreuzberg®
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use of the Bridge of the Golden Horn points out a threshold that subverts presumed
notions of Europe and Asia.

Further, | explicate how the novels map certain intersections during the two
countries' transitions; this indicates poi
Germany. One such example is the narration of the student movements in both countries
by Ozl a mar . Kara‘s narration of the character
even further connection between the Turkish world and Germany by thematizing the
l inkage of Hasan‘'s parents‘ to German hi st
important for the ways in which they also function to unsettle the binary of Turkey and
Germany as exclusively divided worlds. It is particularly significant that at a time when
divisional thinking persists betwednettwo cultures, both Kara anda@amar
imaginatvely allow a shared world by Turks and Germans.

The third chapteinvestigates howr at i h A k HeadOs (2G04)dndT ke,

Edge of Heave(2007),subvert the Turkish and German binary while representing
characters who live fluidly in two worlds andd cultures. The chapter explores the ways
in which Akin depicts newer trajectories within TurkislkdaBerman realms by
portrayingal t er nat i v e toJIurkeygseandngemetson TurkisGermans.

In HeadOn, we see the characters Sibel and Cahitel to and transform their identities
in Turkey and in thé&dge of HeaverNejat transitions into a new li#eas revealed by
depictions of him in relation to the openness of the Turkish landscape.

| devote particul ar at tcenfigurations becanseAk i n' s
they are especially useful to understand t

their transformations. Il n addition, by con
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second generation TurkisBerman charactert)is chapter investigates the ways in
which Akin destabilizes the notion of a fixed and authentic Turdehman identity.
Furthermore, the chapter exdipettionaleostechAki n* s r
cultural contact and mobility imhe Edge of Hevenby depi ct i ng Ger man ¢
travels in Turkey. Through interwoven stories between Turkish, Tukesiman, and
German characters, the film unsettles binaries and fixities about the two cultural realms,
and thus portrays humanist moments of trandicey differences-for instance, political,
ethnic, and generatioralby interconnecting the characters in unique ways.

As part of her argument against the —be
Adelson criticizes howFurco-German literaturehas been seas a tired, old bridge
between th@resumably separated worlds of Turkey and Germany; she calls- Turco
German literature a threshold space in which more critical work needs to b& done.
Accordingly t his dissertation f ol ltodhersmsightrabodtd el s o
what contemporary Turkis@erman literature and film after the 1990s show us beyond
the narrow metaphors efi-bnet weenness. I Particul arly, | s
the fabric of movements represented in literature and fihttavel across Germany and
Turkey* s borders. Narratives between Turk
t wo worldsll paradigm |literally eGereman up new
identities, and at the same time provide alternative depgbf Turkey and Germany,
which reveal the changing and complex worlds in each country and indicate points of

connections between them.

“Against Between: AMa i f e s tNew, Persp2ofiveson Turkdyh e phr aSer mAnllicoi s
Adel son‘s wuse.
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Il n —ABbatween: A Manifesto, Il Adel son ask

contemplate the Turkish presence in Germamreitoday? My project, while

validating the importance of this question, asks several interrelated questions: What does
it mean to contemplate the German presence in Turleyarkish culture? What kind

of representations do literature and film afteh e 1 9 9i@regardsad tHe@mplex
GermanTurkish presences in both countries? What does it mean to contemplate Turkish
and German presences as traveling and crossing over between the two countries but not
claiming a rooted presence in either oléth these questions in mind, the following
chapters show how contemporary examples of Tuishman literature and film that

utilize travel motifs and thematize lives between Turkey and Germany themselves
function as a thresholdexpanding beyond the boded binary of Turkish and German

cultures stanidg in opposition to one another.

“21bid., 20.
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Chapter 1

Relationally constructed worlds Belim oder die Gabe d&edeandDer weinende

Granatapfel
I n explaining the —cultural f anbtvce we |
worlds, Il Leslie Adel son emphasi zaxeptedot onl
paradigm—t hat —t he space betweenl is —reserved

bri dge | e addbut ghe alsowhigeights lithe way in which the paradigm
operates through a rhetoric that approximates @aabuel PHuntington has called a

—cl ash of —ihaitl iofat4+opmpolsi ng worl ds wunder st
excl SHemcd, the —between two worldsl para
that suspends migrants within a position ebatweenness, but as Adelson stresses in her
article —Against Bet ween: A Manifesto, Il al
Turks and Germans through an absolute cultural ditfidéis divide operates iih the

supposition that the Turkish and German cultures are whole and respectively
homogeneous worlds, —presumed to be origin
—the boundaries bet ween®Itfhetmh ear-eb ectlveeaern atnv

paradigm is a —cultural fablel that —shadoyv

3 Leslie AdelsonThe Turkish Turn in Contemporary German Literafus.
“Adel son, —Agai nst NewPanspeetivesonAurk®aisX est ol ,
“5 AdelsonThe Turkish Turp4.
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not merely di*SeuNadoinpand Aleffe ki naly‘ s noatel s, &
the beginning of the 1990°s, can fdréhe seen
ways in which they both incorporate this paradigm as well as question its problematic
thinking. *’

The novelsSelim oder die Gabe der RededDer weinende Granatapfetilize
travel narratives; in botBelimandDwG, the protagonists-Alexander andrerdinand,
respectively—travel to Turkey’® Whereas TurkistGerman texts from earlier decades
bet ween t he 19 #idcorporaternnod latgd extenl questibns of
dislocation, migration, belonging, home, and identity with regard to Turkish caeratt
GermanySelimandDwGr epr esent a new pattern with t he
to and their experiences in Turkey. Throulis new form of representatipboth novels
replace the traditional depictions of Turkish subjects as displaced otlieesland of the
foreign, in Germany. In this sense, the novels destabilize that which has been figured as
constituting typical TurkistGerman narratives.

On the one hand the8glimandDwG represent the advent of a new mode in
TurkishGerman narraties whereby German protagonists deal with estrangement and
foreignness in a new country and cultural landscape. At the same time, both novels utilize
the two worlds paradi gm' -sforsnstancecEadt yersuss and

West, and Orient versi®@cciderd—t hr oughout the narrations of

% |bid.,5.
““The temporality of the novels are important to co
Turkish turn in German | iterature, whi ch, as Adel so

| anguage fi ct iTedurkishTutnite 1990°‘s. 1

“8 Sten NadolnySelim oder die Gabe der Red®90 Piper Verlag Miinchen.

Alev Tekinay,Der weinende Granatapfel990 Suhrkamp Verlag Frankfurt am Main.
In the rest of my analysis, | refer to thetseln abbreviated form&elimandDwG.
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While conveying how their protagonists cope with foreignness and alienation, the
narratives portray the manner in which their protagonists continue to think with cultural
essentialisms, bimgs, and fixations. However, the protagonists are also seen to evolve
as the narratives progress; the characters develop from viewing the Turkish culture as a
separate world unto itself to the recognition of the falsity in such thinking.

In her t—ABjeatiwese n: AAd eMasnoinf essut gododtistnesd t hat -
more understanding of different cultures if understanding only fixes them as utterly
di fferent. We need to un‘faredtsamd scwlatlur & oir
conceptualization ofulture corresponds with her argument concerning the two worlds
paradigm and the par adi gmthecomeptdlizatoasdi ¢ and
cultures, e.g. Turkish and German, as distinct and whole entities. Through the portrayal
of theirGermanpretgoni sts* struggles in the context
both SelimandDwG convey how cultures are not fixed and stable entities, and yet can
be, and often ajémaginedassuci’l n t he course of the novels
identitiesare seen to evolve and are transformed through their journeys and encounters
with the Turkish culture. Through the naives,t he pr ot agoni st s under
treatment of culture also changes. Therefore, both novels can be understood as
performing adidactic function as well.

The present chapter explicates various ways in which botiovelsportrayther
pr ot a gttonkimgsvith‘the cultural divides of the two worlds paradigndat the

same time createdestabilization effect bghowing cultiral differences and fixatiorie

“ _Against Between: A Manifestol, 23.

My own understanding and use of the term culture follows the conceptualization offered in the field of
cultural studies, by critics such as Stuart Hall, James Clifford, and Bleaibha, acknowledging culture as

a construction, an unfixed realm, constantly in flux.
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berelationally constructed antusory. With my use of the term relational, | mean the

dynamic of negotiations between the protagonists aadtnkish culture. Although

Turkish culture is an unfixed and heterogameralm, the protagonists think otherwise

while they try to underand andoosition themselves in relation touring cultural

encounters, we see how a fixed Turkish world and its cultural differences are constructed
through the way the protagonistsrefete t he —f orei gnll envi r onme.|
By illusory, | mean thathe readerecognizet he pr ot agoni sts‘® fixate
thinking as constred just like a fictior~a —f —aasAdeldbn names the paradigithe

coming analyses reveal hdstenNMd ol ny and Al ev Tekinay depl
cultural fixations and binary thking purposefully; their narrativeeproduction of polar

differences between East and West ahculturalessentialisms function as important

literary devices with which #htexts problematize the two worlds paradigm.

In addition,he novel s*' st r thedestabilzaioneftegtlpyl e me n t

extending a destabilization on the reader.
strengthen the _ildwusgoryi €f $‘ecdc uihgghbroalt f ihx
literalyasconstructi ons. I n that the texts gene
protagoni sts cultural fixations, the read

necessarily agree with tligirotagonists. The positioning of the narrator within the

novels contributes to the readers’ under st
two worlds paradigm is not be taken at face value. Additionally, the following chapter
andyzes the depictionsf the places, dis, and the spatial realms the protagonists

traverse. Significantly, at the same time tthat protagonists struggle with cultural

differences and fixations, the depictions of Turkish spaces have a destabilizing effect on
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these very fixies by reveahg Turkish cultural and urbdandscapes as a mix of both
East and West, of both modern and traditional values.
Selim oder die Gabe der Rede
INSt en Na d o Belinydder dienGabealér Rede [Selithe main
protagonist Alexander isnting a novel about his life, an autobiographical novel
comprising his service in the German army, his involvement with leftist movements, his
encounters with a group of Turkish guesirkers, an enating close friendship with one
of these guestvorkers ramed Selim, andlAe x ander ‘s travel to Turk
autobigraphicalnovef or ms a narrative inside of Nadol
span of 24 yearsbetween 1965 and 1989. A thread of diary entries, written by
Alexander in the firsperson, accopanies the autobiographical narrative within the
larger novel. In this blevel textual and discursive space, the protagonist Alexander
writes about his friend Selim and other Tu
portraying them as open and mobiletacters, overcoming the typical two worlds
paradigm of f i x ebde tcwel et nunreesss lla nodf tthhee —ningr an't
while these migrant figures transgrébe suspended ibetween rhetoric assotea with
the Turkish immigrants into Germgnthe protagonist Alexander, through his own-self
representations and the depictions of his travels, himself, takbgsonle of liminal
character—especiallld ur i ng hi s experience of _otherne.
Nadol ny*‘ s n alaranportanse tootHis chpapter torithe way in which it

di splays the two worlds paradigm; specific
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cultural fable of two distinct, oppositional worldfsThe cultural encounters narrated in
Al ex ander ‘phicalsnovel ceveal bigthinking within the framework of the two
worlds paradigm. However, at the same time, his cultural oppositions and fixations are
shown to be unstable and they are deconstructed. Significlrdlyd o | n yarckingo v e r
narrativestrucwie and t he | uxt ap o entriedwitmexcerpts frdrh e x an d e
Al e x and er ‘phicalanovel shw hovwgtihheaovebelimdestabilizes the assumed
fixity and stability of cultures and identities as authentic wholes. The novel portrays these
worlds and the two worlds paradigm as relationally constructed, as part of a textual and
discursive project?’Par ti cul arly, in the way that the
di l emmas and struggles in his efforts to r
there can be neither an authentic and real
which such a _Selim mi ght bel ong.

| begin with an example frolA | e x asmavel.rThe narrativilustrates a
cultural encountethat displays a—t wo  wsoeratiogwhile smultaneously
deconstructing the cultural divide and the generalized culliffarences The
exemplary passage begins with the tipedson narrator Alexander opining that the
Germans tend to believe their own stories about Turkey. Hedtas this with a
recollection that involves Selim, his friend Vampirismet and a German man. As all three
sit together at the bar, | smet -t+Hranmdiarte,s

daB bei uns die Ehefrauen niemals neben ihrem Mann géhmnesagt, das sei keine gute

* Similar to my leaving of the phrase two worlds paradigm unmarked with the understanding that the

phrase implies the essentializing discourse of two fixed worlas, leaving the phrase cultural fable

unmarkee—given that the fable itself entails this paradigm.

*2What | mean by this textual project has two levels; we are witnessing Alexander construct a novel and

write about the Turkish culture, but in essence waeading a project crafted by Nadolny. | explicate the

implications of this blevel project—i n t er ms of Nadol ny's c¢r ealim-on of an
along with the implications of the level of the diary entries later in the chapter more thgrcsydcially

in terms of the illusory effect it creates.

34



Partnerschaft. Il Selim pretends to be think
the fact that both of them are waiting expectantly for his answer. Instead of @pfhesin
stereotype inherent within the German man'
with the addition of the adverbemals,Selim replieswithatall al e: —Wegen der
BirgersteigeBei uns sind sie nur vierzig Zentimeter breit, sag ihm Has?alte

osmani sche Vorschrift. Il After the German m
regul ation, Selim replies: —Die Strafe mupf

In this scenario, we encounter multiple layers of differences that are articulated in
the form of generalizations on cul thatr al di
Turkish women never walk beside their husbands generalizes and passes an evaluative
judgement on Turkish pairs. While the generalization implies that the Turkish women are
all subservient to their husbands, it also judges this social or culturabddterns bad
obviously in contrast to the good relationship of marriage in German families, where the
wives walk next to their husbands. The narrative puts into question the stability of this
generalization and the difference that it articulates. The ktion of the generalized
difference functions to rhetorically delineate an absolute cultural divide between Turks
and Germans.

Second, Selim‘s answer upholds the cul't
utterance of the German man by further repradgei anot her _cul tural
that the streets must remain wide enough for donkeys, according to a supposed Ottoman
rul e. I n Selim‘'s answer, meant to make use
destabilize the original remark, whemeges is not only a negleotn S eplartton® s

refute the idea thaturkish women are subservient and walk behind their men, but also
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the implication that the Turkish culture lags far behind modernity in that it is still

following the rules of the OttomarEa. Sel i m*s sarcastic retor:t

and speaking for the Turks. However, he does not oppose the generalized cultural

di fference i nher ent ent hsteadokreje@iag thrsdixatiomfarn * s c o

the behavi or ednswerridicul@suhe &riginal aBieulatiomplicitly

mocking the questionewhile at the same time reifying the cultural divide. On the other

hand, although this momentemacts the two worlds paradigm by exposing instances in

which cultural fixatiors are reproduced, it is not to be taken genuinely and at face value.

The narrator tells the agler how Selim and Ismet enjmfling lies with which they make

fun of the fixed beliefs underlying Ger man
The instance examineth@ve destabilizes both the cultural divide and the

difference that it exposes. Similatyo t he Ger ma-ronettetnimpBesanp i ni on

essentialized difference between the two cultures, but which does not have a real

foundation—S el i m' s a nulstesam absences aj graumding, showing the

cultural diferencesetween charactets be instable as they are produceltionaly in

thedynamics of negotiation and play. Between

seems to believe as truth about the 'ui sh cul ture, and Selim's

differences. While a cultural divide is generated and uncovtiredeader is lead to

understand that this divide is not to be taken at face value and instead functions to

destabilize the fixed naturedfe _ Ot her * cul ture. Through th

the fixed cultural divide no longer becomes the primary issue; it is made the target of

irony. What this process produces, however, does matter; namely, the fixation of identity

around mlwel d‘cudft uTurks is altered.
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As we have seen, Selim's answer deconst
which he assumes the responsibility of representation, while the reader is shownshow thi
process takes place. The comptektural encouter betweernthe German man and Selim
entails a movement between identity and alterity, and it generates a destabilization of
cultural identities as essential wholes. By alterity, | mean the alteration of the
protagonist‘s fixed—petcteiovethigaspaesemedmpg:
v i e-wnStead of implying exclusively the other as the equal of alterity. It is precisely
through the interaction and the negotiatiywv
identity undergoes an alteration.

The @ove example iparticularly important becaugdexander intoduces Selim

as a great storteller. In fact, Alexander views Selim asnseone he admires for his

storyt el l i ng, so much so that Al exander confe
ersad | mein Lehrer sein, so etwas wie ein na
Al exander admires in Selim's speech is Sel
their truth value. | n f-tellng exemplifies Aki xl al nudsetrr* ast i
writing—a | most as an i mitati onr-auwfesp&iallysomurisg ar t

his narrations of his time in Turkey. Alexander in Turkey, similar in practice to the art of

Sel i m‘tsalling pedorms the role of representing thekish world through the act

of storytelling, while at the same time he is producing a cultural fable about the Turks.

Al t hough we witness Alexander'®s thinking w
these i nstances r ev etatbns ard alparformatdeixlaen de I ism'r s
story telling—and not to be taken at face value. In order to further expand this

examination, however, it is first important tevisit how Nadolny structures the novel
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Selimthrough the deployment of two intertwinedrratives, with the protagonist
Alexander as the author of both.
S E L Is STRUCTURE
The three pages of a Vorspann (prelude) at the beginni@gliofiserve to
introduce the reader to the overall narrative structure in which italicized intermittent diary
entries— that either tell of events to come or comment on events that have already
happened-accompany the autobiographical narrative of the novel that Alexander is in
the process of writing. As this condensed exemplificatioBedit s st r uceasur e i | |
the intertwinement of the two narrative levels createsremonventional flow and
presentchallenges to the reader in locating a sequential order of events. In a sense, the
reader is obliged to carefully go back and forth between pages in orderdiffgraint
pieces of information together to make sense of what is happening in the overarching
temporal plot. In what follows, with brief examples, I illustrate how the-Bidside
structure of the two narratives not only poses a challenge to the‘'remderc o mf ort | ev
foll owing the sequence of events, but al so
ability to put the events and information together in a meaningful or accurate way. While
the deployment of these two levels unssttleh e  rs aldlitieg to understardby
creating time gaps as well as reflecting dilemmas and contradietibey also
destabilize Alexander‘s narration‘s validi
For a first example of the awkward juxtaposition of diary entries and novel
excerpts, one need orllyok to the Vorspann. An entry dated 1972 and taken from
Al exander ‘s actual novel inti mates Al exand
speech courses where he is learnitell stories and instead begin studying Selim, his

new teacher. Thigrst diary entry in the Vorspann dated 1979, informs the reader of
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Al exander ‘s decision to write &amaotobiogr
diary entries in 1980, alongith the actual novelconvey contradictions about

Al ex and er ‘watingploone af thdse entfies, dated 1980, the reader learns that

Al exander has been writing his novel for a
asks him why the novel is also about Selim, Alexander replies that the Turks interest him

only margindly; instead, he is interested only in Seliie Turken interessieren mich

mehr am Rande, wichtig ist mir nurdlet 3*Hpwever, after some pages of the novel, as

the narrative Iis broken with anothery diary
for which he is responsibleSelim ist eine Geschichte, die ich erzahlen will. Selim ist

einer, dem ich verflichtet bitn der Turkei Anarchismus und Terror, viele Tw{d7).

Thus, Alexander is not only interested in Selim and does not tell just'Selims t or y as
initial response to Gisa implies. In addition, in contrast tes claimsrevealed in the
diaries that Alexanders r esponsi bl e f or SshbounSebm st ory
the novel illustrates as much about Alexander, his lifgarin, his depression, andsh

relation to Selim. Hencéhe novel is also about himself.

Anot her diary entry reflects on Al exand
novel, whereby Ol af remar ks on t hmatvda nsuf fi
v oi ce i rDubeBbcareitisienxals Erzahler. Es ist aber erstaunlich wie wenig er
erzahlt. Beweisdein Nichtwissen lber seine Jugend(321).This is precisely why
Al exander expresses afterward how he wants
background in Turkey. In his reflections from the diary entry in 1981, Alexander

confesses how |little he knowsichabnkeu t Sel i m'

*3When she asks if he knows a lot about Selim, Alexendar says that he knows all Selim has-teld him
filling five full notebooks. With a few stories by another guest worker Mesut too, Alexandethaay®w
they have reached until 1970.
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dartber nach, ob seine Herkunft etwas Besonderes zu bedeuten hat. Aber ich habe keine
Ahnung weil ich von der Tikei keine Ahnung habg294) Alexander is worried that he

does not know enough about Selim and his background but at the same time, as his

earlier reflection showed, he sees himself responsible for representing Selim and his

Turkish wald. By supplementingthear r at i ve of Al exander ‘s no
especially important for revealing not only the changing reasons and the ambivalence in

Al exander ‘s writing but also for making th
which Alexander founds his project.

In his recent bookosmopolitical Claims Venkat Mani analyzes
strategies of displaying Al exander ‘s relia
unstable position as a narrator and his-agléreness theredf. Indeed, while Alexander
represents himself as reliant on Selim and
in order to finish writing it, the reader learns that the image of Selim in the novel is not
real anyway. Selim invents stories about hilfpsdanging facts about his family and
events. For instance, Alexander'‘®'s diary en
is from Datc@a amalbe hieamh swylksl —m&r oBpabepgemar
stammen aus Istanbuhd Diyarbakio (252). In addition, Alexander faces the dilemma
that his novel is not portraying Selim him
and his worldHe expresses inis diary entries his worries that Selim does not recognize

hi msel f i hchhbB2nbeemir —denken k°nnen, das

**\/enkat Mani,Cosmopolitical Claims. Turkiserman Literatures from Nadolny to Pamilowa: U of
lowa Press 2007), 86.
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Selim befremddi(252)°> Hence, in the discursive space b
Al exander sttt eagraiannefw wiSel i m' emer ges.

The narrative of Al exander‘s novel, com
entries, reveals the production of Selim and his world as an invertioalational
constuction of instabilities. @Gmmenting on the aesthetiathybridity within Selim
Manfred Schmeling observes that sttelling and represention serve as expressions of
cul tur al hybridity and simultaneously reve
Andere und Fremde mdestiert sich nicht mehr dirgksondern erscheint als eine
Funktion des Erzahlens und Darstelléri§ The dynamic between the novel and the
entries not only reveals that Selim is not
Alexander Based on these pointsis important to befly considerSelim s uni que
structure that allowa destabilization effect on the reader

First, as | have already mentiondide diary entries, by introduciregntradictions
toAl exander ‘s novel itampoeal bfeaks ia madan.aMorkto by cr e
unsettle the reader*s flow of wunderstandin
out,Sel twdos | evel s create the —i |l lusionsstore
whereby the reader sees Ifiirlsltus+tdrell caomd t s euc
l aying bare of that il | u¥PpPrecisdlythoughthibe | evel
metafictionality, the author Nadolny displays to the reader the dilemmas and inabilities of

his aspiring authorial character, Alexandemmderstanding and representing the Other

®*I'n anot her ¢alimergahltmir waitertiintsansLeblen, obwohl er sich , smwverich, im
Roman nicht wiederfindet( 2 5 3 ) .

®*Manfred Schmel i ng,—hyhoad tdiek Kooysertisthk yPahriiickl dert Deutschen
Gesellschaft fur Allgemeine und Vergleichende Literaturwissensdi®ftichron, Heidelberg,
1999/2000),16.

*Wol fgang Bunzel , —Selineoder dieaGale lder Red®ten Radory996, 149%60.
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and his culture. The two narratives portray the emergence of his contradictions,

frustrations and inventions. At the same time, Nadolny is able to disassociate himself
from his protagoni ggiving authtrial authority ¢coam unrgliabbed u c t |
narrator. The emergence of another _Selim’
the Turkish culture as well as the reader’
position put the reader also irdastabilized position. This functions to deconstruct any
chance that the reader might interpret Al e

substantially true.

ALEXANDER IN TURKEY

From a journal entry dated 1983, the reader learns that Alexaasiérgh contact
with Selim after a quarrel. In a discussion with Alexander, Selim defends the Turkish
government with the |l ogic that Turkey®s di
once®®*Wh en Al e x a n deer Folterm, rParteisntursterdriiekeganze Dorfer
dem Erdboden gleichmachHen I Sel i m becomes angry and cal
Western propaganda for believing each bit of hysterical gossip, like a naive child. When
Alexander gives Selim a speech about democracy and the freedom ohpieiim
| os es hilch kemne eugr &ystem, gnd ich kenne unseres, ich habe unter beide
g e | eReiché Leute haben andere Sorgen als arme. Nur: Sagt uns nicht, was wir tun
sollen, It die Bessew i s s e r e i(40D.INew, tollowirlg the argumant, Alexander
expresses his wish to make peace with Sellah werde Selim besuchen und ihn

akzeptieren, wie er isté.er wi(420. mir mei ne

8 He reasons with the following problems: the terrorists, separatists, the fanatic neighbors in the East. He
argues that only an Atatiirk or someone of hisllefeeasoning can handle all this.
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Alexander also confesses that he needs Selim, so that Selim might tell hioryhad st
past years.

However, as the reader is able to understand, Alexander does not truly need to
hear Selim‘s story because the figure _Sel
regardless. Rather, it seems that by traveling and searchindifar Akexander wishes
to experience ani@arn about Turkeyfor Selim reproached him fdis ignorant claims.

As further evidence of t h+4asd, imenamcherthgt of Al e
serves to prove Sel i m's—thenovelithgthlexarmdr Al e x an
writes in Turkey conveys his own protagonist as a kiteall [Besserwissértrying

ostensibly to understand and represent the Turkish culture, while at the same time
approaching it with essentialisms and binary cultural divides.

Before further analysis, it is important to introduce the contours of a literary
critical debate that Bdimgpadialbary dsot poacgrnsaheo u n d
novel ' s f—whichlakes glaaepniTarkeyeand Nadol ny* s depi cti
Alexande * character there. This debate began

Oppositionsll was criticized by Ulker Gokbe

summari zes the Turkish history of the | ast
Einfihrungz ur | i terarischen Analyse, I®Whide i f t he:
Adel son criticizes the way in which Ger man

nation, in part, by figuringurkey as a nofturopearll  ddbes so by summarizing a

®Gokberk, Ulker. —Culture Studies und die Turken: S
Lichte einer MéehelGerthanQdairter70.2)s1i06 n Il .
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supposed ur ki sh orientation toward Europe whic
the Turkish Republic and his implemented refoffhs.
GoOkberk is equally critical of Adel son’

fundamental issues such as secularitygi@h, modernization and the Armenian

Genocide, which are communicatedl by Adel so
Particularly, while Adelson reacdgelimas —s hi fting the focus fro
Turkish theml in i1ts f dheGeamaahistotylofdewsaong at i v

with the story of the Turkish guestorkers and their silenced stories, Adelson notes
Selim‘s Europeanized Turkishness as bearin
genocide® Although the Armenian Gemtide isabseihNad ol ny ‘s novel , Ac
draws the conclusion th&elim-bespeaks the need to explore more productive ways of
knowing the relationship betl#een the Turks

Whil e Adel son‘s readi ng,especillywithegaré nt a r
to her larger argument about the destabilization of an oppositional German discourse by
reading the hybrid nature of Alexamd * s st or y roleplayedbgSelm, it h t he
must al so agree with Gokber ks eythrdughci sm o
themes that Nadolny does not actually thieneal find it equally inportant to examine

the ways invhich the noveBelimitself engages directly with Turkey through

“Leslie Adel son, —OppbGsimag Qpmnessi binensn Tomkiesmporar
German Studies Revidd/7.2), 309.

Further, Adel son reads Selim's Tur ki shnespgedalyas Eur op
religious and héas a portrait of Ataturk. Also, she interpr&te | i m* s ¢ ha mp-fomanstyle p i n Gr
wrestling as well as his name Selim, the name of a
in European capitals, Il as signs that i ndiSelimt e Nadol

313 GOkberk‘s wunderlying criticism concerns how Ade
differences in her attempt to oppose Turkish and German oppositions.

®_Sel im's Eur op e ahusbeaesdhenarficulatddtairst of the¥osng Tkes* bl oodi ed
hands in addition to the expressly and favorably ar
®2pid., 321.
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Al exander ‘s e xThelTurkish wwn@delsdn disagrees with Maneid
Durzak‘s and GoOokberk‘s readings of the nov
presented by the final chapter that takes place in TuPkégelson evaluates their
recourse to Turkey as suggesti ngpoundttohat t h
tell is indeed a Turkish story, more specifically, a Turkish story emanating from the

Republic of Turkeyl ** However, | do not find that particular attention to the last chapter
necessarily makes the story a Turkish one.

Nadol ny*‘ s anabouhesxqvdlSelicna b i —Wi r—Eunzahten (Der e
Fremdel conveys the sense that his project
alienation, estrangement and foreignness, not only with another culture but also within
one‘ s JWryreadiad sfesses the significance of the last chapter because it is
here that Nadolny not only portrays Alexander in a state of alienation in the Turkish
world but also lets the reader witness his reproduction of the two worlds paradigm
through his writing, whileaslo di spl ayi ng Al exander*®s harde
Selim and his —worl d. |

During Alexander ‘s experfultealanés wi t hin t
topographical landscap8elimd i s pl ays Al exander ‘s reproduct

two worlds paradym—with his generalizations, clichés and reflections about cultural

8 Adelson,The Turkish Turn in Contemporary German Literature: Toward a Critical Grammar of

Migration,(New York: Palgrave, 20053, 4 . I n contrast to her extensive r e
Oppositionsll, Adelson‘s reading here is condensed a
war Ger man history intelligible in uncharted ways, I
*Ibid., 34.

®StenNadaty, —Wir und Die. Erzahlen Uber BEiragemare. Schr e

deutschsprachigen Gegenswartsliteratl®96. In this article, while explaining the autobiographical parts

of hisown writinginSelim Nadol ny expl atmgci—&klIr efmabeot Ifas i m: —
selbst. Worauf es meinem Empfinden nach beim Schreiben, aber nicht nur beim Schreiben ankommt, ist

der Mut und Fahigkeit , sel/dst —Ffremdl werden zu kb©é
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di fferences. On the other hand, the reader
construction such as that psthersfeenottobe t hi n S
takenat face value. The sarcasm, irony, and humor which the real author Nadolny

imparts to his protagonist Alexander work to create an effect of ridiculeasitail

Sel i m's t oasédiseussdd earlfdii agldtion,Al exander ‘s alienat
foreignness, hisexpectations, and his memorascombine to bring about his cultural

fixations, as well as in certain occasions, to generate hiawalfeness and sadfiticism.

In order to explicate more fullyturn to the narrative level of the autobiognagal novel

that Nadolny has his protagonist create while in Turkey.

THE NARRATI VE OF ALEXANAPHRAINOYBALT OBl OGR
In Istanbul, Alexander discovers that Selim died in a car accident after their

guarrel several years ago. After an ensuing psychabgiisis, he decides to travel

through Turkey and end his novel by writing the story of Selim with a different and

happy ending:-Pas Leben steckt in den Geschichten. Also kann man jemanden durch sie
amLebenerhalten. Jedenfalls ist Erfinden besser aishi¥ mehr finden. Oder? Ich

trinke rakil (433). Dinking Raki and observing, Alexander not only invents a new end to
Selim‘s story but also invents stories abo
act like Selim the storteller, telling storieslaout Turkey, the Turkish people, their

culture and their social behaviors. He composes one of shases on the bus rideom

Mu g fo Adanaafter he has decided to travel through Turkey and write the novel to an

end. Like his decision to#iaventSelm‘* s per sonal story, Al exand
begins |Ii ke a fairy tale, —Es Spatrsehespat mal e
wurde die feudald G r k e i Zu ei n@a38).Wih thatrartsition feomtaa at

feudal to industrial world, anthte Tur ks® uninterrupted move ¢
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narrates that they al/l travel ed, ,-#4adu Fuf,
most of them with cars, with motorcycles, and in busses, which were faster than any
private autos.

The fast buseare driven by militanfike captains wearing white shirts, ties, and
sun gl asses.ryalhloeuxt a it chesr ibhdo askagzhn andrmaders lifet
associates this transition first with travel andwtie modernization of transportatien
from walking on foot, to travel by donkey, by train, to by bus, which here is the fastest
mode. Second, his descriptions associate the captains of these buses with the military;
this association, and particularly the emphasis on their modern clothes, invokes the
formation of the Turkish Republic by Atatlrk and the influential role of the military in
Turkish modernizatiof®

However, while his references to travel, types of modern transportation, modern
clothing and the military all allude to the contemporary Tirkisn at i on‘ s passag
modernity, Alexander next reflects that someday the Turks would all arrive at that place
when they can settle and finally be able to feed their families, following this with a
guestion, —aber, wann ionasrambiaent® posedintbaths r e f |
future and past tensé While the reflection links how the Turks are still on the move
and have not reached a satisfactory life standard, it ironically ends with an ambiguous

guestion posed in the past tensas if they lave already arrived at such a place. The

Al exander‘s observasimanseiinmAldianiat i wvwhkerns hdéiwatch
figures that tell the story of Republic's victory a
there is always a bank to sit upon. He also comments on the gaze of Atatiirk as a mix ofglcsiid E

gentleman and a proud Pascié43.

67 »Irgendwann wirden alle dort angekommen sein, wo sie ihr Kénnen entfalten und ihre Familien mit dem
erndhren konnten, was sie gelernthatenb er wann war das?1(438).
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ambivalent question in the past tense could imply the context of the Turkish migration to
Germany given the fact that Alexander is well aware of the guedter presence there.

On the other hand, the semanticshe&f sentence inherently calls to mind a-on

existent time and aesthetically staengthen
fairytale—whi ch begins with —once, there was a |
varying intepretations the meaningéthea |l | usi ons Al exandder ‘s obs

descriptions call forth-for instance, allusions to Turkish modernization or to Turkish

worker migration to Germarnythe style of his story telling builds an effect of distancing

the reader frean itthel —afr uwhdt oAl estander 1 s 1
senses that what Al exander tells from this
stories—an i nvention made up of Al exander'®'s o0bs

within the Tuekandhisencouiteffur e s spac

While driving through the dusty Turkish landscape in a bus that resembles an
airplane, Alexander reflects with contempt on what he observes. The honk of the bus is
like a sound from the underworld, and what is more, the busegetistuck, like the one
he sees — m Staub zwischen mehreren Haufen
excerpt, despite the speed and efficiency of the buses, their sound is connected with the
underworl d and, in the relessdtrvimgfAdditidnaly, passage
when one imagines the bus with the proportions of an airplane, then one can imagine the
huge dimensions of these plastic pH#es comparison that is purposeful and that reflects

a criticism that Al etyemmiseder s observations
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Up to this point, this episode displays
transition to an industrial life that consists of two primary aspects: speed and modernity
on the one hand, coupled with environmental corruption and recklegsonsbility
about human life on the othemvhich again will be revealed more transparently in
Al exander ‘s next observation, Al exander ‘s
critical way, namely, that the Turks have not really achieved an acceptatdzmm
standard. Especially his descriptions in the next bidy is portrayed, Adana, shdww,
while Turkey and the Turkish people are devaigpand modernizing rapidlgt the
sametimgheyl ag behind Al exander ‘s exanpletnati ons
his expectations of being served his meal in the European way.

I n this sense, as Adel son declares i n —
itself around 1990 as a European nation, in part, by figuring Turkey asBumopean |
throughthe characterizatiof Alexander, Nadolny presents us with a figure who
symbolizes his Europeanness in a similar fashion, by pointing out what-Eunopean
in the Turkish spaces and peopig$he portrayal of the Turkish soc@ultural and
spatial landscags through the eyes of a cynical German protagonist helps to reveal the
way he thinks within the borders of the two worlds paradigm, as well as illustrating the
conditions that bring about this culturavidion: for instance, poverty,
underdevelopment, drislamic difference. While the larger issues of lagging behind
modernity and poverty continue tpgear in his travels throughrther Turkish cities, the
point of Islamic difference, for instance,

Turkish engneer.

“Leslie Adel son, —@pposing Oppositions, Il 3
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Alexander is astonished by the Turkish buses that fly like airplanes, crossing over
lane lines without noticing and braking unexpectedly (438). He asks an engineer why the
drivers are so reckless. When the man answ
Reaktiomsf ahi gkei t, I Al exander <creates his own
am Risiko zu leben, damit die Gefahr, die Allah etwa fur sie bereithielt, keinen zu langen
Anlauf nehmen konntt™ Alexander cannot understand the differences of Turkish
manneisms and wants to know the reason why Turks act in certain ways. However, his
desire to comprehend the Turkish manners disguises his naive generaliza@din that
Turkish drivers are reckless. Upon the seemingly absurd answer he receives, he explains
awaywhat he cannot understand by referencing a seeming essential difference between
the two cultures: namely, the Turks® fear
purported motivation is to understand, his situation resembles the earlier example of the
conve sation between Selim and the rMGGemana‘ns man
stereotypedd pi ni ons of Turkish culture, 1 n a si mi
Turkish engineer, merely work to reproduce further differences and to ridicule the
cultural divide between the two characters.

Al exander ‘s generalizing explanation of
follows a humorous, if unexpected answer to the initial inquiry, turns into a sarcastic
reification of a divide between the two partieseTdepiction of how this divide is
constructed not only illustrates the | arge

namely, —i st es Uberhaupt moéglich den Ande

continues: —Es war , al s wo

“Al exander ‘s exp n
cher 48c hl ag anbahnte, —

l ana
erzeugen, damit sich hdheren Orts ke t O



destabilizes the fixity of both the differences anddivide created’* While in this
example and in numerous occasions during A
generalizes the Turks and explains their differences through ironic and sarcastic remarks
that uphold a cultural divide, the reader is ablsde that, in fact, these differences have
no real substance and no reliability.

In Adana, while searching for the street, Manisali Ali Bey caddesi, a street on
which Selimes,tAbdiexamdler is | ost and inste

returns to the bus station to visit an archeological museum: for a siallqme could

see —gr,i ebcyhziasncthieni sche, turkische Grabmaler
findtheUluCam or t he Manisali Al Bey caddesi ,
ori ent al i s c tebaeobs¥rves men wdaling teehfiad traditional clothes. He

notices how each corner of the district was busy producing sométhihe. district is
plain and dustybut instead of the homeless, there are many old, disabled people here.
Al exander feels at home here: —Niemand st a
absichtlich an him vorbei. Es schien ihm die richtige Mischung von Beachtung und
Unaufdringlichkeitzu sein, er kannte sie bisher weder aus Deutschland noch aus der
Turkeill ( 442).

In fact, Adana is the only city+despite his terrible experience at its hotel and the
bad service there-about which Alexander speaks somewhat favorably. Interestingly,
whileAl exander reflects on the uniqgueness of

the rest ofTurkey and Germany, his descriptionglaf location s s gsa poetray a

“"™Manfred, Schmel i ng-hykroiedd kP aetri kHy-br ild4d.t at

2 B e detnfeiaigung, Motorradwerkstatt, Schreinerei, Bohrmachinenbesitzer, ein Laden fiir Holzkhohle,

die aus Asten gebrannt war, ein Laden fur gebrauchte Wasserarmaturen, Getreidemiihle, Fahrradreparatur,

i mmer mit uralten Machineen—dpéedyut in Schuf zu sei
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hybrid mixture, making Adana not quite fit with either Europeanness or TurkisHiess.
European values of hard work and production mix harsand with the dust and
untended houses within an Oriental district where the men wear the old fashioned fez and
traditional pants.

In this passage, Manisali Ali Bey caddesi is coupled witlEtlvepas r aBe; t he
Ulu cami with the archeological museum that contains graves from plural civilizations;
At at U0r k*‘ e stggue s @ moai antEmglisian and a pasha. Alexander contrasts
the city with the Irish city Athloneln a following section, when haotices the walls
around him, —an der gegenuberliegenden Mau
christlichen Motiven feilgeboten: Mari a mi
Al exander can only jest sarcastilefianal vy : —0
sich in der Adresse geirrt und die Sudtiudrk
Alexander is certainly not clueless about the mixed cultural heritage in Turkey, which the
museum alsdlustrates. But, hisemarks make fun of the Christipatterns on these
fabrics that he sees on the walls. A diary entry at the end of ¥ie¢ cmmments that
Alexander holdst against the Turks that they lived in the old civilizations of the Greeks
and Romans. Hence, despit ¢heWdsternbentagper ‘' s pr o
present in Turkey, his sarcastic remarks disguise this'tadis unmet expectations
about finding a modern and Western world in his surroundings take the form of this
ironic articulation, where he questions even the presence oinmaste Christian

elemens in the surroundings.

“_1lch habe wahrscheinlich mein Leben |lang den Tirke
Hesiods sitzen. l ch tue es nicht mehr, I 493.
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After he satirizes the Christian motifs on the walls, he next finds Ulu Cami and is
able to orient himself back on his way to finding the Manisali Ali Bey caddesi; here, he
takes notice of the Roman Bridgef —S k|l avenarbeit. Il (443) Eac
Al exander ‘s surroundings conveys a constan
or Islamic and Christian sights and elements that Alexander crosses on his path and
notices.There is also a chan@petween the districts of the city. After Alexander crosses
the Roman Bridge and reaches the other side, he finds groups of five children who throw
themselves at the feet of the pasdmrsn order to sell their goods (444). It is here that
Alexander begia to notice poverty and environmental corruption. On the longest street
Alexander has ever crosse®n Manisali Ali Bey caddest-he imagines that this was
probably once a beautiful promnfékeade, but n
contemplates that altbhigh the Turks worked diligently, as if they were going to sell
everything hey produce tomorrow, they cditle about the beauty of their cify.While
he criticizes the untended, wugly houses an
schlieffei Gl dfrage. Il Thus, Al exander‘®'s ref
factor reveals his agr ee mevaltouthowtidn peSpel i m* s
have other concerns.

It is important to emphasize several points alto@tharration oAlexande ‘ s
encounters in the Turkish environment. First, adMesternization or modernizah is

different from whatAlexander had imagined finding in Turkey, he is not only critical of

the Turks® environment al c or r un@rtunciviizedand r e
“_Sein Ufer bestand aus Ger é! | Ancdhiedsehien jedeneasr mei dl i ¢
herzustellen oder wenigstens zu stapeln, und wenn e

S Um die Schonheit ihrer Stadt schienen sie sich weniger zu sorgen: Die Hausee zeig Au B auswa nd e
unverputzten Betonziegeln, Stawar der Herrscher Uber alles-444.
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manner s. For instance, I n Adana, although
einkrankes6haf , I they never recognize tthat he d
get up for salt. Following a bad meal and while returnindp¢ohiotel, which he satirically
describes as a four star hotel that could in fact, with changes, be brought to the level of a
four starhotelhe f eel s ashamed that he is reacting
Durchfall, schlechte Laune und vorchis eine Ahnungg® Al exander ‘s char ac
here is very similar to the German protagonist Ferdinand in the next novel that | discuss
|l ater in this chapter. As we will see, Fer
chance to also travelrbugh Turkey, and Ferdinand, as is the case here with Alexander,
disassociates himsdhom the German touristdespite the fact that he is himself German
and acts exactly like a tourist. Similarly, while looking for Selim and travelling through
Turkey, Alexander is shown to act just like a tourist. He is even willing to admit this, but
he also does not want to be identified with theaspecially the Germans.

In Izmir, for instance— the industrial and touristic city from which he later flees
— and durimg his climb up a mountain, when he is confronted about his climbing without
a map, he writes, —Wenn jemand—éutmeheLandka
not Al exander . | emphasize this because o
he ishimself foreign and alienated within the Turkish culture and spaces, coupled with
his unwillingness to associate with the German tourists, underscores how his trip through
Turkey can be read as one that revolves around his owidsetity. His writing a his
observations and experiences indeed reflects thgoomg negotiation between his

identity and his own alterity.

% . ..rasch die Teppiche gereinigt, die triuben Bierf]

beseitigt.., —447.
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Manfred Schmeling explicates the manner in which the experience of foreignness
during a trip abroad entails a balancing act betwieers¢lf and the familidr.
—Fremdheit ist daher auch keine Eigenschaf
Beziehungmodus, ein relationistischer Begriff. We can see this dynamic not only in
the Al exander ‘s real i z adinhedisassocatton flomthe s hi m
tourists, but also inthe noveelim s portrayal of Al exander ‘s
fixations that also then reveal his own shock and shame at the recognition of his opinions
and behaviors. In this sense, as esfigaiay later example of Alexander in Istanbul will
reveal , Al-aienationdeads his to sneet himself anew during his
negotiations with the otherness of the Turkish culture.

Nadolny ends his commentary on the autobiographical nature of hisgami his
novel Selimwith a reflection on a rewarding consequence that can ensue from the
experience of being est rPenrged cnrémaeba PBec‘hse ns
sein zu kénnen, das fuhfein erfreulicher Nebeneffektunter anderem auch zu
gr 6Bperem Respekt gegoehiiieend ed em”dowabendem,. Ide
while this may be a joyful sideffect for the writer Sten Nadolny, psotagonist
Alexander is only able to experience something of thiseifdet at the end of the novel
when we see him reach a deeper understanding about hiralsedfto the coversation
he has wittOmer Bey. Nevertheless, in certain moments, Alexandesisshown to
harbor more respect for the Turkish we#dspecially in instances when he looks at

himself critically.

"—Zum Beispiel bedingt die Erfahrung von Fremdhei't
Abwéagen mit dem Eigenenunle r t r aut en, — Manfred Schmeling, ,Inte
Mo d e r n e r NeBhelitaa2001)}262.

% Ibid., 262.

“Sten Nadol nysErzWihd emndibekire Fremde, | 74.
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In my analysis of Alexander blain IstanbulandNad ol ny ‘s wutil i zati
narrative levels irselim we will see more transparénhow the novel displays the
dynamics of Na d otthose ‘ofdoreigress, culiural uhderstaneirsy,
essentialisms, and respedh terms of perception and contrast. How Nadolny reveals
these larger issues regarding ideesitand cultures aslational,and how these issues all
tie in with Nadol ny*® s iehlirgama tvitizgantatteonot of t he
only in ter ms -torfa nAslfeoxrammadteiro'ns, sheutf al so wi th
destabilization of individual and culturalentities as fixed and mutually exclusive
entities.

ConcerningSelim s d e st a b-+dne tlzat undgrmiads the teeatment of
identities and cultures as fixed wholed is important to consider another intricate
dynamic that is created from withihe protagonist Alexaher * s aut obi.ogr aphi
Whil e Alexander‘s stories about Turkey and
thinking is bounded by the two worlds paradigm, his spatial descriptions actually serve to
illustrate neither anxelusively Eastermor Western but insteadl@th Easterrand
Western (both Asian and European) quality of the Turkish cultural and physical
landscape.

Beginning with Alexander*‘s fairy tale a
and the Tur&s’' mmdeenbtey wa nrdfor indtaace, illustrated r wo r |
by his descriptions of Turkish driving habits and Turkish attitudes toward the
environment— Al exander ‘s comments on TProgrekseagd C O NV €
backwardness, @-mingling of East and West. On the longest street that Alexander has

ever crossed, namely, Manisali Ali Bey caddesi, his depictions of the changing urban
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landscape reveal alonglineofeox i st i ng opposites. While the
alternate from modern to tradihal, the visual monuments change from Islamic to
Christian. On the one hand, the surroundings exemplify a huge machine of production
each house and shop presenting a cacophony of hurried material proddmitaat the
same time they also reveal a shabssmelust and dirt, homelessness, and childhood
poverty.

The European street name mixes with the Turkish, the donkey carriages mix with
Buicks, which fave been converted into trueksll of which conveys a panaroma of old
and new, modern and traditionaéwlopment and backwardness —East and Wes't
this sense, what Alexander describes about the places he traverses by no means indicates
homogeneity, but rather depicts a hybridized reffijdlexan der * s narr at es hi
experiences in Turkish places and émsounters with Turkish soemultural world
throughstereotypes, essentialisms, and binary fixations of East and West. Yet, the actual
descriptions of physical spaces in fact portray an inherently plural Turkishadtical
and physical landscapefor example, the changing architectural, geographical, and
cultural | andscape in Adana point to no ex
Turkey. Hence, the depictions also enabl e

identity in definitive and sindarized terms.

8n the second chapter to follow,anx ami nati on of Oz d herBadge oftherGalden at i on's
Horn in Istanbul reveals a similar aesthetigne that combines backwardness and development, East and

We st ; I read her descriptions wit h—beteegrathepast o Tur ke
and the present. Incomr ast to Ozdamar'‘s protagonist however, t|
is creating his own story, describes his feelings and relation to the physical as well asibo@dworld

around him througpersonalfixations, binaries, stereotypesliu strating his thinking with the two worlds
paradigm, and how his European self | ooks at the Ot
criticism. In Ozdamar ‘s narrative, on the other han
randompeople whose oppositions and stereotypes the narrator uncovers.
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In addition to the above examples, another seamken Alexander is on the
Europeanside of Istanbels er ves t o i1l l ustrate the way th
while revealing the dependence of his thinking on the two worlds paradigmsaintiee
time destabilize the binary of East and West, Asia and Europe in Istanbul. The scene also
undermines the generalized conception of the European side of Istanbul as the portion of
the city that most represents Europe and Europeanness. Within Alexangle
autobiographical novel naative, in the same section in whidlexander harshly
criticizes Turkish ways of life, particularly the men, and then begins to see Selim in each
and every one, he also starts expressing his contempt for the Europear satbaf.

Alexander does so by asking whether things were any different from this European bank

of Istanbul in the cities Bostanci, du a, and Adana. By further ¢
European side from these other places, Alexander paints a harsh picture of the European
side as —das Bild einer gnadenl os herunter
(466)8*

What Al ex and e eveatistdag altbough thistisesmcalled
—E u r o p e-abdtauseiit litezally lies on the geographical border of what is
considered Europe- it does not, in fact, have much to do with Europe or the modernity
associated with BFudeptabilnzimgsteens&uro
European side of Istanbul, Alexander*®s cri

of Asia versus Europe within Istanbul, the city itself. Just because this side of the city

lays within the spatial boundaris of —Eur opel does not mean t
sense, Alexander ‘s c¢r it +uosuallyrmsagimedasthat anbul *
8 .. und nichts fehlte dazu: nicht die aberwitzige V
gleichgtiltige Mordlust der Autofahrer, nicht die Hungernden und Bettelnden, nicht die eirtsichdeh
Gegenwart von Uniformierten.. und auch nicht die Ge
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center of Europe in Turkey- destabilize the fixation and contrast that stem from its
geographic location.

Ontheot her hand, while revealing Al exande
of the city, Nadolny seems eager to quest.:.
pose critically how one might judge a place and its people as part of or separate from
EuropeAl exander ‘s criticisms, through which h
Istanbul from the rest of Turkey, actually condense all of those points of criticism that he
has been making against Turkey throughout his trave¢sg. the traffic, bad air, ¢h
killer drivers, the homeless and the hungry, the uncivilizedll of which seem to gather
now on the European side, where Alexander resides.

The reader recognizes how Alexander, in an extreme, exaggerated form,
essentializeall of the European sidd tstanbul in a manner that reflects RBaropean
and norcivilized qualities. However, the characteristies-d i e aber wi t zi ge
Verkehrssituation, I —der Smog, Il —di e gl eic
Hungernden und Bettel GdganWardieoei dsichdrcimi
Geschwadr der Bes i c kdnifagtiefleg the ceniral posts ef thdl
contempt and sarcasm that he expresses throughout the course of his time in Turkey.
Although before he ticksff his detailed list oexaggeated criticisms, Alexander
guestios whether or not it were differng in other citiesgven in Adana, he is shown to
complain about the necivilized ways of lifethereas well. In this sense, his opinions
depict all of Turkey as neRuropean.

Therefore al t hough Al exander‘s observations

enable a transgression of a fixed Ewap/Asian divide in the city, Nadolny
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simultaneosly portrays the way in which Alexand@ews the entire country as

backward and nei&uropea. Itis the same criteria amhich he judges the European

side of Istanbul to be nelBuropean and not civilized enough that he deploys when

compl aining throughout his travels in Turk

and colored not only by his frusti@n that he has not found Selim, but also his own

European background. I n addition to not fi

found in Turkey what he had expected from its culture. Following yet another criticism

and a generalizatienthis time,of the intellectuals in IstanbatAlexander declares in a

single sentence —aus diesem Land kam al so

how Al exander begins to identify the figur
Sofar, | have examined how Alexandes a u t lochl naorative pqrtraysis

thinking with cultural divides, stereotypes, essentialisms, and fixations. Nadolny

purposefully deploys the two worlds paradigm in order to interrogate the ways in which a

hybrid space or culture might be perceivbrough a universalizing and European

hegemonic gaz& While revealingA| ex ander * s ¢hwughsarcasiantl i x at i c

irony, the narrativeexpose t he i |l | usor y storgtelingandtbef Al e x anc

relational nature of such fixations. In adlolit, as | have already explained Nadol ny ‘ s

elevation of the reader to a privileged position from which to see the dynamics of this

il lusory construction forecloses the attac

cultural fixations. In order to bettexglore this set of dynamics, in the next section, | will

analyze more closely the ways in which Al e

novel narrative connects and corresponds to the diary entries.

82 By hybrid, | imply the heterogeneous character of Turkey and tmeingled states of Eastern and
Western elements in the Turkish environment.
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The inclusion of the entries allows the reademtwre transparently uncover the
rel ational and percept i onwariting.dhismempstanb ns o f
becausdadol ny‘s novel strengthens the _illuso
cultural fixationsthrough the level of the dry entries. The addition of tleatries support
a reading of Nadolny®'s project as a constr
underlying cultures and identities. In the upcoming section, Wellso see hovthe
diary entries contributedo m&ing manifest the fragmented and changing identity of the
protagonist Alexander.

THE DIARY ENTRIES AND THE INTERACTION OFTHE TWO NARRATIVES

A closer look at how Nadolny uses the addition of diary entries, and thereby
deploys what might be read as a pustlern style and fragmented structure, will show
more clearly howselimpr oduces the concept of _culture’
findendes offeneSystem, oder vielmehr als ein strukturelles Dilemmagials sich
perpetuierende Unentschiedenheitovise n | d e nt i t®4iThroughthd usédf t er i t &
diary entries, the novebelimportrays how individual and cultural identities undergo
alterations through exchange and negotiation as well as through the process of trying to
understand and represent drastculture. In fact, the level of the diary entries is an
i mportant component of the novel through w
construction as a palimpsest. This palimpsest encompasses and exposes layers of
Al exander ‘s menmobadwts,Seliismiared Turkey, Al ex
imaginations about the Turkish world during his travels, his struggles to write about

Selim, as well as reflections on his writing by other characters.

8BManfr ed Schmeling, —hydtildedKdmpaeatistiki®ildi t at
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Particularly significant about the entriestilh e s ecti on of Nadol ny
in Turkey is the way in which they enable the reader to uncover the gap between
Al exander ‘s desire to imagine a fictional,
inability to do so. Specifically, the inclusion oktliary entries, while displaying this
dil emma and Al exander‘s frustrations about
Al exander ‘s f i x a toriesemsergedrondthe imagnatiomofee nt ed s
frustrated author as well as from that of a person whafisrgng from feelings of guilt
Therefore, the gaps and ambivalences betwe
within these two narrative levels allow Nadolny to destabilize any chance that his reader
mi ght take Al exander ‘ diahynknthgyliftelhbivyn
experiences in Adana, explains his frustration about not being able to write about a happy
S e | iHerumzureisen, die Turkei zu besichtigen und eine Geschichte vom Wiedersehen
mit Selim zu erfinden ist schwerer als ich d h t Selén.in der Tlrkei, ein glucklicher,
erfolgreicher, geachteter Selimvar um kann i ch i hi@48ni r ni cht
Al exander ‘s p a rquestoning eeocculs frequedtly in dngos@ diafy
entries, displaying him paralyzed andlIstbt able to write about Selim as a happy
personHence, in the novel narrative, the character Alexandelespite extensive
travelling through Turkey and gathering experiences from diverse spatial and cultural
landscapes— can still claim to not have fodl Selim®*

While the seeking character Alexander continues to ask where Selim is hiding, the
diary entries express how Alexander actually wants desperately for his own
autobiographical character to find Selim and thereby end the novel. WisnirAlnder * s

novel narrative, his frustrations abdus writing are articulated as a matter of not finding

8% Wer ist dieser Selim.. vor allem: wo?.Wo treibt e
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Selim physically. But as we know, Selim does not exist physically anymore, and
Alexander is also well aware of this fattHence, the question that Alexandesps in
hi s di awawum kanrtiah jhn mir-richtvorstellen i mpl i es hi s aut hot

to imbue his autobiographical character Alexander with the ability to meet a Selim who is

a happy man in Tur key. Ther acapadtyeandshsv er al r
problem of not finding Selim in the proces
connected to his psychological trauma as a

guilt that he feels surrounding this event. Until thagic moment near the end of the
novel, Alexander is not capable of overcoming his hurdle of guilt. Although he expresses
in his diaries the desire to invent® a ha

these aspirations in his novel. Insteagl] aoon will examine, what Alexander finds in

Turkey eventually turns out —taxlodee a partic
association of _Selim'" with a stereotypica
Anot her reason for Al exanderfigweinhsabi | it

writing concerns what | have previously explained in relation to his complete

di sillusionment with the Turkish world and
travels through Turkey, and upon his return to Istanbul with an attackesf faweral

diary entries reflect Alexander'®'s growing
provide commentary on Al exander ‘siltisl | ness
important to note that toward the endSgflim the diary entries aritie novel narrative

illustrate a growing resemblance between the two Alexanders. For instance, one of the

8 As mentioned earlier, Alexander learns on his first day in Turkey that Selim diechinaccident after
Selim and Alexander‘'s quarrel several years ago. Al
end to Selim's story.
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entries, written in Mesut'®'s apartment and
mirrors the characterization of Alexander in the narrativilie autobiographical novel
when he has a breakdown in the apartment.

Concurrent with these diary entries, within the autobiographical novelinarra
longer excerptexplainsi s pr ot agoni st‘s growing alienat
in his suroundings—J e | anger er hier blieb, desto fr
unglicksé i ger er schi en (462 e decides that hegceuld gonbgck—
home if only he could free himself from Selim. As a consequence of this realization, he
next expressess=Und mehr wund mehr schien die Tuarkei
es war, als wollte sie i hm zumindest dabei
Selim mixes with his unhappiness in his surroundings, the urgency to finish the novel and
to then kbave Turkey cause him to findjaick outlet by equalizing Selim with the rest of
Turkey.Al exander begins to recognize in each d
— his lightness about things, his ability to live for the moment, his takinigks, and
his leaving everything up to Allah (464).

I n the rest of the section that include
generalizations and criticismsranging from topics of Turkish bureaucracy and the
proud Tukish men, to the problem of énenmental corruption and the third worldly life
in the European side of Istanbul, and to the pretentious intelleetAdédsander declares
in a finalizing statement~Aus di esem L an(468)an contrastkkcahim S e | i mll
earlier thoughts about how Seliwas not a typical Turk and how the Turks were
therefore unimportant to Alexander, here he expresses the oppebite:i n, er war n

untypisch, von sei n(ed6 95o.r tAel egxaabn deesr ‘Mi | cl o nocne
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Selim changes from descriptionstom as an atypical to a typical Turk. Hence, the way

in which Alexane@r associates Selim withs cultural essentialisms about the Turkish

people makes Selim appear as the very representative of the differences that supposedly
exist between Turkey and Eye.

However to reiterate, the diary entriegork to destabilize the reliability or
validity of Alexander‘®‘s reflections by wunc
imagine and write a happy Selim but also his frustrations about his inabilitystm do
Because of the reader‘s awareness of Al exa
loss of Selim, as well as of his inner world as an author, which is shared through the diary
entries, the reader is able to see through the character of Alexaddes an
generalizations from within the autobiographical novel narrative. His change in attitude
toward Selim and the way that Selim then becomes associated with all other Turks reflect
Al exander ‘s motivation to si mpoepon&8o away Ww
exposing the dynamics and the circumstances under which they come about, the
intertwinement of the two narratives in the larger n@&aimplays an important role in
destabilizing the validity of Atheeeadender ' s
might take them seriously.

Toward the end dbelim the entries and the novel excerpts become more and
more temporally approximate in addition to the simijaof their content. Whila
changing Alexandeperceptible through the diary ensj¢éhe novel narrative itself also
conveys an altering Alexaer. Itis important to analyze how the characterizations of
Alexander conveyw change within this narrative; at the same time thahhking with

the two worlds paradigns displayed, the neative now also portraythe manner in
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which Alexandecritically selfquestions himself for his European and hegemonic gaze.

This creates a destabilizing effect on the substantiality of his fixations through the

process of his own setécognition. The filowing incident in the narrative illustrates this
point; the excerpt takes pl acptmentonitheAl ex an
Europeansidedf st anbul , and it is |l ocated in the
generalizations of Turks and hisatlration that Selim is a typical Turk.

One night, Al exander has been sitting i
three o‘"clock in the morning. He cannot s
awake by the endless car honking he hears fremtls t r eet out si de and t
gel ' —komm, komml (469). Twwaystreat.Hisaiewe t r y i
from Mesut's apartment | ooks directly at a
—chaufffeur pap wallHelhasofteyseenaans diivingintaitire wall e
because their drivers failed to pay attention to the sign that is there in order to warn
drivers that the tight street comes to an end. At one point, Alexander wonders what good
this sign may be for typat Turkish drivers with lots of Raki, defective breaks, and out
of-control egos.

On this night, as Alexander is annoyed and cannot sleep because of the men
screaming below _komm‘', und _weiter"®, hi s
his nerves and thinks that he just has to leave the Bity.soon, the moment of anger
giveswaytoasek ncounter as follows: —Er starrte
Verachtung, und Feindseligkeit! Hinter seiner Kritik an Ruckstandigkeit, an Not und
Organisationsmangeln steckte nichts als sein selbstgefalliger Diinkel, ein héherer Mensch

zu s ei Alikxander is Gware that he judges Turkish ways of behavior from the
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view-point of his own cultural background. In a similar way to how he earlier reprdache
hi mself for being just a tourist and accus
self-criticism here acknowledges his German preconceptions, which he carries with him
in judging the Turkish world (447).

Alexander continues his reflection with trexognition thathe economical
urgencyis to be criticized, not the style with which people lived in these circumstances:
—Wi e konnte er sich anmafBen, zhe wi ssen, wa
wirtschaftliche Not war das Ubel, nicht die Art, wie Menschen mit ihr zu leben
v er s uc ht Hisrdflectiods Drothe.poverty he observes in Adana, and later in
Izmir, as he watches kids throwing themselves at running autos to clean windows (446),
along with this reflection in Istanbul portray an Alexander who sympathizes with the
effects of poverty iMurkey. Therefore, Alexander seems to agree with Sebm ear | i er
reasoning that is the economic conditions in Turkey that make it incomparable with any
ot her |l and. Jonathan Rutherford explains t
personal cberence and intelligibility are centered on the threshold between interior and
exterior, bet wrcnc osredifngalnyd, oAtlheexranlder ‘s r ef
cultural differences, the conflicts that arise out of his-anderstanding and his
generalzations, as well as his later salivareness about his crudeness of his judgements,
combine to reveal Alexander‘®s identity neg
and the otherness of his own self.

The above illustrated passagjeplaysnotonlyAl exander *s cul tur al

at the same time illustrate his own saliticism as a destabilizing agent to the

®Rutherford, —A place Called Home: |lddnditgti ty and the
Communiy, Culture, Differencep.24.
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substantiality othese fixations. The Alexandeto criticizes himself and takes a step

back to look at himself anew, is a different Adexler than the one who creates fdales

at the beginning of his time in Turkey. Hence, in addition to the changing Alexander that

exists between the autobiographical narrative and the diary entries, th&abwel

illustrates the authgprotagonistAlek ander * s portrayal of yet ar
Alexander character for his own autobiographical novel.

Nadolny*s representation of a changing
encourages the recognition of Ifxatongsand | usory
oppositions, by revealing hi &A+Bkxagdaphbsc
crisis, which causes the fragmentation in his identity, as well as his own production of an
invented Turkey, proves ultimately to be constructive. WolfgamgzBl explicates how
Al exander ‘s crisis proves pr Alekandetgibvden f or A
Versuch auf, die Geschi ch®whilahe msteadirehto en* S
create ,seinen Seli m—  tchthecuoltaeralda@mldofsees how
Turkey; just as with Selim, tHeinc e, wAr lek‘a nid
autobiographicahovel narrative, coupled with the diary entries, manifests the process
behind Al exander hisSelimandSeerlailm‘isn vweonrtlido.n o f

OveraklNadol ny*s construction of a characte
work, trying to construct a story of Selim and of his world, reveals the process of
understanding and represent i onglandbubjeciy¢ her ‘' s
real m: —Nadolny wei p, dapBp die Wahrnehmung

Kulturfremdheit letzlich noch nichts mit Objektivitat oder mit Wahrheit zu tunBrat.

8%Wol fgang, Bunzel, —Sten Nadolny‘s Roman Selim oder
8 |bid.,p.156.
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betont im Gegenteil das perspektivische Sehen, die Moglichkeit des Vorurteils, der

schiefen der gar falschen Einsctzaing,®*Sc hmel i ng‘ s i nstheght f ul el
subjective and perspectivetharacteristics of Alexaredr * s depi cti on 1| | umi
Nadol ny‘ svellindhe sease th&etmdi s pl ays Al exander ‘s pe
Al exandatrisencof Seli m‘ s—cwarplrd sliinkge Ad epxaalnidne
perspectives, his personal interpretations along with frustrations.

The reader bears witness to the manner in which Alexander is beholden to the two
worlds paradigm during his period of®@f gnness and alienation. A
background, which is shown to differ from the world around him, his expectation of
finding the world of the Greeks amtbmer in Turkey—in other words, a civilized culture
that he does not firdand his experiencef alienation all lead Alexander to portray what
he sees in terms of essentialisms and cul't
selfreflexive protagonist enables the reader to uncover the various factors that affect
Al exander ‘ s ngwobdimmags ;f eisnt sdaihat Al exander ‘s
much, if not more to do with his own identity, his European background, his alienation,
and Otherness, and significantly, with histeyed relationship with Selithan with any
stableandfixd Tur ki sh worl d to which _Selim' bel

Furthermore, the manner in which the diary entries depict Alexander as a
character disillusioned with his own self and his narrative creation conveys the ongoing
negotiation between his identity and his altenitijle also enabling the reader to witness
the transformation in the character that Alexander creates for his autobiographical novel.

Selim s t ext ua-eflesiveauthof r @at agadrii st i1l l ustrates

interrelationships of differencesaretka@ d by transl ati on and neg

8 Manfred Schmeling, Interkultureller Vergleich und Moderner Roman, 272.
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produced in perceptional and relational dimensi8i&sp eci fi cal l y, Al exanc
diary entries as a terrain where he divulg
displays how his own narrativizatios marked by the negotiation and translation of

Selim and Selim‘s worl d. I n the foll owing
focuses on the final diary entries; these are entries that take up a larger narrative space

than the earlier, shortentriesWe s hall see how their use ene
reveal identites—bot h Al exander ‘s own and the Turki
represents— as unstable and as relationally constructed. | begin by examining the

destabilizing effectpresen i n t he di ary entry that tells
character Omer Bey"

Al exander ‘s diary entry from 1988 recal
hospital in Istanbul. Their initial conversation is on a topic where their opiniorgedivi
namely, AlexanderWBepoAterngateofadTkskOmer
about what he has wr iTirkische IntelfektuElie scketngn,Sieh e an
wirkich noch ni cht @lexanden rifesWirlached h &) i Omer
Bey's remark and his | aughing together witht
description fr om wintellektuslle dab eskier autle dders nov el
jedenfalls teuer gekleidete Menschen, die sich selbst so ndiiéat). Similar to Selim,

who was not able to recognize himself in the novel, Omer Bey does not recognize

Turkey®?Al exander ‘s Selim and Turkey are his s
®John Rutherford, — A pl awd taalalle®oldmé:csl bdntDiitly ea
“Omer Bey is the mayor of Mugla; Alexander meets hi

paralyzed in Istanbul and in hospital, Omer Bey comes to visit him.
2 As | mentioned at the beginning of my analysis during explaining the unreliability fé\le d e r

writing, when Alexander has Selim read what he writes about Selim and his world, Selim does not
recognize himself.

S
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versions, oscillating betweenl ex ander * s own foreignness ant
and theabsence of Selim.

Omer Bey‘s furAhexandamnr k diesds handkarm me d :
niemand ohne Leidenschaft betrachten, nicht der Wissende und nicht der Unwissende.

Auch wenn sie eines Tages alles kennen, die Leidenschaft wird geblieb&neseind

sich allerdings nicht mehrmid n b e q u e ml i ¢ h k(474).tWhite Omdys Beg b e n 0
emphasizepassion as the form of affection to conceive Turkey, his realackimplies

how, in lack of appropriate passion, Alexander has attempted to depict Ttarkegh

discomforts. The remark implicitly expresses that although Alexander pretends to know
Turkey, Omer Bey sees it otherwise. In a similar way to Selim, but much more politely,

Omer Bey also accuses Alexander of not knowing Turkey. Alexander immgdiate
decides to remove the parts of his novel t
decides to write the offending chapter again (474). Alexander seems indirectly to accept

that he does not know Turkey.

He has wanted to know the Turkish world{ buthe process he has rather been
describing it fromthevieywp oi nt of hi s own expectations a
ret el ling of Omer Bey's reactions to his no
the entries. The conversations abibwt novel convey the idea that culture is a subjective
realm, with differences that are rewritten and reproduced through personal narratives.

The different reactions and reflections by other characters manifest the insecure grounds
of Al ex andeenrdesavcourl.t uTrhaelr ef or e, the entries’
complementary effect to that presentire | iovardlsproductior—onein which

cultures differences, and cultural fixatiose seen asnstable and relational constructs
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The entry with OmerBeysi | mport ant also for il lustr:
transformation. The conversation between t
cultural essentialisms are generated at least in part by his conflict regarding his
aspirations to represent Selimandhiwor | d, as well as the trat
deat h. Al exander writes that OmerdieBey i nt
Sache IlAltlhaahtd sSel i m had to die after Al exand
bacRab —Sel i m | inddabeinitaeinani Solinrverungliickte, ist nicht Ihr
Werk, sondern allein die Sache Allais!beendet das Leben, nicht wiil his remark,
endingas it does wilt,h Brhien pg otntbeu nt wevec har act er
Al ex ander ‘osforiwih thisipeximitg i s c

Al exander characterizes Omer Bey‘'s comm
But, in the same moment, he experiencesacathdrsis. i s not guilty in S
—der Liebe leben, nicht den Schuldgefiihlen! Hoffnungs¥adidanken. Sie werden zu
meiner Verbliffung, fast Befremdung, ausgeldst durch nichts weiter als das Stichwort
iSache MIE).@Ghmesrd.Bey's remark represents a cl
to Alexander because it explains events in terms of Atkedpardless however, it leads to
the hopeful thoughts, as Alexander articulates. Following this encounter, he is finally able
to write a different end to the novel. Before this moment, his feelings of guilt prevent him
from imagining another end. He ism@ble to free himself from responsibility regarding
Selim's death and thereby to overcome the
story. Thus, the interaction and exchange between self and other produces a further
exchange of Athéaixienerdedf, which marles b $ignificant turning point

in Al exander ‘s tr ans taoceptaace.i on and subseque
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The discursie spaces of the diaries, complementing e x a n d eworiddén st or vy
the form of an autobiographical novel, manifest theaabis and constructed grounds of
the Other, whether this be the image of Selim or of the Turkish world. Additionally, as
the aboveexamined diary entry illustrates, the entries not only contain reflections on the
novel by other around Alexander, but alsopli ct Al e-xharacteezatiorsinas e | f
more personal way than the autobiographical novel. The following entry, which tells of
Al exander ‘s final departure from Turkey, [
On Al exander ‘s depar piotramouhces thatithte left r om T u
engine is broken; but, not to worry, the pilot will turn off the right one, and they can still
land. Alexander is alarmed when he realizes that the pilot is turning off the working
engine. The other passengers, howevetptoalm him down. Alexander is reminded by
the other passengers of a proverb that Mes
kafana tokadan baskasbiat esey ol Ewlgil ¢ hl iase
anything on your head other than a hairpfhAlexander could not receive a German
translation from the Turkish man sitting next to him on the plane, who instead simply
transl ates it as —mever mind. Il I n a sense,
instance of passing the Turkish and@an binary. The rest of the passage further
enables a unique twist to the opposition of cultural differences between Turks and
Germans.
This particular moment, in which Al exan
attempts to warn the passengers aedstewardess that the pilot is switching off the

wrong engine, creates a confrontation between the characters; the Turkish people tell
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Alexander to keep calm and remark on how Germans are always wériethis very
moment, Alexander thinks of the Turkiproverb Mesut told him earlier and its meaning
—n e v e r—pmciselyvihat the other passengers seem to be-doimag is, not
minding at all that the pilot is performing a costly, {dedangering mistake. Next
however, his mind switches to a Germansayi, —Man muss muti ch sei
gescHeiatlsaying that, as the reader has | ea
novel excerpts, he had seen in a flyer during his second school year.

Finally in the scene, Alexander begins to tell thekiglr people around him a
story, and he has the chance to give the debut speech he had been dreaming of. Alexander
invents a ®ry involving a pilotduring the Berlin Airlift who turns off the wrong side
engine. This pilot is left handed but in stressftuaions, he tends to mix up his hands.
With this tale, Alexander is slowly able to gain the attention of the other passengers. The
pilot is then warned; he turns off the left side engine and they land safely in an
emergency stop in Belgrad

During theencounter between Alexander and thekish passengers, Alexander
contemplatevoththe Turkish and German proverbs drednegotiates between the
meanings inherent in the proverbs. While the Turkish one stands for taking things as they
are without worry— an action that the other passengers also advise Alexantiez old
German proverb that Alexander remembers delivers a contradictory messageely,
to take action. While he eventually acts a

in a decisive mamer, takes action and gives his speech, his style of speech reflects his

“_Entschuldigen Sie, aber der Kaptan Bey wird wisse
p. 496.
“Spellimigi ofi‘ _ims taken exactly from the text.
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adaptation of the Fumé&veh mprodel bAlsexmamademn
imaginative and fictional stories but what he admires most in others is the ability to tell
stories in spech spontaneously and without worrying about the truth content of the
story‘s events. He produces on the airpla
up of lies, yet effective.
The instance that generates the two cultural proverbs ceawaitural difference
through the opposing meaning of the provehad is also illustrated between the Turkish
passenger s’ dtihfifnekrisn gf ,r domkingclTiee X ks @averbs
invokes the Turks*® submi s siimplesbraverysandd hor i t vy
action. However, the way in which Alexander remembers, contemplates, and then acts in
a manner that reflects his incorporation o
translation and negotiation. In other words, they depmiocess of movement that
destabilizes the essentially stable cultural differences that are at first invoked by the
proverbs in the text. Hence, Al exander "' s
of both prowerbs, destabilizes trehasm thaseeminglyexists between the different
mentalities as well as the stasis between the two partiesidition, out of this
negotiation emerges a speech that carries within itself traces of Selim. Even if
met aphorically embedde disnnotieft dut oétkeanarrdtwea; hes s p e
i's sustained in a dynamic relation to Al ex
After the plane lands in Belgrad, with the one right engine working, the final diary
entry tells of how Alexander watches as the Turkish pilot seeks hirA®tie pilot
l ooks at him from 10 megasevirdser wohvselgerr k&rinte x an d e

mich nicht, aber oft ist das Sehen dem Kenrmarlégen. Was sieht er, jetatahrend er
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mich anblickt? Ich wéi Gber mich nicht alles, das ist eine mei#rancer€497).This
final encounteb et ween Al e x and e alsoprodiices adestalplizilgot * s g a
effecc Al exander ‘s thoughts illustrate how he
ponders what the pilot may be seeing in him. In that Aleeaimdimates a gap in self

knowl edge, through the effect of the pilot

interpersonal expression of foreignness, a
explicates the f or ei geafazayevarding expdrniencerlo@t of
similar sense, Alexander‘s reflection illu
himself.

Otherness or alterity as an interactional and relational experience is based on the
condition, —ich driredean 8| micdmldiemme eweiren. |
thoughts during the silent encounter with the pilot express how he recognizes his own
otherness in the pilot‘s gaze. Alexander d
similarly, in his first encounter witheim, he did not know that Selim recognized him to
be naturally lekhanded. He realizes what he had repressed about himself through his
interaction with Selim. This final moment that ends the novel encapsulates in essence the
long journey of seltransfomation Alexander undergoes during his travels in Turkey and
during his writing process, which afford him the chance to view himself through the
gazes of others. This is the function of his autobiographical novel narrative, as well as
Omer Bey‘'Nadokmmr pertrays Al exandeactiors trans
bet ween Aileattyamd dther ilestities as wellthsough his orgoing identity

alteration illustrated in the discursive spacesafative. Consequently, not only does

®Bernard, Waldenfel s, GruAdmbtisecirhemer Phédiromendlogié desiFreendeh. i n
Frankfurt am Main: Surhkamp, 2006, p.119.
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Alexanderrealize how he cannot know Selim and his world, but as the last instance
proves, he recognizes he does not know himself completely.
Der weinende Granatapfel

The protagoni s Derwdinendd Granatapfehkecemtlyy * s
graduated German Orientdllsnown as Ferdinand Tauber, also confronts himself anew
while his identity keeps changing through the course of the narrdfleee specifically,
Ferdinand‘s own ment al construction of opp
world, mapped onto aitary between Turkey and Germany, East and West, is forced to
undergo alteration in the course of the no
his subsequent i1 nabil ity tearchfinTurkeyfdifiism i n hi
Doppelgdngeran—Or i e nt a His al® wrifuifillegh Atéht same time, his
searches for the podiustrate the ways in which Ferdinand relates to the Turkish world
also through a —two worldsl | ens.

Ferdinand®s trip t hr ausegthlus@tesrhiesteugglei s si gn
with his identity, as well as the manner in which he views Turkey as a place divided
between Europe and Asia, East and West. His trip importantly begins with a literal
il lustr athethwednlhipo s+ tni on; derahistidergity-ver y mor
where he is and who he—he is on the Bosporus Bridgie bridge that connects West
and East, Europeand Aslkher di nand‘ s sense of himself as
and Asia, —jetzt héange i clBnichtywosclkebdinddnd Eur op a
wei B nicht, wer ich binll i mmediately evoke
the iconic Bosporus Bridge] and of the particular city Istanbul, both of varetocated

between two continentscFAuf der Bos poraMeer&engeczwischen i ber d
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Asien und Europa.. Ein Weg von Ost nach Wes
reader soon discoverserdinand embarks on his journey to the East of Turkey in order to
search out the mamhomhe feels to be his @ppelgéager and who, Fdinand hopes,
may reveal to him the mystery surrounding his identity.

On the one hand, then, Ferdinand®s 111 wu
and the way he questions who and where he is, indicates the manner he conceives of a
separate and fixe _ Eur o p e ‘Asiatimated byAhe bnaniscientrrator,
Ferdinand thinks, what lies beyond Istanbul is considered the-E#s world in which
he hopes to find answers regarding his identity. Hence, the passage is particularly
significantforcone yi ng Fer dinand‘s identity dil emma
conception of a stable division between East and West. In addition, the aforementioned
passage significantly twi st s Gdrmhagrotadgomist dge *
caught between Eape and Asia. This deployment of the metaphor diverges from the
traditional, hackneyed conceptualizations in which Turkish migrants are depicted as
suffering from this particular separation. On the other hand, as mentioned above, and as
further examplesvi | | reveal, Tekinay' sh-betaeett at or por
position as stemming from hasvn notions about East and W,emtd not bya soci¢al
imposition of identityThi s early passage ends with Ferd
wer i ch bin. Aber Ferdi T. weifpp esll (66).
where Tekinay reverses the typical, expected ethnic roles; instead of the European or
Ger man kfniogsuirneg‘_ and _speaking® for Turkish

protagoni st Ferdinand‘s identity shal/l be
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Tekinay develops his German protagonist®s
literary motifs.

FFrst, in a similar f asHeinrcmvort Qiterdingexn, pr ot a
Ferdinand discovers an illustration of himself in a book he is reading; from the image in

the book, he recognizes his own recurring dream, a dream comprising a garden,

pomayranate trees, rubies and a girl (4%)ntheb ook cal |l ed —Der wei ne
Granatapfell , written by the Sufi poet of
hi mself and a parallel of his own dream, b
dieseZzei l en , damit du erkennst, wer du bistl

bin i chl under scor resofhisirg that portrays gheerndyefdn i nd t h

protagonist in the midst clelfsearch. Petra Fiero points to the identity qoesti —Wh o

am Il as —the main theme of the B+l dungsro

through his journey to find the Sufi peet and the recognition of himself in the

illustration, as well as his career transformation into a poet serve to build ciogesaff

wi th Noval i s HeirBichhom Ofteglisgeima naddi t i on, Ferdir

fulfills the basic premises of Bildung in the sense that after his searching, failures, and

learning experienceshe reader sees him transfainto a newer perso %
Significantly, Ferdinand's search for t

_hi msel f° in the poet'‘s beth&prdumablygs t ogeth

European moppelgfinglee  _Wwith the Eammtlern/ O

“Novalis*‘ Heinrich also finds & hédrecogkizesshisiowntineage. i n an o
Heinrich von Ofterdingen, 93.

®pPetra S Fiero, —Eichendorff and Novalis Revisited:
Tekinay's Works, Il p. 418

®l't is noteworthy, Biduwg v e whaililgmasatafsormationraadrthe © s _
learning experience of looking at the world beyond dichotomies, does not necessarily constitute it as a
_Bildungsromah i n t he s eWillsebn Meisters&kehgahre.e * s
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will soon explicate the significance of the mingling of these two motifs; however, it is
al so i mportant to point out how these two
in the novel, generate a crucial mystery that drives the protagoniaiel through
Turkey.During his search Ferdinand is shown to thaith the two worlds paragm. We
have already seen amplicit illustration of this with Ferdinand on the Bosporus.
Similarly, F dravels imTarkegportsay How mistGeranr Orientalist
positioning insists on aeKiumbGhaklesa®@r i ent al
problematizes the dichotomies between the Orient and the Occident, between East and
West, as they are associated with Turkey and Germany.

The preface to #11990 Suhrkamp edition of the novel explicates the
Orient/Occident dialet i ¢ as f ol | o des Heldenlnach Setbsterkénthig s s e e
wird die Vereinigung von Ori eWAlthoughdaheOk zi de
end of the narrative constructseanporary union between the two poles of the
dichotomy, the claim that Ferdinand‘s jour
harmonious union begs further investigation because of théh&tthe majority of the
narrative actually avoids reggenting such a harmonious rapprochement. It is also
important to point out that the prefaceDwG interprets the usef the literary motifs of
t heopplel gdnger* and the _dream' within the
romant i ci s m; ssociatgdswith Qrientalmmysticis®. Yet, this interpretation
overl ooks the manner in which the narratiyv
exposes Ferdiand ‘ s i damdashattering of hisisaliposl. Instead of a

harmonious interminglingaf he Or i ent al and the Occident al

1% ev Tekinay.Der weinende GranatapfeSutrkamp,1990.
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trials portray his oscillation between an Oriental world he associates with Turkey and a
Western and German world as its polar oppo
literary motifs adistinctly German or Oriental reifies the very dilemma experienced by
Ferdinand, which Tekinay, on the other hand, wishes to critically expose.

Erica Greber contextualiz&wG as written by an Oriental author and from
within this context she looks attheO®e st | i che* di mension in Te
According to Greber, the novel is about Eastern spirituality as experienced by a Western
character. She proposes that Tekinay, who has left her home country in the East, goes
back to Turkey through hercharda er i zati on of Ferdinand. Sh
Oriental perspective leads the narrative toward a mystification of the East through the
protagonist‘s supposed achievement of spir
_Or i ent a urhing tothé Bast indicatestthiar critical inquiry already begins
with preconceived notions about what constitutes the Orient.

Al t hough Greber ' s i nduluralgyrwihinahe nacativev al i d a
structry e, her categppelingeronmoti thandDt he Or i ¢
novel as exclusively Western and Eastern, respectively, and her approach to the
biography of the author Tekinay uphold the Orient/Occident divide as given and fixed
within her anal ysi sanalSig hsuggestsatherihgt thevnotehin Gr e b
fact reveals how Orient and Occident, East and West are constructed notions that Tekinay
wishes to uncover as subjective, relational, and practiced realms insteadyveprand

det er mi ned e malysi$, aseegards the shdrteomihgs | oatlined above,

Y'Greber, Weskli eldst Spiegelungen. Der Doppel ganger &
Vierteljahrschrift fur LiteratVissenschaft. 1999. 66: (5484).
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upholds precisely what Tekinay writes against: the binary of Orient and Occident as
mapped onto East and West, and then associated in the novel with Turkey and Germany.

On the other hand, ldoagre wi t h Gr eber ‘s criticism of

ending: —ein optimistisches Konzept der Au
ut opi an moment and will discuss accordingl
construction of the oppositions betweemm&t and West, as well as

intermingled literary motifs, | inquér about the special dynamitgt the novel generates.
Greberep | ai ns t he n oovpeple'lsg aunsgee ro'f nahlikenfesion r ef e
E. T. A Hofopperiginger - Dfi gures and she proposes

German romanticthreado t he narr atiogpelHpdvryenr ' mdhtei
manifests in the form of twins, cannot be seen as unique to German romanticism; rather,
this motif can be founds well, for example, in the 1001 Arabian nigtfs.

I n a |i ke manner, | observe that the ph
represented by the Sufi poemist exclusively Eastern/Oriental but symbofineysticism
and spirituality at large. Grebernt er pr et s t he narrative’'s my
that sends a distinctly —Easternl toessage
by the New England authorsch as Emersoas well aghe romantic writings of
Goetle and Novalisaboutnat r e and God may al so be consid

—mysticall i n the sense that approxi mates

vai date the si gmipfeil gédmoe rof atnhde _nmy st i ci s m'

192 The stories also thematize a doubling of figures as well as ronwsitias. The stories from this

collection,1001 Arabian nightswere translated into foreign languages, including German, as early as the
18"century. According to Wi kipedia, the first Europe
first German translation appeared in 1823. With this note, | am not suggesting that the roots of the

doppelganger motif in the German romanticism are rooted in mystical literature from the East. Rather, it is

a suggestion to consider how what we assume to be litegalifions that are exclusively Western or

Eastern may in fact have influenced their respective developments.
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instead of treating them asatusively Western or Eastern, | suggest an investigation of
their specific functions, their melding within the narrative, and the dynamism they
produce in the novel.

The narratioppelsgamdgernr hemogthi f and t he _1
by thefigure of the Sufi poetreveal e got i ati ons bet ween Ferdi na
Turkish culture-an _Ori ental world* as Ferdinand 1id
motifs that havanfluentially crossed the borders of Eagterand We st enrn disi‘t er
is not without purpose in a work that criticizes dichotomies of East and West. In doing so,
Teki nay ‘vse ytse xatt coonnc e arf a_nitlalsusicd nawoy ‘Il dori na \
meets an ambivalent German character struggling between theuctewmotions of his
Orientalist profession and his German identity, anddaetity of a Sufi poet— his
Doppel ganger . I n this _fantastic‘ world how
world—the Turkish world that Ferdinand traverses during his befardhe poet.

While Ferdinand does not succeed in finding the poet, the text displays two

ironies. First, although the Sufi poet exists somewhere in Turkey, he is shown to be by no

means a typical representati v®meetthepoet key;
di splay how the Orient in Turkey is a cons
fantasy. The sections that follow explore

through Ferdinand®s i dent i tyylexglioaehdwi ng wi t h
through this doubling, the narratveontheme hand portrays Ferdina
fixations and oppositions, and on the other hand destabilizes what the poet@tands f

Thisserves to uncover the f aéandOrientalveofild. _ Tur key
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Rat her , Ferdinand*‘s fixation of his own id

rel ates to the world around him function t

THE FANTASTIC
When Ferdinand di scover s etnhtheboplietheé s boo

process of deciphering his own dream from

speaking to himself | Ferdinand expresses
bin ich,II thereby i ntr thenowl(4¥)gTzietareTodofova nt ast
describes the presence of the _fantastic"

world, the one we know, a world without devils, sylphides, or vampires, there occurs an
event which cannot be explained by the laws bfsh s a me f a'fiAtffirstate wor | d
reader has the sense that the concurrettice parallels between the protagonist
Ferdinand and the Sufi poeftthe book—is mere illusiona creation® t he pr ot agon
mind,t o hi s | ma gforrmékensaocn ‘osf dceasrisred f in the boo
of this, the reader is apt to doubt the fa
is not in fact a p?¥vetrerdinandnétonly heeognizesimseli at i o
in the Sufi bubigdasosonimisrecognized bytothen pegple as the poet.
Hence, in a seeming+ g wellragthelréeademiofackddvithaFer di n
mysterious situation.

I n defining the characteristics of the

emphasi zes that besides —the existence of

BTodor ov, ThHeFantstia A Structural Approach to a Literary Ger@ernell: Cornell
University Press, 1975. p.25.
1% bid., p. 36.
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—hesitationll experienced eitHf%ern bTye ktihnea yc hsa
i mpl ementation of the _fantast iand’hesitateshe r e a
bet ween choosing —a natural and sudPernatur
Additionally, the reader also often witnesses how Ferdinand himself experiences this
hesitation of interpretati on.oftiehhemepafot agon
t he WOoTrhki.sl hesitation, an ambiguity surroun
working to drive the narrative forward thr
the reader in an ambi guous Iptiorsbetweerotnmth Si mi |
and illusion, the real and the i maginary,
search and about the very existence of the Sufi poet.

At first, the reader believes that Ferdinand wants to find the poet in order to gain a
better or deeper understanding of his self:
Namensvetter, finden, Ferdi T., der mich b
Ferdinand believes in an @rital poetthe reader wonders if this could all be merely a
product of Ferdinand®'s i magination. However,
Bursa begin to recognize Ferdinand as the poet Ferdi T. Hence, there indeed exists

somewhere an Oriental poet and Ferdinand looks and talks just like him. In this way, the

text creates the _fantastic‘ effect, as de
a hesitationl between —matural and superna
uncanny phenomenonl for the reader, as wel

Ifthe poet was a mere product of Ferdinan

could be one of natur al causes; it i' s mer e

1% Todorov, p. 3233.
1% pid., p.33.
197 bid., p.33.
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Nevertheless, there is a supernatural incident here that shakes the reasoning to explain the
occurence as simply the protagonist‘s psychol
Hence, the reader is forced to acknowledge thkeraliving, powerful, omniscient third

person narrator as the agent in charge of the supernatural event at stake. Thetefect
_fantastic‘ on the reader in this way reve
similar to the protagonist, oscillates between the real and the imaginary, his position is

not stable and he has an ambivalent relation to the characdrwikdiscuss in a later

section, the surreal and the fantastic nature of the story not only creates a powerless
protagonist but also inhibits reader identification with him.

Second, o the one hand, the reader is able to observe that Ferdinandtanttyn
changing and that his position is insecure
it is the narrator who controls the element of the surreal generates an illusory eftect abo
t he pr o dentgyodiemma ahdsthereby also aboutdu#ural fixations of
_Turkey®. The creation of a _fantastic' ef
oscillating characterone who moves between his German identity and that of a Sufi
poet—implies, then, a didactic effect as well. This didactic eféeetbles the reader to
recognize the manner i n wh isupdrsededtiee poblemmt a g on
of finding his Doppelganger. Through the implementation of a fantaseat, Tekinay
reveaka Ger man pr ot agoni st dentitymnddhe dunkishetiore.i ons a
In the process, theovel shows the protagonist learning from his struggles and

frustrations and ultimatelyansforming his self.
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THE ORIENT

Ferdinand‘s dream of the gardenceand hi s
both create a split and fragmentation, as
the one hand, Ferdinand welcomes the mystery that enables him to become doubly
foreign. He views the poet as an embodiment of the Oriental philosophy that he
asso@tes wth Turkey. The situation providd=erdinand the occasion to be a prhis
i maginary _Orient in Turkey' throtegh his |
poet. Through hisdientification withthe Sufi poet, Ferdinarfihds himself in a
pi vil eged position to pursue the —Orientl |
and this subsequently allows him the opportunity to talk to the people who know the poet.

On the other hand, in the course of the narrative, Ferdinand, like trez, risads
himself in a position of questioning his situation. He is similar to Giglio Fava in E. T.A

Hof f man's —Pr iWwhoe Y| Bamleis|l h®a has become a
dilemma is that the world around him tells him that nothing of thehssrhappened,
Ferdinand‘s problem is that the world arou
him he is the embodiment of the Sufi pd& While Ferdinand is assumed to be the poet,

despite the fact that he enjoys his travels through the Ottienproblem that he faces

regards the question as to how he can be both his German self and the Sufi poet at the

same time. During his journey, he travels in and out of truth and illusion, in and out of

the real and the imaginary. For instance, in thenertt that he recovers his identity as a

German man, someone immediately identifies him again as the Sufi poet Ferdi T.

®When Ferdinand vi si
—Mein Sohn, bi st du

—wer isa ndlarsn ? |

Bursa, where he hopes to fir
h

ts
noc ni cht f or tthenfwtiecaskedhe r epl i
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Hence,the—s ubj ect i ve doopupodIligndgnlg eorf* tihneageb, as
with conflicts with amttachrighselfto khisuGeimén | eads F
Orientalistidentification ever moreuring his search for the poé® For instance, after
he seeks for the poet in Bursa, he finds himself in Ankara, speaking German at the
Goethe Institute, and is overjoyed to returntodblér e cogni ti on t hat —I ct
anderer sein als der Deutsche, der promovi
interactions in Ankara and the difference made by his speaking German help him to
differentiate himself from the Turkish poetand t empor ar i |y reconstr
identity. However, because he is never able to reach the physical figure of the Sufi poet,
the narrative keeps Ferdinand‘s identity n
Tabrisi never appears in person; hersspnt in the narrative, but only through his
physical absence. Although he has been in all the cities that Ferdinand visits, the text
defers their union. Tekinay uses precisely this characteristic of uncertainty until the end,
which lies atthe coreof¢h _f antastic*, in order to displ

world around him. While Ferdinand cannot find the poet, he actually practices an

_Orientalization' of Turkey; he | ooks for
what he percene ar ound him as the _Orient’
As the following examples wil/l il lustra

where he wishes to find the embodi ment of
given ideas about the éomsoyuyr $ hef —apromppoe

Orientalistl Ferdinand (75), travels to Tu

Wil liam Sewel |, —Do pvpieet RoammingteerWomdoof Hais Magmus T w o
E n z e n s bGemaneuartdrlyVol. 52. No. 4, pp. 50517, p. 504.
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impressions of an Orient in Turkey; howeves, hi s i nt erested i n —wed
oder das Steuerstystem der 2)Q0%hanahe Omentadisi c h e i
Professor in Turkey turns down Ferdinand for an assistantship position because the
professor needs someone interested in the
Osmanen, Il Ferdinand i s a crdinaaleXpsriencirgithise v e d .
relief while he notices a poster of Istanbul in which the blue mosque is\almoer

sunset. Ferdinangias his own fantasies of the Orient in Turkey. The sights of Galata

Bridge, the mosques, the sounds of Oriental music, arefeliff tastes such as the

Turkish tea and sesame bread constitute in
friend's Mercedes, he feels Ilike a prisone
the Galata Bridge in order to see, smelland He&at —Or i ent al I wor |l d ar
—Am | i ebsten war e Fer di-Brackeduspestiegen undhiatiet en a

sich in den Menschen und Autostrom werfen und in der Musik schmelzen mogen, in

di esen gehei mnesvoll enFeordii mmatnal’ iss dhesmaskslo&n

Mercedes and instead his identification with the Oriental sounds around him convey his

desire to escape the —Germanl or —Westernl
Through the course of Fer di ntherpldries tr ave

from Germany to Turkey, the narrator tells of the way Ferdinand does not want to be

identified as typical European. He dissociates himself from the German tourists in Turkey

and wants instead to affil i atnghefiurkials el f wi t

worl d. For instance, he criticizes the Ger

einer TausendindeineNachtEr war t ung nac H30) Bespagerhisul f | ogen

criticism of the tourists, he soon finds himself in the middle of his @01 Arabian
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scenario due to his experience of a doubling with the Sufi poet. In fact, Ferdinand desires
no less from such a scenario than the tourists; the poet becomes the means through which
Ferdinand experiences the Oriental world he seeks and sxtpdutd in Turkey.

Just as Eric Leed, ifihe Mind of the Traveled e s cr i bes t he travel
change as linked to the notion of the —nee
West, for difference, |l Feahmasatoulst fooking avel s
for himself and for change while distinguishing between East and \Né#s literal
_hanging® over the Bosporus, as discussed
West illustrate this. Yet the change and alteratiohhibaxperiences through the
narrative come about precisely through his oscillation between a Western identification
and the Turkish culture- between the German identity that he seeks to escape yet also
ironically still holds on to in his confrontationtvih  t he _Eastern/ Ori ent &
follows | will explicate the narrative portrayal of the way that Ferdinand insists on the
_Otherness® of Turkey in the process of tr
exampl es wil/l I |1 uacsiitey 3@ the Qrient dndast, sprighfem n e s s

f oremost out -adéentifiEation ds an @rierdaliss s el f

Ferdinand‘s feelings of elation surroun
fantasy of an Orient in Ttwum®reymitsiehrer di nand
alleinll(42). Through the course of the nar

self, the German Orientalist, and the Turkish cultural landscape in which he finds the
Orient. While disassociating with the Western tourists raddum, and especially

Germans, and while associating instead with foreignness, Ferdinand identifies himself as

1191 eed, Eric.The Mind of the Traveler: From Gilgamesh to Globalfism.New York: Basic Books,
1991, p. 291.
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an Orientalist. He insists on the distilon between East alest, and wants to fixate
and name the cultural differences he observes in Tueyhe one hand, Ferdinand
takes notice of the cultural diversities that make the Turkish culture heterogeneous and
his observations depict Turkey as mixed and diverse, associated with both East and West.
Nevertheless, Ferdinand identifies with the Tsinkculture based on the differences he
associates with the Orient. For instance,
completely different than the other weddin
Musik gegeben, sondern nur anamwlise Paukenk!| d&ngell (37). I n tt
dances were danced and tea and kefir were served. But, he observes at the wedding in
Istanbul an abundance of alcoholic drink3 After the
—Schmuckanestherikalh,gstzert hi nks that —di e Szer
Orientalischerll witdcdhander .aphperadiamard ods a0 di
Eur op e an —these tpat differifrenr hss own cultural backgroundith the
Orient.

The depiction of Ferdindand in the part of Istanbul surrounding the GalalgeBri
further illustrates his perceptions of cultural differences as Oriental. The area impresses
Ferdinand because of its special mix of stores, where people work in traditional ways,
and old wood houses that stand next to more modern, concrete buidiigs;s a mkr i ngel

scents mix with thenachine oil smells of the subwa}? He admires the narrow streets

and balconies with clothes hanging all ove
M_Hjer..stromten aber Getranke, alkoholische ... wie
"pescribing the area, he notes, —In winzigen Laden
Tischler, Hufeisenschmiede, Baumwolleschtige und es kni sterte.., I —Hol zhau:

Betongebaude in européaischem Stil standen dichtgedrangt nebeneinander. In den Duft frischgebackener
Sesamkringel, der aus einer Backerei herausdrang, mischte sich der Maschinendlgert8raderiJ...I p
41.
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Staub und Vergangenheit: hi erd4lddi en die Z
Ferdinand, the dust and the elements out of the past reflect a time that has been somewhat
preserved here, and —Noch geheimnisvoller
Tone hier. Il Why does this ar etayfaammxofi nat e F
modern and traditional elements in a district on the European side of Istanbul.

This is the same area of Galata and Per
harshly criticizes for its thirdvorldly qualities; however, he does not fmlmention its
European pas tDieBrickenvonOGoldeman #lgnd tse discussed more
thoroughly in the next chapter, Ozdamar ‘s
conveys the space as a mixture of both Europe and Asia. By congrastgi nand *‘ s
perception of the unmoving time here and Oriental sounds invoke the Orient; the question
remains whether what Ferdinand hears is not merely a figment of his imagination.
Ferdinand‘s descriptions of the Alexamdgetl n:
observations of the area, reflecta commonthidr | dl y depi cti on; howe
perceptions highlight primarily the _Orien
und verworrener klangen di e rientaliisehe Tuakish s c hen
world really? Is Ferdinand identifying the old, and that which is different from his own
world as Oriental?

EdwardSal * s descri pti—ans af s@rsitemt alfi $dhhough
—approaches a het er og ehnnean redity froch gmuacntically, and
essentialist standpoint, I fisaeednatareofthee hi ghl i
Orient.| use the term®rientalismandOrientas relational notions in the sensad

explains;the system of thoughtthat Saidrmam _ Or i ent al i sm‘, not on
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enduring Oriental realityl but also —an op
which observes the Orient f MOmenmlisaas and fr
such is a relational practice entailing olvsgions about a place and fixating of it as the
_Orient®, which in essence does not exist.
Tur key. Surely, Turkey exists, and its dif
naming of these differences @siental fixates Turkish culture based on a binary
construction. His identification of himself as the German Orientalist and his fixation of
Turkey as the Orient also fixes a Western world andtiiyeinom which Ferdinand
wishes to disassociate.

Inaddi ti on, Fer di nand'‘—dhe enbadmenhoftheor t he Su
Orient—entails an underlying paradox about the origins of the poet, Ferdi Tabrisi. The
poet does not exist in his —authenticl or
Azerbaijani hetage. The book by the poet which Ferdinand finds is written in
Azerbaijani, a mix of three languages: Turkish, Arabic and Farsi. On the other hand, his
poetry is not included in the corpus of contemporary literature; his performances on the
radioareinfur ki s h. He i s not known with the ori
but instead by the official Turkish Tobruk. This is one reason, for instance, why
Ferdinand is not able to find him when he
Turkish hopital. Just as there is no authentic Ferdi Tabrisi, there is also no original
Orient in the way Ferdinand expects to fin

narrative exposes the practiced and constr

13 Edward SaidQrientalism,London: Routledge& Kegan Paul, 1978, p. 333.
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The performance of the Sufi dance in Konya exemplifies this in a particularly
striking way. The Oriental philosophical meaning of the dance concerns oneness and the
unity of all things, of self and other. Ferdinand expresses early in the novel his deepest
wishto experience this event. However, when he finally reaches Konya for the event, he
finds out that he has once again missed the poet. He finds himself in front of the spectacle
that symbolizes | ove and onenessdnandt hi n on
feels the opposite: not knowing who he is, feeling desperate and separated from his self
and from all tlat is around. He feels pity fbWimself innot having met the poet, nor
having achieved the unity this dance symbolizes, and he is critica &fe¢tman tourists
who are spectators at the event. At the end of the performance, the overexcited tourists
are taking pictures frantically, in a state of neither peace nor unity. The dance of the
dervishes does not deliver to Ferdinand the Oriental Selfnfeand oneness of which he
had dr eamt. Even i n it d¢hepedormance isaspettacke that —a u
serves mass tourism.

The thirdperson narratera —h et er odi egeti ¢ narratorl,
storyw o r +-reéderves an aknowing position, at times critical and cynical of
Ferdinand"** For instance, while the narrative characterization of Ferdinand differs from
that of the typical tourist, at the Sufi Dance, the narrator depicts him as an outsider, just
like the other touristsnl t hi s way, the narrator critical
of himself as an Orientalist. More than se
fascination with the oriental sounds. But, when his friend asks him if he understands the

lyricalli ne, —Beni biraz anlasaydin, Il from a so

“porter, Abbot, —StCambyidge Goinganion s Narrative.rDavid tHermam.ll |
Cambridge Univesity Press, 20042.
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and repeatedly hear s, Ferdinand says that
sentence, while not translated in the text
Ferdinand claims to understand everything in Turkish, but the text leaves the reader
unsure of the truth cont en ttrarslationtohthiss c | ai m.
sentence into German also could be seen as placing thEunkish reader in aimilar
situation to that experienced by Ferdinand. The harkish reader can understand nearly
everything in the text with the exception of this sentence. It is an ambiguous non
transl ation and could be interpdeted as a
understanding of the Turkish world.
Jim Jordan dcusses howostmodern literature in Germany uses new forms of
aesthetics that diverge from previous dutiful, multicultural representations. He points out
that the authors who do not seek to prove arappease the expectations of a
mul ticultural society‘s readership feel fr
damit, die Orientalistischeideesrecues hr er deut schen L¥ser in F
Accor di ngl y ,translation ohtlaejprase abave, nvhich follows a German
protagonist throughout the narrativ@ protagonist who claims to understand the Orient
in Turkey and is there to consume-provides a disguised criticism of German
expectations about an Oriental Turkey. At this potnfjay be helpful to think about the
narrator‘s position in the tepeérsomore cl ose
narration, and how it contrasSelen wi th the n
In both texts, the protagonists grapple withthewwo r | ds par adi gm‘ s f

but there are several differences regarding the position of their narrators. First, while both

"jordan, Ji m. —Shauspeler die,Poskiodemelntezkulrelle LitSratur in
Deut schl 438dp. 119.( 11 8
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narrativesconstruct and destabilizssentialisms and cultural oppositioSs)importrays
Alexander as critical of Turkish diffemees, while Ferdinand idealizes them as Oriental.
Whether criticized or idealized, the cultural fixation of differences is shown to be
relational and i nst ab lSelimcoQains bothdérstandathid hand
person narration. Thesetwam r at or s e n a b-Lréicalandanalgtinatl er * s s e
characteristics to be observed by the reader.

However, theppsleg®dhgemne L Dgalusenawhnathom:
romantic, poetic, and surreal, also causes its protagonist to be lesslsetive and less
in charge within the narrative. In other words, as contrasted with Alexander, Ferdinand in
DwG, as the hero of a partly surreal stovgrld, is less in control and aware of his
actions. In addition, threader is also more ambivalerplysitionedthrough the
narrativeoDwG, a f act that is detectable in the
particularly suited to the use of simple figurative expressions for the sake of conditioning
the reader to believe the supernatural catise hero undergoé¥

The most distinct example of such verbal aspects, as Todorov describes, is the

ver bal turn —it was as iif, Il which appears
ihm, als wére er nun, nach einer endlosen langen Reise,wshe angekommenll (-
Ferdinand feels _as if"* he had found in th
das er von friuher kanntel (43), and in Bur
gel ebt hattel (67). T hdowgbkng of Resdinandhvatetee s up p o
Sufi poet and |l ead the reader to share Fer
the poet in a former | ife. —lch muss friahe

18 Todorov, The Fantastic. A structural approach to a literary Gerit8-80.
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hand, tmough the effect of thedermulations, the reader vacillates between belief and
disbelief of the mystery Ferdinand lives.

Neverthelessj espi t e the fact that the reader
shares his hesitation, the reader never completely believes the mystery dughtremt i
understanding of the _fantastic’' e+fect wun
particularly generating t he-knpvengpeaerator.hat t he
Accordingly, the effect unc o Viatoss, showwingdi nand
them under an illusory light. Moreover, the manner in which the narrative depicts
Ferdinand not only in a _mystery‘ world, b
in a _realistic* Turkish otaywydsefapbect wby kj @

this _real

world with the _fantastic' per

as well as depicting the powerless position under which the narrator portrays Ferdinand.

The altknowing narrator describes Ferdinanch Bur sa as f ol | ows:
wie der Held in einer Geschichte vor, die Jemand andererlgesi eben hatte.. wi
passiveHel d kam er sich vor. .. Nicht er beherrs

beherrschte i hnl (67) .beforeTFerdinamdesritdrseéhe mosquain a p p e
Bursa. Upon entering the mosque, he forgegssdry reason for coming thesdnich is to

find the poet, but he finds himself instead transfixed by the wondrous interior, the
—Fayencen und Fenst &ensdehdeiinbeenn IK a s—kdai dee nWawsesi ec
Teppichd ( 6 8 ) . Hi s feelings in the mosque conve
fantastic story, he is in a positiorhere the role that he plalias control over him. This

is the role of his Orientalist professiamhich Ferdinand performs through his travels in

Turkey. The example portrays how Ferdinand is overcome by the mosque and its
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Orientalist trappings; his reflection indicates that he is partly aware of his role as the
Orientalist, but that he is not in cooltrHe is fascinated to the point of temporarily
forgetting his searehthe very basis upon which his entire journey is founded. By
utilizing the figure of the poet and Ferdi
Ferdinand relates to Turkey on thasis of his Oriental fantasies. The dusty and antique
atmosphere in a street, mosque minarets, turquoise colored water, folk singers, hand
crafted ceramics, Oriental sounding tones,
the Orient? Or, are thesenply cultural and landscape differences that Ferdinand
idealizes as the Orient?

Ferdinand tells his roommate in Germany early in the novel about his desire for
an —Orientreise, Il ideally —von |Istanbul bi
(18). His expression of these desires indicates the way that Ferdinand presupposes these
territories to ent ai |. Themarratorimdeedaportragsrthest i c s
manner in which Ferdinand enthusiastically consumes the differences of Ki&hTur
culture though a practice of Orientalism during his travels. The poet is certainly the main
symbol of Ferdinand‘s idealized Orient. De
the narrative as well as t heyicTumkaper ci al i z a
Ferdinand associates the difference and the almost exoticized tradition that the poet
represents with an entirecount’yl n t hi' s way, Tekinay‘s use ¢
_mystery' enabl es an int er r oegtal warlbthathef Fer d

associates with Turkey.

7 The Professor of Orientalist studies tells Ferdinand about the existence of folls $ikey&erdi Tabrisi
in referring to Turkey as the Orient: — a, so etwas
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Although Ferdinand fixates Turkey as an Oriental world, the narrative in fact
conveys Turkey more complexly than Orientalistike Ferdinand might expect. For
instance, the portrayal of Konya and the whirldegvishes there reveal the city in its
realistic condition— as a place of touristic consumption by displaying the Sufi event as
experienced by the tourists. Similarly, Fe
and Pera in fact reveal how the reggymbolizes a mix of modernignd tradition,
composedf both Eastern and Western el ements.
last destination in Erzurum- a city that ironically lies in the very Eastern region of
Turkey— is a Dervish cloister, a forenly Christian building in the city, that symbolizes
the Western heritage there as well. In this sense, the novel portrays how Turkey has been
shaped continuously, up to the present day, by Western as well as touristic influence and
intervention.

On theother handthe reader witnesses how Ferdinand associates the diversity
within Tur key si mprldyNeveriheless iami _LOrli ental Al e x «
fixations of Selim's world in Nadolny®s no
asoncermngAl exander ‘s own identity and the conf
underlying _relwGi syabl eheoreanterpoét Ferdi
generated from his own identity positionin

of culturd fixations stems from the constructed separation between the Eastern and

Western, Turkish and Ger man worlds, as wel
Western and German world. While Tekinay di
identity positionandert i cal ly exposes his cultural fix

encounters with the other tourists and the
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of a mixed reality in the present day Turk
the taurists and his compatriots, his subsequent identity transformation, and the end of the
narrative.

At the Sufi Dance, Ferdinand is appalled by the loud and frantic tourists and he
does not talk to them. Later, as he sits again in the same café wheré ansa was
held, and after overhearing that the German tourists are driving to Ankara, he finally
validates their existence and overlooks their tourist styles by addressing them directly.
Although he initiates the encounter out of pure necessity, aitee §me, those
characteristics that had formerly irritated Ferdinasieir constant laughing, finding
everytohki nggizel Il (very beautiful }nalongert heir
seem to matter to Fer di na ndserGesellschaft,ilib | t e s
ihnvonder Gewalt des Ratsels, das sein ganzes
His fellow citizens help Ferdinand to escape the mystery of the poet, which by now is
making him physic#y sick’®*The Ger mans‘ vioualssdesjabilzest beh a
Ferdinand‘s initial stereotypes about them
“Turkish worl d-*, i n which Ferdinand then w

First, Ferdinand is proven wrong about his previous assumptions regarling th
tourists; the German tourists are not in Turkey in order to experience a 1001 Arabian
Nights trip and to take rolls of pictures. In contrast to pure touristic intentions with which
Ferdinand had previously prejudged them, he instead discovers thatdtagually in
Turkey researching the reintegration of TurkiSarman migrats back into Turkey and

their problems with tke Turkish language. The translator positibat Ferdinand adopts

18 This is another parallel to Alexandei n si mi |l arity to Nadolny*‘ s portra
because of not finding Selim.
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for these compatriots, his teaching of the language to childrenrb@e&rmany of
Turkish origin, and his job at the Goethe Institute provide him with chances to experience
Turkeyinalte nat e ways thamppalsgdmgepoeand t MDe Ger
The combination of Fer di na modocudturadlandseape enc e s
in this way impacts the resolution of his identity conflict caused by the fixated view of
himself as a German Orientalist, therefore both distinct from and superior to these other
Germans.
UTOPIA

The final scene ddwG exemplifiest he meani ng of Ferdinand®
transformation. In contrast to Ferdinand®s
scene depicts Ferdinand as attaining a state of oneness upon hearing a lyrical poem on the
radio by the Sufipoethetda sought out. The message of th
gibt, wird es dich geben, Bruder, in deinem oder in meinem Land, in dir lebe ich weiter,
meine Liebe gilt in dir jedem Menschen, de

allows Ferdinand to thinthat the poet is finally speaking to him for the first time in

clarity.

On the one hand, the poet‘s |ines erase
express that the speaker‘s soul wil!/ l i ve
thelinesrepesent metaphorically divine I ove. Thi

universalism at the end of the novel in order to erase the fixations between set entities

such as East and West, Orient and Occident
poet s transcendent al message. Through this
inner conflict: —Es gi bt keinen orientaldi
keinen deutschen Orientalisten .., sondern
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Land, nur den menschen voller Liebe und Friede, und wie mdwghtigh als
irgendj emand. l ch weifp jetzt, wer i1 ch Dbin.
Ferdinand‘s epiphany as experienced thr

drop the fixations he had previously attached to an Oriental poet and to instead state that

thereisnoGerman©Orent al i st. As we have seen, Tekin
Ferdinand‘s identity conflict iIis shaped by
Western world. The poet‘s song all ows Ferd

East and West; he feelsesmpver ed by b e i—Abythipking df himselfny on e *
without any preconceived, constructed identity fixations. The reader finds out in the
second chapter t-hian iFtes d9 marntdeé rse ch avneer si on
as that of the poet- meanss i mply —Per son oder Mensch. Ode
jemandll (36) . l ndeed, after hearing the poe
inherent meaning of his namesake in the manner that he articulates his cathartic
experience. Ferdinand articidata view of his self without identifications with either the
Oriental poetorhisprgi ven —Orientalistl identity.

While the message of the poem impacts Ferdinand deeply, he is profoundly
moved by the magical tone and the melody as much as the céigguerceives that the
sound in the poet*‘s voi tftisbpentoigterpretatoh pol ar
whether this is a closed ending. In contrasttotherdeieli s endi ng, Teki nay
ends on an opposite note.Selim the end finds Adxander facing the Turkish pilot in
Bikresh; in this fac¢o-face and distanced meeting of two separate persons, Alexander is

also able to recognize himself anew through the understanding that he does not and is not

119 Nein, keine Stimme, sondern ein Klang, der wie ein zarter Silberfaden Gott und Mensch, Mensch und
Natur, Vergangenheit und Zukunft, Nord und Siid und Ost und West miteinander unldslich verband.(146).
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able to know himself completely. His esqfience, thenalso conveys how he acquires
new | earning through the other's differenc
polarities into unity endin@wG differs fromSelimin the manner that this moment also
lets the difference of the poet disappear.
On the other hand, as the Sufi poet was never physically present in the text, but
was utilized more as a figure that embodied the message of the Orient fantasized by
Ferdinand, the final moment displays an ad
words constitute a learning experience for the protagonist Ferdinand in the sense that he
rises above his previous limited way of seeing through a binary lens of Orient/Occident.
Most significantly, the reader witnesses the way that Ferdinand accepts andtagibis
identi ty si mp bunodosgeragidestiied aith theocordining etiquette of
an Orientalist. As Petra Fiero emphasizes in her reading, this move points to the
—di ssolution of the self, dthanoenisndatbngn an a
about the dissolution of Ferdinand's fixed
fixity of an _Or*ental*‘ world in Turkey.
Furthermore, in the very moment that fo
transcendence oflalifferences,heagama kes noti ce of the street
Kinder spielten, und HuUhner scharrten und
Thus, Ferdinand is still able to see the differences presented by the Turkish surroundings,
yet he may no longer percetehem as di stinctly Oriental. T
sich selbst, I indicates his oneness with h

his revelation concerns his own selfhood. His epiphany regards his own recognition of his

120 petra Fiero. Eichendorff and Novalis Revisited: Rastic Elements and Intertextuality in Alev
Tekinay's Works.
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fixed oppositios. Therefore, while the end seems ambiguous in its erabpodarities,

it can be interpreteddash e aut hor Tekinay's conscious de
manner with the oppositions and essential cultural differences inherent in the

Orient/Occident sthotomy, as well as in all other pggven fixations.

Zafeno&akitsi ci sm of whieh distingugsh betwpea &ant er n s
enlightened West and an archaic Orientl su
uni versalisml i ne ovredreyr ftiox ago obnesy confd ttwho c ul
Orient an #I0hssénsecAtefF e ki nay‘s novel creates
—Beéhrrungsgeschichtel that allows Orient and
that reveals how these entities are indeed stipgeand perceptional constructions that
are relationally formed? Further, at the end of the novel, Tekinay risks a form of
universalism that is purely utopian; the end represents a naive Utopia in the sense that it
portrays anot helmatcanfoaybe imaginedoptimisticaltyittbke nt t
vanishing of all ixed differences and polarities intmity.

In the reality of the world we live in, still operating as it does on thought patterns
that insist on fixed identity formations and distinctivedrias between incongruent
_wor+pdse‘ci sely the core ©OWG—Tthekauthoday ‘' s i nterr
alternative presents us with a Utopian universalism that overcomes differences of all
kinds. This Utopian messageeedyocancnmecand _The
between our worlds. We are all onalthough this is configured as a Utopia, its
presentation in a fantastic narrative is fitting to the novel; in this sense, Tekinay presents

her reader with yet anotaduesd mbment#trcallstiie mo me n

121 7aferoenocak Between Orient and Occideritlas of a Tropical Germany, pp, %6.
1221pid.,p. 64.
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reader to pondets Utopian peaceful message, and whether or not such a resolution
might indeed ever come into existence.

|l would venture to say that Tekinay®s n
desirable as contrasted witlieahate representations that serve to uphold the binaries and
cultural fixations while the characters remain unchanging between distinct, isolated
worl ds. I n other words, despite the possi
aut hor * s anmginenagew way of thirkinhg about the sefanaof worlds; if
the choicas between war and peace, between two distinct worlds or a Utopian
universalism, Tekinaurges ugo opt for the latter.

A more recent novel by Dilek ZaptciogiDer Mond isstie Sterne auffrom
1998, provides a similar instance of Utopian resolution, in which the protagonist, also
expesses his convergence and oneness with the rest of the people of tHé&* Wik
looking up at the stars and imagines flying to them, he kegllessly, remarking on the
trivialityofeveryd ay deeds and the r el at?Simiatiyo of eac
Tekinay‘s Ferdinand, the experience of Zap
the character ' s si mllthegpeopld and theansignificee ofdheie n e s s
differences. Athe same timghe expelence enables one to imaginging above the
limitatt ons of every praatve existense-irbadlaetmg reothenaah d
ut opi a that e nlghtiolths staas. Iinubopieemightlindetecebie eohsiderdd

a metaphoric thread that substitutesthe n st r i ct i ng met thgnbner of —

12 Dilek Zaptcioglu,Der Mond isst die Sterne guif998.

The protagonist |l aughs, here, with a recognition -
unessential things in the world, about their disputes, the bits of paper they chase after, the names they give
themselves, by which they divide themselves, and over which they make war; he laughs about his fears,

and all the other trivialities that wouldt even fill a fig seed, no, not ev
CheesmaniNovels of Turkish German Settlement.Cosmopolite Fic26iis,
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can consider Tekinay‘'s passage as one ear |
TurkishhGerman literature.

To conclude, the travels of the German protagonist in Turkey portray on the one
hand the protagonist‘s practice of Orienta
On the other hand, the utilization tftoray uat
its coreenable$ekinayto reveal and interrogateer pr ot agoni st ‘s cul tt
addition, while mixing presumably Eastern and Western literary motifs within the

construction of the narrative, just as these motifs cannot be ex¢yudistnguished as

either Eastern or Western, Tekinay's novel
composed of both Eastern and Western influ
Selimthe manner in whichhe narrativdb ot h mani f est peaJamixkoke y * s | a

East and West and as inherently changeable, while also portraying the protagonist

Al exander ‘s struggles with his own cultura
My aim in this chapter has been to explicate how these two novels, appearing as

they do at the turn dhe last decade of the century, before the new millennium, can be

seen to have pioneered alternative approaches to the two worlds paradigm. Both novels

uncover the ways in which this paradigm comes into existence and they both undermine

thevalidityofhe par adi gm' s un 8eim Isyelefednamatve u mpt i ons

structure conveys the nature of Alexander'’

_il'lusory" effect of his cultural opposi ti

Al e x a n d dialisms asestensneng out of his own alienation, foreignness, and

significantly, resulting from his biographical and authorial frustrations.
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Il n a similar wayanTakti ndoublirgybfahe @egniah t h e
protagonist/Turkish poetgenesaan  _i | | usor y‘ @®wGhascontrol The na
over Ferdinand and retains a distance from the protagonist; hence, the reader is capable of
telling how Ferdinand fulfills the role of an Orientalist. Similar to the unreliability of
Al e x a n d ater—uncovaredras part of a fictional constructiefrerdinand, as
part of a fantastic, mysterious and surreal story, is a powerless protagonist. The manner in
which Ferdinand is portrayed in a surreal story, therefore less in control of his actions, as
well as the way in which his fixations of the Turkish culture as Oriental are conveyed,
together reveal that Ferdinand‘s thinking

comprise Tekinay®s critical i nterrogation.

107



Chapter 2

Multiply Layered Worlds

This chapter analyzes portrayals of multiply layered worlds and transformations
of the protagonists in the nove&dglam Berlif2003)by Yade Kara an®ie Briicke vom
Goldenen Horr(1998)by Emine Sevgi Ozdamar” Instead of a binary between
homogeneous arstable Turkish and German worlds, the novels display Turkey and
Germany as comprised of multiple layers. For instancg8elam BerlinKara displays
the dynamic between East Germans, TurG&rtmans, and West Germans in portraying
postWall Berlin. In Die Briicke,Ozdamar thematizes layers of ethnic diversity in
Turkey, especially the contemporary exper.i
protagonists, while travelling and gathering experiences in diverse city landscapes,
develop new identificationsnd experience transformations.

While they narrate the travels and-going transfigurations of their protagonists,
the novels also portray the social, historical and political changes that took place during
the time period in which the stories are séitrolighout my analysis, | explicate the social
and historical transitionsin Selam Berlindie Wendein Die Briicke the politically
distraught years in Berlin and Istanbtih terms of the significant impact they have on

t he protagoni s ttime, | ahalyae ¢he topoghaphies thespromgomsts

125 yadé KaraSelam BerlinZirich: Diogenes, 2003.
Emine SevgDzdamarDie Briicke vom Goldenen HarKoéIn: Kiepenheuer& Witch, 2003.
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traverse. Particularly, I study tnaitenalt ext s’
and threshold effest

A common significant theme iooth novels is their portrayaf characters as
seeminyy y -b_eitnween‘, as subsisting between two
they il lustrawertide phewandegm, t wawhi ch const
identities as stable wholes. For instancd)imBriicke t he Bosporus and t |

commentary on her ferry commutes between the Asian and European sides of Istanbul

evoke a senset wd eSblaiBerlgl nHansan i s seemingly
two worlds, Il reducing his identityando an e
in Berl in 'dwhiletheaovascordpmeserit thebetween positions to which

the characters are partially subjected, they also reveal how the characters themselves only
partially partake in the perpetuation of the paradigm, as they arebédsim ahallenge it.
Hence, their irbetween positions are integral to the transformative process each
character undergoes. Analyses will illustrate the ways in which the protagonists
transgress stagnation and suspension in between two cultures or V&méatfically, in
my c¢cl ose readings, I analyze the protagoni
transitional sites and landscapes as well as the use of thresholds, which | explicate both in
literal and metaphorical senses.

My use of transitionimple t he term*s | iteral meani ng

condition, form, stage, activity, place, e

126 The term Kanacke, originally derogatory, is used against immigrants of Turkish descent,assofedr

foreigners in Germany. htas evolved a more positive meaning through its adaptation asidesgifying

appellation of diférentiation, connoting empowerment. This empowering use of the term is exemplified in

itsuse by t he autlhiohisbdokKanaldSprak Z2a0 Onto.§ However, in Kara'
a negative connotation because of the text's portra
as Kanacke.
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change'?’ For instance, when | write about the transitigreiiodin Selam Berliras |
discuss the time period between YWende and reinification, | mean that this is a period
of passage, a period which, as the novel shows, is marked by a different sense of
movement and change in Berlin than before. Looking then, for example, at a transitional
spacedike the subway, | analgzthe changes the city is undergoing as well as their effects
on the character Hasan. e Briicke vom @ldenen Hornthe Bosporus and the Bridge
of the Golden Horn signify transitional sites of passage and change.

By threshold, in additionto the litel s ense of crossing over
spatial space, | imply the biographical and metaphorical implications of a
transformational experience. This further aspect through which I explicate thresholds
originates from my adaptation of the term from Bemrd Waldenfels to signify an
—experiencel, namely, the assumption of a
significance®®*Thr ough the protagonists‘ special in
places, such as the Bosporu®ie Briickeor Potsdamer Btz inSelam Berlinthe
narratives maghreshold experienceby which | mean that the protagonists undergo
significant decisiormaking processes and attain niglentities. InDie Briicke Ozdamar
portrays her narrator/ plarontbetvgeenmposion dusingov er ¢
her ferry rides across the Bosporus, thereby revealing a significant threshold moment for
the protagonist‘s biography. Hence, the <c¢ch

Bosporus also for the threshold experiences thake possible for the protagonists.

12" This is the dictionary meanimgf t ransition as it appears in Webste

128 Waldenfels explicates how crossing over a threshold implies much more than simply crossing the lines

of a physicalborderi . e. arriving somewhere: —Di eWSeilewel | e i st
Schwell e Uberschreitet, gelangt nicht nur ander swoh
—Schwel |l ener f ahr unGgenzgangedzwisEhea Kuturdbde Mounika d-ludiernik, (137

153), 152.
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Similarly, in Selam Berlinthe Potsdamer Platz provides the context for a threshold
experience for Hasan: he claims a new identity there at the same time that the country
experiences a threshold during East and Wesn@en y * s  eufiffcatieni a | re
Selam Berlin

Yade Kar a‘ SelaneBbrlifieging with thé news of the opening of the
Berlin Wall which the main character Hasan and his family receive over the television in
their apartment in Istanbul. Ninetegear old Hasan, born in Kreuzberg, Berlin, had
lived there for thirteen years before being sent to Istanbul where he attends the German
school and lives with his mother and brother. His father works in Germany at a travel

12 When Hasamears about the fall of

agency and commutes between Beald Istanbu
the Wall, he decides immediately to leave Istanbul for Berlin. The novel ends on the

night of German raunification, with Hasan standing at Potsdamer Platz. While Hasan

grows into maturity between thesedw maj or event s, Kara‘®s narrtr
and transitions in Berlin as wel/l. Il n fact
|l andscape are mapped onto Hasan‘s story an
characterizeSelam Berliras the first Tckish-Ge r ma n  _ We P Althoughrthe n

scope of the genre _Wender oman' i's wide ra
Br u s SannehaeandHelden wiewit o Ch r i $Medeaaniv/as bléilst my

reading ofSelam Berliraccording to this gerreoncept follows the theorization of the

—Wenderoman® as a text that grapples with

YHasan descri fes ashifolflatwser ‘s Blaiba | ebte auf gepac
Arbeit und in Istanbul seine Familie. Keines von beidem wollte er aufgeben. Er wurde zum

Stammpassagier auf der Fluglinie BetligtanbutBerlin. Mit den Jahren bekaen wir UbungDie Pendelei

gnguns ins Blut Uberll (17).

petra Fachinger, —A New Kind of @ermantLifearsl Ener gy:
Letters 60:2 (April 2007), 247.
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and its ongoing consequences for the protagonist and the s6tie®glam Berliris a
specialkindof. Wender oman ' theevwrdswstd/endepetiveert 1989
1990, with the narrative focus on Hasan and his family, and significantly writes the
Turkish German subject into a very specific historical and social juncture.

In the popular pres§elam Berlirwas celebrated foelling the events around the
Wende. Asth&Veltl i t er ary suppl ement had it: —der R
unterschiedlichsten Umgangsweisen mit dem Leben im Transit durch, aber er beschrankt
sich nicht nur auf die MenscheBelam Berlinst auch das Portratresr Stadt im
Ub e r g ¥2And.thie VienndNewsd ubbed it —a felicitous por
Wall and a tragicomic novel about love, identity, adolescence and home. A distressing
d e b u t HdmbuFgereAbendblattias even less reservedWi r  laladaegrauf gen
gropfen Wenderoman gewartet, und schliefBlic
verfasst. Ein WlAthdugh theaercitics toRch upanthe hovel rather
superficially, what interests me is their mutual praise of the noaepastrait of Berlin
after the Wall. The last endorsement, however, though it valittegesovel as a
Wenderoman, calittentiontot he aut hor ‘s Tur ki sh heritage,

herself has taken a st r oneasgnightegal dobijemand She a

deut scher oder turkischer Abstammung ist?lI
home, and argues against the question itse
Blsuysanne Ledanff‘s article on the wide interpretat:i

www.dickinson.edu/glossen/heft2/wende.html

Leslie Adelson inThe Turkish Turr{15) also explicates that the German literature reflecting on the
structural transformation and cultural consequenceseditende, is commonly called WenHigeratur.

¥ ris Alanyali, —Ein Leben im Transit, Il Die Literar

BAnnemarie Stoltenberg, —Die tiurkische Antwort auf

112


http://www.dickinson.edu/glossen/heft2/wende.html

gefragt, was *Therqeestiche abouaHherigigred thainie, with which
Kara‘'s protagoni st Hasan al so ¢elappl es, ha
Berlin' s s t aa autokiograhical work.

Kara defies reductive questions about a
Roman ist erfundenfYfetsheac k nowl edges that the book 1is
autobiographisch &nd thathe atmosphere during the tinmewhich the novel is set,
when she herself was studying English and German at the Freie University and working
at the Schillertheater was a crucial factor —I ch habe diese Zeit ru
sel bst in Berlin erl eBYadeKad atravelerfiguretiker n i st
her protagonist Hasan, attests to the impromptu genesis of her novel in a café-in Hong
Kong. The author (born in 1966 Turkey) has lived in Berlin, London, Istanbul and
HongKong and worked as actress, teacher, manager, and journalist before taking up
writing. Although | agree with Kara that her own autobiography should not be the
decisive factor in our critical readjs, | believe that it is important to keep in mind the
distinct perspective brought to the narration by the heritage of its protagonist.

The fall of the Berlin Wall symbolizes a new beginning as the historic event
heralded the end of a culturaland polia | di vi de and the beginnir
arrival in Berlin from Istanbul also marks a new beginning for him. In my analysiagdl
these two beginnings, for Berlin and for H
changes that follow in the taitional period of transformation until the German re

unification hand in hand. Since the fall of the Wall is really the beginning of re

13%Cornel a Gei ssl er, —Damals im Westen,Il Berliner Zeitu

¥cornelia Geissler, —Ein Leben im Transit,I Di e Li
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unification, by a transitional period in Berlin, | mean that these two major historical
eventgie an ongoing transfomation thaentail the implications of the end of a Cold
War constellation and the complications involved in the coming together of East and
West Germans.

|l i nvestigate the transformations Berl:i
use of specificspacs and pl aces i n Berlin‘s topograpl
travel agency, and the Potsdamer Platz. | explicate the first three spaces as transitional
because of the novel‘s portrayal of <change
diverse inhabants of Berlin on the subwai Kreuzberg, anatthe travel agency. The
narrative brings East and West Germans and Tu®istmans, who are also West
Germans, into close contact and complicates the Istddih binary with the addition
of a differen, but equally complex binary: that of East and West Berlin. With my
analysis of Hasan‘'s and the city‘s-transit
unification, | propose a sithat does nomarka definitive border between two distinct
worldsbutinstead, is composed of strips of borders between multiple worlds. |
differentiate the Potsdamar Platz as a threshold because of how we see both Hasan and
Berlin crossing a threshold, and attaining a new identity at this locatfon.

In addition, betweethe two major moments that convey transformations for
Berlin and Hasan, the novel presents instances in which Hasan and other characters
grapple with the absolutist thinking of thetmoo r | ds par adi gm. The nat

striking examples of the contintian of the paradigm in the transitioning world of Berlin

13 Although the Potsdamer Platz also went through significant changes that | discuss accordingly in that
secton, and hence is certainly a transitional space,
conveys Hasan‘'s and Berlin‘s biographical threshol d
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are the depictions of Wolf*‘s i dstariecsoAnd Has
hisparent®ccasionally fall prey to the false cu
In the chapter, inquire what these examples that portray the paradigm may mean for the
narrative ofSelamBerlin and what purposthey serve.

The theme of travel plays a complex role in the novel. First, Hasan liberates
hi mself from | st anbul rawlingtaBefliro At the Samegimeg t mo s p
the freedom to travel between East and West Berlin creates a number of problems for
Hasan. One of these probl ems—aloveramiasos Has a
from his travels to East Berlircome out in th@pen when everyone travels freely
between the two sides of the city. Second, although it may seem different from travel
between countries, Kara portrays Hasan constantly travelling and on the move in
Berlin—on the subway moving in between places and tsavgiKreuzberg, Schoneberg,
Spandau, Alexanderplatz, Nollendorfplatz, Potsdamer Piggzvarious encounters and
stories in these places with different people, for instance, with the film director Wolf,
with the woman (Cora) whom he loves, with a ractideowner, with his cousin Leyla,
with his father and uncl e, and with his —m
significant effects of the encounters on H
changes in Berlin as a city.

In the context ok changing and new Berlin, on certain occasions, Hasan is
estranged, isolated and excluded, and he ¢

tone’®” Earlier in the narrative, Hasan explains his personal relationship to the Wall in a

¥_ | ch dachte an die Zeit, alesVisionen Stmmongenand&fosen | eer
Mauer entwarfen. Jetzt risseie sie einfach ab. Ichfand8sc h e i B e , andgeaLBinwdrid eisfaeh |
verschwand. Schlieflich war sie ein Teil unserer St
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similar mannertoBu s si g ‘' $SonMnalldeHasan, ke Micha, lives on a street

with an Eastern and Western part, directly at the Wall. And, similar to Micha who calls

the Wall a Spielplatz, Hasan also remembers fondly the times he played ball at the Wall,

—e i n |Sptizelll(p48) . Whil e both novels portray t
transgression and play for both characters
ground is representative of the Ostalgic sentiment for the GDR, which is not present in
thecase of Hasan. I n fact, Hasan‘'s further r
parody.

As Hasan remembers his childhood, he asks why one could not leave the wall

there: —SchliepBlich hatte sie dochoni mmer d
indicates his ignorance about the Wall®s p
Wall represent different reasons; Micha's

past in the GDR, which the novel serves to help him remember. For Hasevehnothe

present conditons—d er Ei nbruch einer verwirrend fre
Bekannte und Ge wu s sthreng about hes lwishi far thenVdak to come r f t |l

back’®*Wher eas Hasan was safe in Berl ihe*s f ami
feels alienated and estranged. During his crossings in a Berlin without the constraints of

the structure of the Wall, Hasan and his friend Kazim encouetesmas a new wall.

Hasan does not tell of any experiences of racism prior to the Fall Wfaheand

describes his life in Berlin before as quitt and $&felasan‘s depi cti on of

¥Bernadette Conrad, —Ei n iSlDeutsdher Rarspekiive. Ber Senddes zei t a
neuen Ber LtandbateWinterthur. 26. 4. 2003.

¥ _ Alles war Ubersichtlicher und ruhiger .. die Leut e
Ruhel
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the fall of the Wall, however, depicts a Berlin filled with-going negotiations and
conflicts around social and cultural as well as spatial borders.

Sdam Berlinutilizes the defining features of a satire such as irony, parody, and
sarcasm, although what it satirizes takes on several layers. Sintialden wie wr,

which imposes an ironic and satirical account about the ideological prohibitions of the

GDR paralleled with a satire on the i1inhibi
ife™™ Kara‘s story about Hasan reflects a sa
novel seems to satirize the Turki€hbe r man subj ect * s igydaring i on i n

the Wende and the prohibitions that the new Germany imposes on the Taekisian
subject. In a changing Berlin that brings East and West Berliners together, the -Turkish
Germans like Hasan and Kazim, who are also from West Berlin, experieziusien.
Hence, the novel can be seen as a form of writing back against exclusion.

In addition, given the ironic and sedatirizing tone of the first person narrator,
the narrative equallgatirizesthe conditions of the Wende and the ways in which
Turkish-Germans, East and West Germans interact and encounter each other. For
instance, although Hasan encounters exclusionary clichés against him and his
Turkishness by both East and West Berliners, Hasan himself passes on equally stark
clichés in his encouats. This satirizes the circumstances of coming together after the
Wende, and not only the clichés. On another level, with its illustrations of the metaphors
ofirbet ween andwohwo+bdsweanath gno,rlit reasypad c ioaf |
interactons wi th the film director Wolf, and in

that the novel enacts the paradigm and makes it a part of the narrative, and at the same

9B r ad PThaErection of the Berlin Wall: Thoas Brussig'sielden wie wirand the End of East
G e r maTheg Mollern Language Revie®9.4(Oct 2004):17
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time exposes it with irony and satifarticularly, it imposes a satirical outlook on
Hasan‘s home | ife and his parents |l egacy
Hasan's father conveys an irony about his
fall of the Wall. | discuss this further in the section that analyzes the nardspiction
of Hasan's parents.

The novel deploys a first person narrator, Hasan, as a figure who experiences and
tells the changes in Berlin from multiple locations and perspectives, for instance, in
Kreuzberg with his family, in the film industry witWolf, and in the subway with East
Berliners and against nédazis. The dialogues and conversations provide an expansion
of perspectives and multiple points of vie
friends Leyl a and-G&maawifa)andthe fém dirextorMelrares Ea st
the other main characters. These character portrayals and their detailed conversations
enable the reader to see how invisible borders and boundariesyareerated and
produced in a changing Berlin. While the nauatestablishes an empathetic relationship
with the main character Hasan, the gedfic narrative style and the satirical tone avoids
a direct identification with him and enables the reader a critical outside look.
HASAN'S ARRI VAL I N BBMY.IN and THE SUB

Hasan's decision to go back to Berlin a
happens on the night he watches the openin
Grenzubergang Bornhol merstrafBe nach West B
die Motorhauben. Dicke Manner in Volkspoliziicken umarmten und klopften sich auf
den Rucken. .. Massen an der Mawuer; auf der

Hasan expresses his relation to the wall in possessive language because of having spent
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his childhood in close proximity to the wall on a street dirdaylghe border. While he
stares in astonishmeat the happy people, Trabis in the West, East Berliners going
through Checkpoint Charlie and masnees of p
Revolutionl (8), and i mmediately decides t
Berlin, where he claims to be more at home.

Upon Hasan‘s arrival in Berlin, his wver
the airport already indicates a waleed change. In contrast to earlier incidents of
checking his passport five times, the officers greet Hasan with a smile. As he smiles
back, he thinks that —die LA6dcher in der Ma
Beamten waren f r e0@).fom this hoement ap eoweverdvahnhls ( 2
first step into the new Berlin, a city without the divisional marker of the Wall as a
defining border, Hasan steps over a threshold and begins to encounter and experience
another Berlin, mwalidcihftflercerrdt atnlda n—rtuthe g-d-u
known*! In contrast to the routine, punctuality and order of former VBeslin, Hasan
perceives a sense of disorder that disorients him.

The new order in Berlin is most visible on the level of thewal system ands
new mapping that includes the stations of former-Esstmany. However, more
alienating to Hasan is the extension of the changes to the social realm: the flood of East
Germans on the-Bahn, the long lines at Aldi, the overcrowded shopping centénin
West and the rushing of West Germans to the old, rundown streets of East Berlin. Where

is Hasan in the midst of thi€M his first day in Berlin as Hasan leaves the airport excited

41when he is still in Istanbul, Hasan reflects on how people in Berlin ignore and leave each other alone;
he expresses that he feels safe and s¢réne r e . —AIl | es war Udbersichtlicher
schlossen um achtzehn Uhr, die Busse waren pinktlich, und die Leute ignorierten sich gegenseitig und
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and ventures into the city, the first thing that takes his attentétha flood of East

Berliners and the disappearance of West Berliners. In the overcrowded subway, he
observes the East Berliners and takes notice that they are not fat like the West Berliners,
and their eyes are awake.

Sie sahen sichlles genau an. DeBahnhof, die bunte Sexreklame von Beate

Uhse, die freien MaiBahbiodeoschwarren®unnel Al s d
fuhr und die Marlboro Cowboys verschwanden und es nichts mehr zu sehen gab,
schauten sie auf mich. War mein Hosenschlitz auf?.... Ich fihiie Ineigutachtet
wie ein Kamel im Berliner Zoo (21).
As Hasan observes the East Berliners® curi
he becomes the center of their curiosity. And ironically, as he feels himself to be
observed like a camel on disp)de is also watching the East Berliners as if they were in
a show. The encounter with the East Berliners reveals the borders of differentiation that
mar k i1 dentity formation: —Ohne begrenzende
keine Formmdl.]eijme nriedlte ¥xasantdentfiesnatidg| i c hk e
differentiates the East Berliners by recognizing what makes them diffehdatat the
same time realizing how their gazes differentiate Hasan too.
Only at the very moment that his gaze is retdrrdoes he feel utterly
di scomforted, and questions what may be wr
Haare? Oder mein Chad@h apl i n Koffer? Was gab es da z

moment that makes Hasan feel like a camel on display makes him censieau his
own looks, possessions, and in a sense his own identity. Hasan questions whether his

black hair or his Charl#€haplin suitcase generates the differentiating gaze of the East

lie(Ben einen in Ruhe. Das war O. K r r-mich. Vieles

fu
und gel assener-132al s in I stanbul ll (12
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Berliners. His black hair evokes associations with Turkishnesshanéference to his
Charlie Chaplin suitcase evokes an association with a Western/ American idol as well as
the figure of the travelling tramp. Both characteristics become indicatarsedf
conscious questioning the face of being watched by the EBstliners, and they reveal
Hasan's complex identity.

The encounter leaves Hasan alienated. Although he has lived in Berlin in his
childhood and thus knows the subway stations quite well, his encounters with the East
Berliners estrange him and make himfe | i ke an outsider. —Ilch
fremd vor in der Berliner tBahn, mit der ich praktisch aufgewachsen war. Ich kannte
jeden Bahnhof, jede Briucke und jedes Kurve
BerlinerUBahnP |l an i ns Gehilrm tthada ofwa cea tdf( 2els)t.r an g e
reflection on knowing every turn, bridge and station as if it was tattooed on his brain,
thus, pointing out his thorough knowledge of the subway system, puts himself back not
only in the subwayositcattiytomy Blewtd i @all Sousyg
spatiality as an insidéf? Yet as his thoughts here as well as his thoughts about Berlin at
the beginning of the narrative prove, Hasan is indeed an insider, eBé&féser, who
feels as an outsider underthecureit anges. At the same ti me,
the subway convey the East Berliners as the outsiders, the newcomers who are foreign

and must still | earn about the West. For i

142 Claudio MagrisWer Steht auf der anderen Sei@fenzbetrachtungen, Salzburg, Wien 1993. gtd in
Dirk Hohnstréter —I m Zwi schenrauml, 237.

143 0n the other hand, while Hasan negotiates his identity and affirms his belonging in Berlin through
spatial inscriptions, namely through his familiarity with the subway, which is the connecting system of all
Berlin, the subwayystem itself has changed. Later, Hasan remarks how he has to adjust to the extended
new subway plan that is changed and involves more color, more lines, and more stations lkadédsx
Platz and RoshuxemburgPlatz. Thus, the subway at large represardsuble metaphor for the threshold

in Berlin: both its space and its map have changed.
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appears singing in the subyvand Hasan gives him a German Mark, against the
astoni shed faces of the East Berlimners, Ha
Leute mussen noch viel l ernen. Will kommen
welcoming the East Germans and thgrelaims an insider position not only in the
subway, but also in the —West.|I

The dynamic negotiation of identity in these encounters illustrate the unsettling
effects of East/West encounters after the fall of the Wall, which are often discussed, both
in literary and social documentations, as a phenomenon of East and West Germans.
These discussions focus on how the opening of the Wall reconfigured the postwar
German identity, which had developed during the forty two years of political separation
along andeological axis and was articulated in terms of binary opposites (BRD/DDR;
Wessis/ Ossis; Bundis/ Zonis, druben/ hiube
categories of East/West, us/them; here/there; order/disorder that the Wall had seemed to
c o n t ‘4 Betath Berlirconveys the disruption of these dichotomies, with depictions of
the subway, the disorderly streets of West
Berliner neighbors about transportation an
lines in frat of shops in the West. However, it also adds a layer of disruption by
involving a TurkishGerman subject, who is at the same time, a MBesiner, a West
German. Although Yade Kara expresses her disinterest in the isdeeé@dt(home or
native country, and has indicated that she wants her reader to take the story for what it is
and not merely read it for Hasan‘s Tur ki sh

the very beginning as a Wdaerliner with Turkish heritage means that the novel

“Mary Beth Stein. —The Banana and the Trabant: Repr
TheBerlin Wall: Representations and PerspectivE396. (33346), here: 334.
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constucts a mixed and complex identity and reveals a distinct perspective on the events
of the period-*®
Kara‘'s portrayal o franditibneeveals howtheydivease a s p a
residents of Berlin, who used to be separated by demarcated bordersmovogether
and negotiate complex experiences within thédomger demarcated borders of the city.
Hasan's experiences on the subway portray
territory to him as well as convey in an encapsulated illustrationytienaics of his
grappling with the transformation in the city. In other words, the first subway episode in
the novel provides to see the dynamics of transformation in Berlin and in fact
encapsulates this transitional period: the transformation is not looly &ast and West
Germans wuniting; it is also about the ways
also experience and encounter the changes and negotiate their places in the new
Germany. While the first encounter on the subway depicts Hasan nieggatigtidentity
as a WesBerliner and WesGerman by differentiating himself from the East Germans,
the larger transition in the novel reveals the ways in which Hasan is also being excluded
and differentiated for his mixed identity, namely for his Tuikigritage, by both West
Germans, like his roommates and the film director Wolf, but also in more extreme form,
by the East Berliners and the Adazis. As such, the novel portrays the phenomenon of
the Wende in terms of multiple spheres of peoples arekthbreaks down the

dichotomy of the East and West.

145yade Kara expresses her disease with the interest in a home country or the question as to whether Hasan

is a Turkish, a GermanoraGermmrur ki sh as foll ows: —Da | eben Leute
Deutschen machen immer nochein Heckmeck um die Herkunft. Ist es nicht egal, ob jemand deutscher

oder turkischer Abstammung ist?l The article points
i hrem Buch interessiert und nicht farchivilaMaan's Wur ze
2003.
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THE CHANGING SPACES OF BERLIN: KREUZBERG AND THE TWO WORLDS
PARADIGM

As has already been se&wglam Berlirdepicts the new and changing city as
structurally borderless and open. At the same time, thawugw invisible borders are in
the process of being constituted along cultural, ethnocentric, and national lines. In this
section, I first analyze the ways in which
and cultural borders. Second, | explethe narrative enactment and satire of the two
worl ds paradi gm. As an il lustrative examp
production of some of these borders, | take a close look at two incidents: first, the trip by
the film producer Wolf ad Hasan to Kreuzberg to select a site at which to stage a
stabbing scene for Wolf‘s film, and second
same night initiated by Wolf's request.

Wolf and Hasan drive throughKreuzberg nhabi t ed b yylasrteAut on o me
Student en, Tur ken, Wehrdi enstver weigerer,
thinks that for him and Kazi m, Kreuzberg w
wohntenl (238). After a shordalwlad koutn: t-hR0f
Gerlche, Kebap und Knoblauch, schnurrbéartige Manner, Marktschreier, das ist
Kreuzberg! Es hat was von Asien, von Markten, von Gewurzen, von Cafes. Das ist ein
Stidck I'stanbul pur!ll (239). On theama, losf t he
further description exemplifies how he sees the areawith ariimmk er * s eyes, i n

what the images could be made into:

Tirken, Anarchisten, Hausbesetzer und d
einmalig, so originell, so authentls. So was gibt es kein zweites Mal in
Deutschl and.... Das ist ein melting pot.
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Autonome d. Zundstoff. Es ist filmreif. Ich mag keine falsche Harmonie. Ich

mache gern Arger (2390).
Hasan i s qui e titeddpeach abaut hig/intirigs. $e thinks that Wolf acts
as if he were the first to discover Turks although they had been living there for over thirty
year s. Because of his need for the film jo
index cardsHasan remains sileAt®

Hasan‘s and Wolf's experiences in Kreuz
in Berlin in which complex negotiations around cultural borders and individual identities
occur. First, although at the beginning of the novel, Haalisa himself a Kreuzberger, he
does not identify with Kreuzberg anymore. His reflections on the district reveal that
Kreuzberg itself plays a cruci al role in H
and fences off Kr euzatelr,g dpark, angisiinhadgtantst a —R
the outsiders. By describing Kreuzberg as a ghetto and at the same time a display for the
—Provinzpunkerll and by identifying it as t
differentiates himself from the area and tiesistance to change with which he associates
it."*” He sees himself better and notes that the young people like him have moved toward

Schoneberg. His reflections are sedfassurances that he has passed beyond the cultural

borderline of Kreuzber*®

Seond, despite Hasan's ideas on Kreuzber
position after the Wende, Kreuzberg is ind
6 i eber die Klappe halten, dachte ich, man wei B nie
aufBerdem dachte er wie ein Buchhalter oder Biblioth
“"He notes that people |iving t tirkische Fragvimmesrnochy ed behi
Kopftuch.. Deutsche Manner trugen i mmer noch I rokese
perceives in Kreuzberg by .no means i mplies a —TurKki
148 n this sense, Kreuzberg also signifies a spatial threshojdHasah s departure, in other

leaving behind its physical and cultural borders.
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instrumentalizing (and Orientalizing) appr

descriptions of the areseveal how this district with a high population of Turkish people

receives extra attention after the fall of

| ocation, which comes with the opening of

Hasamn'ds Wol f‘s relative positions on the di

Kreuzberg moved to the center and shifted its position from being a desolate margin next

to the Wall to —a ceremonial ghetto for th

obsevations and reflections on the district also conV8yVhile Hasan critically

distinguishes himself from Kreuzberg and at the same time ventures out into the

metropolis, Wolf fetishizes the area in his enthusiastic response. His perception of the

areainitially conveys iterest and attractionis enthusiastic response to Kreuzberg is

especially ironic because just as Hasan calls the area a Reservatparwiohd space of

interest to odd visitors, Wolf plays the role of the provincial film maker, cotoing

observe the specimens in the widrk. However, although he takes notice of the mix of

peoples residing there, he neverthel ess fi
Most ironic and significant is the notion Wolf introduces with redarthe film

he wants to make about the area: anger in a melting pot. However, a melting pot

generally implies a neutral type of-eaistence and erasure of differences between

di verse groups. Levent Soysal empgéstneti zes t

as a zone of excessive criminality and utmost poverty but one of cultural pluralism and

alternative lifestyled**° Kara depicts the uniqueness of the area with its mix of diverse

L event Map, HipHop, and Kreuzberg: The Institutional Topography of Migrant Y6utture
i n the Wor |NEWEGerman @igquebpr-Sum2004. No 92. B-82. (here p. 67)

1501hid. 67.
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peoples; this portrayal I s -affoincmeanlsliu rvait sei omi
Kreuzberg as described in a youth guide —a
with students, alternatives, punks, perfectly normal Berlin families, and off movie houses
and t he®d'Welfralso.notites the uniqueness of theaa especially its mix of
peoples. But by listing the different groups as if they were ingredients, and then adding
an explosion to the reciple reveals that anger is the intention of his film; thus, he views
this multicultural mix for its potential tbe exploited, instead of depicting it as the
harmonious melting pot.

Kara satirizes Wolf‘s attempt and his f
the way he reinvents the space. Wolf‘s | at

in Berlin portrayhim as a director who wants to make big hits. Hence, Kara reveals how

first Kreuzberg and then Berlin's history
stories that would sell. While uncovering
characterizinghm wi t h humor and exaggeration, Kar a
and reinvented ideas about Kreuzberg and B

suppl ement Kara‘s satirization of him, the
—cul abt el of Wo worl ds. |

A di alogue between Hasan and Wolf about
withthetwowor | ds par adi gm a-lbetleeHeess.aWwoif asksgHasanmi n g |
why it is the brother and nothefinh®hehat her w

Hasan simply answers that it is expected of him, Wolf unleashes a barrage of stereotypes.

151 pid. 67.
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Wolf is a pompous character from the province, pretending to know not only Berlin but

also Turkey and the Turkish culture better than anybody. Sggysethat as the head of

the family, i1t is the father's responsibil
When Hasan is at a | oss for an answer, pon
Wol f, he thinks to hi MdionénTirkennakhébriages ol | t e
Ich meine, da war alles dabei. Vom alten Schafer auf dem Berg Ararat bis hin zum New
Yorker Yuppie mit Buro am Bosporuslil (244).
the father, the young son does it so that his fathiéavoid jail. In response, Wolf

indicates that he now understands why the youth in Kreuzberg all walk around with

knives. Hasan is skeptical and disagrees t
Jungs, die da rumlaufen, haben einMesserder Tasche, i m Schuh, i
(245). Though Hasan cannot think of any —h
l ets Wolf‘®'s further generalizati ondas —Er st e

i st doch typisch béengedh?l (24bhesgegodunthbag
Kreuzberger Hasan, is not only given a lesson about Kreuzberg but also about how Turks
are.
Wo | f -ingentioneof the cultural spatiality in Kreuzberg and his reductive
portrayal of the Turkish culture deaborderlines and erect boundaries. They highlight
and essentialize differenceig-approach to Kreuzbergharacterized by his construal of
the Turkish culture and the Turks as a homogeneous and predictable whole, puts Hasan in

an inbetween position. Han knows otherwise about the Turks and Kreuzberg, but he

2/'n a similar fashion to the way | used Adelson‘s t
was seen to create fictional stories about Turkey and to enact the two worlds paradigm, Kara portrays Wolf
as he creates a _cultural fable'® around the distinc:
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ends up agreeing with Wolf‘s stereotypes f

charge as the director and Hasan realizes
BilderinseinemKopEi nd wi e i n Beton gegossenl (245)
Hasan's situation. While he |iterally move
film role puts Hasan back into Kreuzberg a

does not identy. Through the novel, he moves in and out of similar scenarios in
di fferent parts of Berlin where other char
put him in conflicts with the free and open identity he claims for himself.

Ha s an' s nifeswliekelingarsrk—a rolle with which he does not in the least
identfy—d epi ct s Hasanbaswaemnessm oOn_t he othe
criticizes Wolf‘s mentality, and the reade
play. As Karasaymto, —Er gl aubt | a ™Wetahseethisasm, was

in Hasan‘s gesture of swearing off Wolf*s

himaspower | ess; i n r ehsgieu stereotypes) Haddnm swlearssin h ar d
Tur ki shan.-4dsiTkha radt hor steps in and gives &
German in a footnote: —verwoidsesesadaaednsof 245)

transgression against Wolf*‘s thinking.

The utterance of the phrase in Turkisim the language ohe culture Wolf
stereotypes, and not in German, which Hasan and Wel-neeonly disrupts the
narrative language of the novel but performs a transgression. This gesture empowers
Hasan and ridicules Wolf. Kara does not depict Hasan in a fit of angerssigghe

confronting Wolf, which would have only <co

¥Ccornelia Geissl er .DietEerarische Wélt@h 5.2008. Tr ansi t Il .
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sworn at Wolf in German, he would have also displayed a direct form of aggression.
l nstead Kara‘'s gesture of having toseen swear
Wol f in a ridiculed position while having
with the use of a single phr-aséweKanassitiab
assigned to him. It is also another instance where Kara portrays the caynpliexi
Hasan's identity. He definitely does not f
people, yet his mental swear in Turkisin a subtle and natural formdisplays the
Turkishness in him.

I n addition, Kara‘s naredidasammtogr adual ly
character beyond the tweorlds paradigm: a transcultural character beyond a fixed
Turkish or German identity and who by no meaunfers from a split between the two
cultures. By using this term for Hasan, | mean that Kara portraysboweahe
restrictions of identifying strictly with either German or Turkish culture. In fact, Hasan
represents a generationof Germsfamr ks i n Ger many with the —f
transnational and pestt hni ¢ s o c i*8lfind F d e ma nsg &f the term
postethnic apt for envisioning contemporary German society, as well as for
characterizing Hasan's identity.

First, the term encourages the possibility of a society that transcends the
importance given to the ethnicity of diverse peojilasg within it—in other words, a
society able to operate in spite of ethnic categories. Seconegthasgt is an apt

description for Hasan who is able to act unbounded by his Turkish ethnicity. This is

petra Fachinger.. —A New Kind of Gémandifeiande Ener gy :
Letters.60:2 April 2007: p. 253
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exactly what | me a n bsatrdlscultaral chargctereMoid & y a | of
a bounded identification to Turkish ethnicity and to his Turkish cultural heritage, Hasan
is able to |ive both as Turkish and Ger man
stereotypes reveals how he is not attachectlgtto Turkishness. For Hasan, his job and
settling into a new life in Berlin prove much more important than defending the Turks
and Turkish culture.
INCLUSION AND EXCLUSION IN THE CHANGING BERLIN

At the end of the novel, Hasan approaches Wolf abokinga film on the racist
attacks experienced by his best friend Kazim, but Wolf simply ignores him. Kazim and
Hasan had |ived as neighbors in Kreuzberg
Turkey and Kazim stayed behind in Berlin. When Hasan meets him, &gzim works
i n  Wo | #£afim infwhichrihlasan also takes a role. Wolf therefore knows Kazim
personally, but is completely indifferent to the racist attacks on him. Wolf wants to make
a hit film. He describes Berlin positively as a sort of Paascity with magnetic pull,
and a city within which the Jewish people and culture have remained always influential:
—K|l ezmer hat Tradition und Wurzeln, auch i
Dynami k dieser Musi k hat Klassel (372).

Despitehipr oducer *s comments that the Jewi sl

in Berlin over the |l ast forty years and th
sondern tourkischl, Wolf insists that the J
Hewantd¢ o portray —Ein judisches Leben in Ber
Bombenfil m .. Die Leute wedranbaewcultisal fr essen!
boundaries in Berlin through his filming: justashewrar r at es Ber |l i n‘ s pa:¢
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and those ofts inhabitants, in ways which suit his current interests, Wolf rearranges the
cultural landscape in the city according to his current desires. The fact that Turks have
been a defining part of pestar Berlin is transformed instead into a myth about a
supmsed Jewish life in the city.

Kara‘'s portrayal of Wolf is al most c¢omi
the Jewish people and their music, as well as his simultaneous, complete overlooking of
Berlin‘s history. F ur t d&biity ahtber Terks inth@shd es cr i be
clichés, —Die Leute wollen nicht mehr hamm
sehen, Il and defines them as —nicht integr.i
contrast to the Jews: —dsiiensde wWeusdtelni cahu si nRi Kjc
Wol f's generalizati omordmrndcse pagaidn gen, dk é yt hr
fixation of the Turkish people as unworthy outsiders, invading from the world of
Anatol i a. By satiri zi ngtion®&withfrdnysand hi nki ng a
exaggeration, Kara interrogates the implic
out real Berliners, like Hasan and Kazim, along with their experiences, by focusing his
attention on what he thinks the audience wants to/geR.the power that he holds as a
film maker—i.e through his imagesWolf decides who is included and excluded.

I n accordance with Wolf‘s production of
exclude Hasan and t hose |[|uallbecdmesrmorel i f e i n

threatening and estranging to Hasan. On the night of the vwwopldinale (Germany

against Argentina), he encountersN¢d@ zi s on t he subway. They =
Heill, and —Wir sind das Vooooldk... I YmBs3edr) .V
Hasan realizes that one of these kids is R
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from East Berlin. Rick throws a beer bott]l
scream at him, Hasan jumps out of the subway. These scenes conttastw Has an‘ s i |
experiences on the subway and his experiences with th&Edisters, when Hasan and
the EasBerliners gazed and scowled. Here, the subway instead becomes a much more
divided, confrontational , amwndltycanwveysédavt ed bo
the social circumstances and changes intertwine with and impact boundaries in Berlin. In
a city now ostensibly borderless, the new political circumstances which bring the East
Berliners to the West impact the spatiality of Berlin inatal ways which not only
estrange Hasan, but also make him feel attacked as an outsider. In the new social
spatiality of Berlin, Hasan does not feel safe and at home anymore.

He realizes that the sound of Berlin has changed. In contrast to the
—Glhegicl ti gkeit und Ruhel of the sounds by -
besetzten Hausernl which al/l moved toward
war so muffig, piefig und ostig drauf und hatte jetzt einen neuen zackig aggressiven
S o u n d I He®erc@iyes that this sound roars as if it was the harbinger of a time yet to
come, and fills Hasan withfedsha s an procl ai ms, —l ch | ebte g

Paradoxically, imagining a new and better life there than Istanbul, Hasan came to Berlin

preci sely to |ive in _his time", and in Ber/l
|l ive and participate in the celebrations o
by the Wall*®*s fall actually | eBedinnlleo hi s r e
reali zes he must do something, and his dec

the radio and in the papers, is an attempt4oostion himself actively in the time and

space of Berlin.
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However, when he tells Wolf about the racisttaa c k on Kazi m, Wol f
denies Hasan and Kazim their places in Berlin. The Italosé&nger tells Hasan that in Berlin
there is no more |ife for dark skinned peo
kann man in dieser Stadt nicht mehr durchBRl@h n h 6f e gehen ... So ei ne
dann gleich hinter Gitter, und so ein Adélitler- Maskierter schlagt mir mit seinem
Stock Uber die Birne, Il and shows Hasan the
night, after his conversation with the Itaémger and a street fight from which Hasan
escapes to the subway, he feels like a Jewish woman who had to hide on the subway
during Kristallnacht. —Mir fiel die Frau e
ihrer Familie die ganze Nacht von einerdstation zur anderen-Bahn gefahren
war ..l (347). This allusion to the Jewish wo
Berlin asbelonginginstead of TurkisftGer mans, and the |1 tal osange
Kanacken build narrative parallels betwelka dews and the Turkish Germans. What do
these associations between Turkizérmans and the Jews mean? Do the Turkish
Germans, in a changing Berlin, assume the status formerly accorded to the Jews?

| do not think that Kara intends to equate the TurGg&nman with the Jewish
subject, because although the subway represents a space in which Hasan ends up stuck,
he certainly has power and agency and roams the streets of Berlin freely. The last section,
in which | discuss Has ameér®latzywillservedcond exper i
il lustrate Hasan's freedom and agency. By
its transformations-where West and East Germans and Turgnmans come into
contack=t he novel s portrayal odes sBneerexclusionagy t r an

borders shaped in the shadow of the Wall as it fell. While the Wende led the way to the
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East B e rehtry to the Gefmarr nation and space, the subway episode reveals the

implications for the Turks, who became outsiders.

Asthe subway episode illustrates, througt
on them, Kara invokes the Berlin Jews" pas
presence. She also writes the Turks‘ _near
Hoyersweda, Solingen and Mol I n of 1993 in
the fall of the Wall. Her thoughts on the
gl eichen Rudel beipBen sich nicht,Inbhe say

(120). Hasan recalls these lines years later, when the flames went up in Germany and
burnt whole families. Although the novel*®'s
this reference significantly connects the fall of the Wall and the hatred Hasas tegi

perceive in Berlin with the attacks that will occur subsequently. Despite the allusions to

the Jews past and the Turks*® future, inst
victimization between the Jews and Turks, | believe that Kara wants to entheat

complications produced by the historical moment with regard to the Tu@asman

subj ect 'The npvelcauntanasrates the glory of the fall of the Wall; it shows

that despite the harmonious overtones of a unification that brought totiethero sides

of Germany, the event also generated unrest and conflict, with major consequences for

the Turkish Germans.

It is important here to consider Kara“s
experiences and her allusions to the Jewish pastas régardsl i e Adel son‘' s cr
her article —Touching Tales. Il There, Adel s

political tensions between East and West are frequently recounted in a Gaemmaan
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narrativel, and that whilyegpededtomeenirs and Jew

narratives of German history in —ghastly a
| andscapel, —Germany‘s resident Turks have
and are —rarely seen thesnariativd ofpostveanGermgn me ani n
hi st'8KgHla‘s allusions to the experiences o

of Turkish people after the Wall do not equate the respective histories through analogy,

but instead they ahee™seen to —touchl one a

Furthermore, viewed in the |Iight of Ade
allowing a TurkishGer man subject to tell the story o
i mportant historical event, indeed interve

Ga man h+atthe veny least, by creating a story that ironically thematizes the

l' ink for instance —between the raising of

in October 1961, of the temporary labor recruitment between the Federal Republic

Germany and t he '®&hpough thé narratvé, thd readds segs.thie

complications Kara intertwines around this

which | turn in the following section.

THE DEPI CTI ONS OF HASANAT®ONPARENTS® GENER
Hasan's parents play an i mportant rol e

status in the novel can tell us about the place of the parent generation in Berlin. In

“Leslie Adelson, —Touching Tal-866 of Turks, Germans,
See Kader Konuk's —Taking on German and Turkish Hi
complex analogies. Inandng si s of how E miSeltseam&Xtevipnsnatbbnatizasmar ‘ s

cultural memory and engages with the Holocaust, the

Vergangenheit sbewasletsi g wnog ,olt khoerr iehncalvand begas Akhanlida f er S
the ways in which their novels also engage in a similar preeesich is not exclusively meant for the
case of German hisor y, as Ko nukhe c@fahrichesd/srwaodschiildistrages.
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addition, through Hasan‘'s stori esorldsbout hi
paradigm, whereby the parents’ pol arized v
Occident, and Istanbul and Berlin are exposed with irony and ssgraficantly, while
the narrative exposes the parents to be in-drefween state, it als@mpes a critical
outl ook to Hasan‘s own thoughts about his
the one hand, Hasan's parents®‘ vi-ews and h
between paradigm and the cultural fable which situates migrantsgseun ded or _ st
subjects, and on the other the novel troubles the paradigm through the deployment of
irony and satire.

First, Hasan's parent s’ revea the paradoxicaln s on
thinking that upholds a logic of culture/s andntiges as bounded by notionstoheand
place According to Hasan‘s parents, |l st anbul
and they still think of the grandiose 1|sta
und Openrair-Kinos, wo Moslers, Christen und Juden nebeneinander lebten. Eine Stadt
auf zwei Kontinenten, sieben Hiu'd®8Hen und mi
parents remember the city and associate their memories with specific places and imagine
a time that is long gone. In retyrtheir local affinities and memories attached to Istanbul

become the means by which the parents define and position themselves in Berlin.

Hasan‘s mother attests, —Wi r sind nur Gast
although his fatherknosv Ber | i n* s West and East sides b
his father never feldt at home t here, —Baba
157 | bid. 96.

%8 Hasan, on the other hand notes the inexistence of this Istanbul today and expresses his own dislike for
the city by describing it as a city with 12 million people, bombastic, chaotic and irritating to live r2)11
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ganzen Tag uber sprach er turkisch, trank tiirkischen Tee und verdrtickte Koftes und
Kebapsll (6&7)s.” Tphoe tparyeal s convey that they
Germany and an thetweenness, in between Turkey and Germany, a position which
Hasan does not share with them. Hasan‘s ir
view Istanbul and Turkeyhtough unchanging nostalgic lenses, as well as his criticism

about their seemingly static lives in Germany are illustrative of the way in which Hasan
differentiates himself from his parents.

A conversation with Hasan' ativelexamgleeof Br es c
the diverging positions between the two generations. When Hasan asks his uncle what is
wrong with his father, his uncle gives him a long speech about their lives in Berlin. He
complains about life in the cold, wet and gray city, listisgiti mper f ecti ons: —

keine Berge, noch nicht mal einen verdammten Higel hat diese flache, platte

Stadt ..l (125) . He then expresses that the
handle it all these years is the travel agency, which gives theenhthance of a _tr
life:

Hier im Reiseburo bist du direkt an der Quelle Tiekets. Hier hast du immer

dasGefiihl, jederzeit abzufahren, weit weg von dieser Mauer.. Verstehst du? Du
siehst die Abfl idge und wei Btverdammtedr ei S
drei Stunden trennen dich von der Stadt der Stadte. Du siebsteesTjag auf

dem BildschirmDa bist du im Transit (125).

Hasan reflects on his uncle*s words with t
uncle never leave the travelagy, they somehow have a feeling of being away, being in
transit Hasan understands and lives transit differently than his uncle, who understands

and uses the notion _transit as an i magin

than to denote an actuatperience. Significantly, the direction of the imagined
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movement i s toward |Istanbul, the city that
depiction of their lives at the agency focuses on the hours that separate them from

Istanbul and demonstratesttihey look at Istanbul from a distance, by reference to

posters. This is different than Hasan‘s ow
districts of Berlin and Iliving in transit.
movementtomuitpl e destinations in the East and W
uncle‘*s use of the word _transit‘ also rev

the flights in the direction of Istanbul is but a suspending effect, a deféfral.
SelamBerimvokes this sense of motionless su
parents. It does so through the ways with
stories. These narrations enact paadign.cul t ur
To reiteraeé Lesli e Adel son explicates the —betw
andilsui ted cultural fable in our increasingl
the |Iiterature born of migration amsd not m
the —between two worldsl paradigm for the
situates migrants in a space —in which not
while unstable migrants are UPAcfiest Hasa nsd y su
vi ews about his parents seem to fit into t
father*s generation deploy typical assumpt

home at either place; they are in between Berlin and Istanbul; frozen imthoghi

159 Nevertheles, it is also important to note that the agency symbolizesassibilityof travel, and even if

in imagination, Hasan‘s wuncle's word —transitl i s a
Hasan‘®s. Al though, c iHasanedoes hoyimagimetor dreanpopgping tanistaBhbaulr | i n
either.

10 The Turkish Turn In Contemporary German LiteratWPalgrave, 2005, 3.
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places. In other words, they have missed time or they are living behind the times, both in

|l st anbul and Berlin. For instance, while H
identifies it as the place where his parents lived. He disassodiatsslfifrom the area

and its residents, who, he feels, have resisted change and have stayed the same in the last
thirty years.

Whil e Hasan's reflections about his par
forward and having stayed the same all thesesy&ave they really? Hasan actually
realizes toward the end of the novel that
in Germany meant. After his dream vision of flight (which | analyze in the following
section), and after flying over the citiestihis parents have travelled through all these
years, he thinks: —Mich verbldffte jede Me
und Onkel Breschnew von Mersin bis hierher
is amazed by their courage, powarength, ambition and enthusiasm. To this point,
although Hasan i nt er pr-lessand$uspsnded,de seems ©® i v
realize after his vision that they have indeed been in constant (forward) motion.

In addition, although the livesoftHs an* s wuncl e and f ather,
Istanbul and the Reisebiro in Berlin, differs from the transit Hasan personally lives, |
suggest that the travel agency has a liberating function for the uncle and the father. |
interpret the travel agency as inportant transitional space and a crucial depiction of the
ongoing changes in Berlin. Before | explicate the ways in which the travel agency plays
a |iberating role especially for Hasan's f
agency to th transformation in Berlin. When Hasan initially arrives in Berlin and goes to

the agency, he is shocked by the site of —
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und Manteln am Eingang des Reisebirosl(25)
ageng into a fruit store and they sell fruit because of the madness eBEdsters
rushing to the West to buy fruits. After the mania passes, the agency goes back to the
normal, but after a while, goes through another important transition with the intenvent
of Rosa, Hasan‘'s father*s |l over from the E

When Rosa takes over the agency‘s manag
to more capitalistic ends, and moves away
confrons Rosa, pointing out that the agency has regular customers with trust in their
business. But Rosa stresses the importance
neues |I magel and —KonkurrenzIl for the succ
aback bythe speed of her transition from a socialist system into a capitalistic one, as he
decides that she is the only adult whose ambition he wants to ifiitatee travel
agency serves as a site of multiple transitions. And, the baraldrtherein, as in the
example of Rosa and Hasan, exemplifies ano
with regard to thend of communism and the transitioning parameters of capitalism for
the EasiGermans.

While these examples illustrate that the agency carries aaignmeaning of
social —transitl in Berlin, Il now go back
makes possible for Hasan‘s father. First,
business trips due t o hisenendsgsehiftslyeSushermprar t ner
Ostberlin stopfte er sich mit Eisbein, Schweinshaxe, und Sauerkraut voll. Dort war er

frei, denn es gab keine Turken, keine Moslems und keinen Allah in der sozialistischen

®_J¢ch nahm mir vor, ihren Ehrgeiz zu meinem zu mac!
(338).
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DDRII (67). The f at her tooghhkistiavelktetheEast anot he

Berlin. He has been living the freedom and unattached life, existing in a Utopia, which
Hasan himself wants. Moreover, his father enjoys the privilegeostingo the other

side of Berlin; this provides him with two liveand in a sense, two identiti¢&?

However, with the end of the GDR, not only can the father no longer live this double life,
but is also confronted with the emergence of secrets from his life there.

Selam Bercloirp®s ati on o fes pédoss aninsporfard r e n

t s

roleinthenove-b ot h with regard to Hasan and Ber|l

with the ways in which they have for many years crossed and lived across the border

allows Selam Berlirto historicize two generational stories t hi n Ber |l i n‘s cul
landscape. As my analysis in the next section will illustrat8eiam Berlinthe

TurkishhGerman subject claims his place in German history just as it unfolds. However,

this subject does not appear out of nowhere without egbacé u n d . Hasan's cro
his own maturitythreshold is largely influenced by his relation to his parents, and to his
understanding of their pasts. By not leaving their stories out, the narrative not only

vali dates the par en talsdporsaysghe wdys icvehiclctleey t o Ha s
have been part of Berlin in the | ast sever
Hasan's parents reveal them as a connectin

point out how their Turkish world has beepaat of the changing German world.
HASAN AT THE POTSDAMER PLATZ
Selam Berlirends on the night of Germantuaification with Hasan standing at

the Potsdamer Platz. The episode symbolizes the major transformation Berlin has been

18214 a s afathershas an East German lover and an East German son, named Adem.
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under goi ng a trathsfornatoaraeaching its lhfruition. As Hasan stands at

the Potsdamer Platz, he notes that he feels like a nomad and desires to travel to big cities

in the West and East: —London, New York, S
Teheran, Taschken.... Nicht hier, nicht da, einfach f
l et*s gol (382). He | ingers at Potsdamer
von Kranen und Baustell en, unter mir die T

he prepees himself to take off and make a new life elsewhere, he hears the rockets take
off from the direction of Reichstag. The euphoric moment thus symbolizes the beginning
and the end of an era both for Berlin and Hasan. Before | come back to address this
moment and its significance for the novel, | want to sketch how Hasan ended up in
Potsdamer Platz on this particular evening.

After Wolf*s party for the film in whic
with his cousin Leyla on the terrace, and complansout Wol f ‘s provinci :
Wolf refuses to |isten to Hasan‘s story ab
and instead talks up his new film about Jews in Berlin. Hasan criticizes Wolf for
excluding Turks and favoring Jews in Berlin, iniedhWolf himself is practically a
foreigner. He and Leyla drink more Raki, a
parents‘ separation, which is even harder
while, first Leyla and then Hasan begin to whirl ardun circles on the terrace. Hasan
senses an i mmense sense of euphoria: —lch
wurde ich davonfliegen, ja genau, fliegen Uber Dacher und Baume dieser Stadt, Gber
weite, weite Str eck amitagifed Badsgressingthmlenitaticns i | y ,

of physical boundaries. This light feeling of flight is fleeting and is effected by the Raki
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and the whirling. Nevertheless, in contrast to his earlier sense of depression and
inferiority, here he transcends alktborders and boundaresvhether physical and
emotional. This is an instance in which the text depicts the movement between here/now
andbeyondl it is a threshold moment.

The i mportance of threshold is refor mul
Val 6rperspective on |l osing control: —Es ha
Diskontinuitat iYWiBeoeghkht Senmomenti aiy . den:
continuity in the present moment and space, one reaches another level. Thresholds
generate passingetween one state of being and another, and they enable crossing from
one place and time to another. Flying euphorically, Hasan transgresses the boundaries
Wol f*s racism sets, and |l eaving his depres
half-brother behind, he moves onto another level. He crosses, from here, and what this
here and now prescribes to another place: an imagined space which nevertheless includes
existing places. The cities over which he flies are the same cities to be found orighe rou
from Mersin to Berlin, and are the cities his father and uncle passed through in their
mi gr ati on t olstéhbuiEdinneSofiaNidvBelgradWien-Minchen
Leipzig-Erfurt-Berlin-WestberlinKreuzbergAd al bert strapfe..l (380). W
back onthe ground in exhaustion, he is overwhelmed by the distance his father and uncle
have covered. But not only the distance plays a role; a temporal movement takes place, as
wel | : Hasan's imagined flight evotkees t he p

past and Hasan‘s present that are at pl ay

183 Bernhard Waldenfels, Schwellenerfahrung und Grenzziet®ranzganger Zwischen Kulturen. Band
Monika Fludernik und Handoachim Gehrke. (Ergon Verlag. 1999), 452
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For the first time in the novel, Hasan actually thinks on the courage and strength
of his father and uncle. Reflecting on their power, he finds himself lacking in enthusiasm
and ambition,ad mi ssing —de[n] verdammte[n] z&he]
realization indicates that he goes through a change. Here, the threshold clearly implies
more than the dissolution or disappearance of the borders and boundaries. Rather, as
Waldenfels explamm, —Wer eine Schwell e Uberschreitet
sondern wi r ¥ Tlough Hasam énels up falling on the same ground as that
upon which he began spinning, we ask: is it still the same for him? More significantly, is

Hasan stilthe same person as he was when he began spinning? After his experience, he

realizes that he must move and do somet hin
Hasan's first action is running over to th
descri bes: —Die Lichter der Stadt spiegelte

mehr Raum, mehr Weite. Alles war heller and klarer, und die ganze Stadt gewann an

Gl anzll (381). This description, which conve
|l ight and clarity, indicate Hasan's arriva
shines. And accordingly, Hasan's perceptio

light and space, runs parallel to his state of a new realization and cfgriiypose.

While with the imaginary flight, the moment of threshold can solely be read with
regard to Hasan‘s change, the scene at Pot
portraying Berlin at the threshold itself. Potsdamer Platz, historically dezetlaround
the Potsdamer Gate, symbolizes the point of entry to Berlin. Its rich history dates to the

18" century. Its forty years of divided limbo as-noa n-lansl between East and West

164 |pid.,152.
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Berlin, makes Potsdamer Platz metaphorically a threshold. Fitkg astry point to the
city, it symbolizes giving way. Then, being blocked off, left to decay, and observed from
afar, from the West, it becomes associated with the border. After the opening of the Wall,
Potsdamer Platz becomes the symbol of a new begjnmiBerlin by regaining its fame
as a rich site which hosts Daimler Benz, A
casino. And it also once again became an important site of intersection in the centre of
Berl in. Hasan' s pr iespgadiculary impartant because oftipesec i f i ¢
gualities. | analyze the narrative spatial configuration of Hasan at the Potsdamer Platz as
the most illustrative example of the transformation at work in the novel. When Hasan
expresses his desire to let golod past and go anywhere, he is right in the middle of
Potsdamer Platz.

Hasan's attention to where he stands al
between him (and his personal transformation) and the Potsdamer Platz on the one hand,
and between him artle Germanr@a ni f i cati on and Berlin‘s tr.
His stand there conveys him as if he is standing in the middle or at the border line of
Germany‘'s past and present: —Uber mir die
die Trummewnom Weltkrieg. Inmir wihlte und drangtsich diese Stadt, diese flache
Stadt, die ich zugleich Iiebte und haftel(
makers | i ke Wolf exclude Hasan from Berl in
Potsdamer Pta puts him right back in the middle of Berlin and the whirlwind of its
history. The description shows that Hasan is now more aware than before of the
i mplications of Germany‘s past and present

physically and felt lierally in his body, and creates a deep level of connection with
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Berlin. This connection is worth a closer look. While it puts Hasan in the middle or
borderl i ne of GeWantastory and its puorent transitional state, the depiction
at the same timconstitutes the TurkisBerman subject almost as a connecting middle
ground between Germany‘s past and present.
do? Given that the history of Turks in Germany began after the/pastlestruction and
Ger manyf er nleabor , Kara‘'s portrayal of Hasal
war argues for the symbolic significance o
When Hasan hears the rockets and knows
the threshold is fulfilled; aew Germany and a new Hasan emerge. Hasan rejoices at his
own freedom: —l ch wa&rmte mich an der Kippe
meinem Leben (382)I. It is unclear what Ha
him. What exactly is the new heging for him? He grows into a more mature and aware
person. Perhaps the threshold is his attainment of adulthood; whereas at the beginning of
his time in Berlin he was willing to provisionally take on the roles with which he least
identified (asastabbig Tur k i n Kreuzberg), now he has
story. His decision not to complain and instead to take action is the starting point. He
may foll ow through on his earlier plan to
leave Berih and go to other places.
As with t he tuwfeatiéhgefor Hesan yrecanciliatien is the
operative motif, possibly with all the different sides in him with which he has been
coping since his arrival in Berlin. In the next novel of thisptegwe shall see another

youngpr ot agoni st*s personal transformation di

not only for Germany but also for the world. During the turmoiled years of the student
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movements oftheeal y 1970°‘' s, Oz datmaeler, moving in betwaepo ni st
Turkey and Germangnd traersing through Istanbul, while the meantime reconciling
opposing world views and achieving political, artistic, and personal maturity.
Die Briicke vom Goldenen Horn

Il n cont r aSelam Bdio, ini@ Brackesave meet a female protagonist
whose relation to Germany differs from Has
is essentially both Turkish and German, Ozdam' s f i r st pergesesto narr a
Berlin as a guest workeand hen as an artist. It is also important that, differing from
SelamBerlin Ozdamar ‘s novel portays her narrato
also in Istanbul. I n fact, while depicting
who changes frormaurious, but unaffected observer of the demonstrations in Berlin to
persecuted political activist®Aithesdamnet anbul ,
time,Die Brickemaps t he protagonist‘s changes and
onto the histdcal and social transitions which took place in Berlin and Istanbul between
1965 and 1974°°

Although the novel connects Berlin to Istanbul (and thus Turkey to Germany) by
its linkage of the student movements active in both countries, the eventseof thes

politically distraught years are presented as European and global phenomena. The

®Monika Schafi, — Tal ki n* GemntamwLlifg anchiptter®®2n2006alttisi on, I 20,
noteworthy to highlight t hat uneffedtedronutgetmov@mestaimar ‘s nar
Berlin—for instance, in contrast to how she is directly effédig her activities in IstanbuDzdamar

certainly portrays her as more than a mere observer from the side; in fact, she is portrayed rather affected
emotionally. And she indeed walks with the demonstrators and goes to the cafes for meetings and

discussios.

¥Three experiences have powerful effects in the prc¢
second stay in Berlin and her contact with the leftist movements there, her return to Istanbul and her travels
between the European and Asian sidethefcity, and her involvement in the leftist Turkish political

activities.
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narrative tracks the global political turmoil and lasgale socigolitical transitions

through the narrator‘s steady | ogging of w
Running parallel to the protagonist®s tran
mature person are worldide transitions and the progression of a politically contested,

divided and problematic era: the cdMar and Viet Nam war, which impinge oreth

narrative in the form of conflicts between left and right wing parties;Aamgricanism

and anticapitalism, and the communist/ socialist ideologies and activities of the students,
leftists and workers in Berlin and Istanbul. Accordingly, the narraia®out more than

Turkey and Germany. Ozdamar utilizes the categories of work, the proletarian class,
migration, art, modernity and worldide transfigurations to point beyond the cultural

and national borders of Turkey and Germany. Inalike marimer,tpr ot agoni st * s
transformation, from a young girl between tradition and modernity illustrates crossings

beyond the boundaries of stable national cultures; she attains a transnational/ transcultural

character®’
My analyses begin with the narrative regest at i ons of Berl in‘s
during the representatiaf the leftist movement€)z damar ‘s narrator, te

of this transitional period from the perspective of a Turkish guest worker, reveals the
transnational nature of the events and theoaphere in the city. Thel focus on the

narratioms of | st anbul * s thedBpdgegof tleegsblden Hosm@ataec i f 1 ¢ a l
ferry through the Bosporwse important to analyze for showing the transitions in the city

also in a transnational contexVith the narrative depictions of Istanbul and Berlin and

%7 My uses of the term transnational and transcultural for the narrator imply her unboundedness from a

single national or cultural identification; instead, although they are frdmedif e nt gener ati ons,
narrator also likens to how | described Hasattaining a level of freedom from being ridigly identified

with either Turkishness or Germanness.
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of specific sites in the cities, Ozdamar narrates@ndiguration of borders between
individual personal identities, cultures, cities and countries. For instance, the narrative
transforms theity of Istanbul from being a city in between tivae or essential cultures
or civilizations, namely between Asia and Europe, particularly with the configuration of
the Bridge of the Golden Horf{® In addition, experiences in these spatial configurations
transform the narrator. Although, in Berlin and in Istanbul, she is at first in between two
cultural and social worlds, she has threshold experiences in both cities and becomes a
new person.

Therefore, my analysisxplicates the ways in which the narrag\portrays,

satirizes, transgresses, anecomfigures the limitations of presumably fixed identities

and cultures. While doing this, the narrative enables an exposure of the fixities. Indeed, as

she problematizes discourses of polarization which splaggufrom Asia and civilized

from backward, Ozdamar writes at the same time against conflation on which the
discourses rely: the conflation of Europe with modernity and progression, and Asia with
the backward or the traditional. On the other hand, thetharra * s Anat ol i an
uphold this opposition by presenting the disparity of living standards in Eastern and
Western Turkey. However, rather than an opposition between Turkey and Germany,
Ozdamar portrays the gap between the more modern Turkist icitihe Western part of
Turkey and those cities lagging behind normal life standards in the East due to

governmental ignorance.

t

r

While the bridge and the narr at dertransformatios, thé ng over

narrative uses the bridge as a threshold configuration, in the sense of plural encodings with which Ozdamar

depicts the bridge, and enables to arrive at a changed meaning and status about Istanbul.
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Ozdamar decides the imperialist political regime in Turkey (which sided with the
United States) is to blame for the unfaidamequal living conditions in the East and
directs criticism at the Turkish military and government for their treatment of the Eastern
part of Turkey. Yet even this criticism is a component of the primary criticism in the
work. This is a critique of unruldogmatic regimes, such as imperiakswhether
manifested in the war of Viet Nam or in Istanbul and Berlin while the leftists are killed
by the government and polieeand of fascism under Franco in Spain. Ozdamar asks:

_What gener at e suallvimd batweaen peaples aadrcultures modegin with

that can sustain two oppositional worl ds e
because although the novel initially strikes the reader as being about Germany and

Turkey, the exposure of life inratolia and a criticism aimed at the hegemonic powers

worldwide illustrates that neither the transformation of the protagonist or the changes in
Turkey and Germany i mplicate only these _t
narrative focusesontiper ol et ari an c¢class and the noti on:
with global political transitions that connect peoples worldwide.

To sum up, my analyses focus on two distinct properties of the narrative. First,
there is the novdla'lgonexspgl ar astoicormlofsiittusatpro
of-age and her evolution into a transnational figure, the protagonist is in between two
worlds. At the same time, her-bretweenness is particularly productive; she transgresses
the inhibitions of authenticalistable and true Asian and European worlds, and through
her actions and personal gbreot witehe,n ‘'t hter olpiensi ta
inverted. Specifically, the spatial topographies of Bosporus and the ferry, and the Bridge

of the Golden Horn see as spaces signifying the crossing over of personal boundaries
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and national and cultural bordéfd Second, by following the state of political events in
Europe but also in the world i®Bruckesituates the changes in Germany and Turkey in
relation to tle changes underway in world nations that are linked to larger global
concerns like the Colvar, Viet Nam War, and fascist regimes.
Thenovebegi ns with its female protagoni st
Berlin for work in 1966. The protagonisvés in Berlin as a worker for a year, and shares
a dormitory with other guestorkers. Here, she is initiated to leftng politics and
Marxist ideologies, encounters the student movements, visits East Berlin and the Berliner

Ensemble, and struggles tore&erman. When she returns to Istanbul after a year, the

communi st —Heimleiterll of the Berlin dor mi
after some time in Istanbul at her parents
pursuitasoneofhergsat —l ch wol |l te Deutsch | ernen un
von meinem Diamanten befreien, um eine gut

her second stay in Berlin, while learning German and working as a translator at Siemens,

she liberates herselésually and engages more consciously with the student movements

in Berlin. After the end of her contract with Siemens, she returns pregnant to Istanbul,
where she struggles to abort the baby with

drama departmerit the Istanbul University, participates in localdefhg political

%9 The Bosporus and the ferfgrm a transitional site because of the passage they enable between the two

sides of Istanbul. However, because of the metaphcehetweenness the protagonist experiences in

Istanbu, and which she transgresses right on the Bospenactly when the fey crosses between Europe

and Asia—t he site of Bosporus i s -baeltsme ean ntehsrse€ s haanldd ,t hbeo tnha
transcendence of it.
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activities, and travels to Eastern Turkey. After the military coup in 1974, she leaves
Turkey once again for Germany’

THE STUDENT MOVEMENTS IN BERLIN:

The section —DheeFrendadetendenkKende Soz
protagonist‘s second stay in Berlin. The n
women‘s dormitory and factory in the first

student movements. During hecead stay in Berlin, after some time working at

Siemens, the protagonist is not an outside
dormitory like she did in her first time. She is much more of an insider, as she finds a

private room with the help of sevéteftist students, who also find her a job working at a
hotel!*AsMonikaSchafi proposes, Ozdamar‘s narrato
movements present the events —as formative
coincide with fundamental upheals across Europél? In this way, not only do we see

how the protagonist interprets the events in their intertwinement with the worldwide

ongoing political turmoil, but we see how they indeed effect her identity formation. Her

&zdamar‘s novel is underlined with autobissgraphice
person narrator/ protagonist and Ozdamar*‘s- own | ife
worker. While working at a factory, she too learned German and was introduced to plays by Brecht. After

her return to Turkey in 1967, she attended dracheol in Istanbul. Like the first person narrator in the

novel, Ozdamar left Turkey for Germany due to political turmoil and persecution in Turkey, and she

resides in Berlin today. This brief biography reveals how travel plays a crucial factor indothahut hor * s
life and in the development of her novel's characte
Karagoz in Alamaniaa collection of short storieMutterzungeand two other novelfas Leben ist eine
KarawansereandSeltsame Sterne starrenr Erde and her story collectioDer Hof im SpiegelShe

received the Ingeborg Bachmann prize in 188d the Chamisso Prize in 1999.

" The student movements are of significance on two levels: first, through her involvement with the

movements,thenatraor has become involved in something that
in this sense, they signal her assimilation. On the
transnational nat ur e, b yvolveméntirsthem ahe sectign cdnialsce r se nati o
interpreted as Berlin being | ess at _home.

172 Monika SchafiMemories of 196814
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return to Berlin and partigarly her entry into the student movements transform her
position in Berlin and at the same time her character.

The narrator witnesses student demonstr
death and the I ranian Shahc¢asl ltedvet si nhmlrat:
gemei nsame Kuche allerll, where the Il eftist
Madchenl; the narrator at first |istens ra
bourgeoisie, Marxism, Leninism, and socialism (B&). She then participates in them.
From a window of the hotel in which she wo
raus aus Vietnam, Hbelo-Ho-Chi-Minh) mixed with police shoutings. On the
Kurfurstendamm, she sees pudding all over the street, leftrmrenihen the American
vice-president was pelted. On the radio and on television, she hears the senate discuss the
|l eftists, (die HOUhner) running around in B
Huhnerstallbesitzer, und die Polizei rupfte den Hiihn t agsidber auf die S
abends tranken sie von der Polizei halb gerupft am Café Steinplatz Coca, Diinnbier,
Kaffeel (157). The narrator herself become
the hotel, in the streets or at the café with thesestsi. The chickens smoke, go to see
films by Godard, Eisenstein and Kluge, and sometimes she sees a famous chicken named
Gunter Grass (157).

Though Ozdamar ‘s tmembering tlse sthdenhmavemenss andn r e
their dynamics, the analogy of teidents as chickens works to point out the
hopelessness of the movements against the power of the bureaucracy, the government
and the police. The starkest illustration of this is the murder of Benno Ohnesorg by the

police, which the narrator withessesedc t | y and descri bes as: —Di
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erschossen, aber es |l ag ein Mensch dal (17
closely resembles of Max Fr i s-walkersbutsent ence
people camé’® Just as the humanity ofh e -wppu eksetr sl was obscur ed
profitability, the dehumanized and secesldss status of the leftist students registers in
Ozdamar ‘s |l anguage an extended barnyard me
stinging ethical rebuke at the pointevk it fails: the street corner where Ohnesorg lies
shot. Hence, a guestorker protagonist telling the dehumanizing events of the era
reveals a further affinity between the Frisch and Ozdamar observations.

In this manner, while Ozdamar brings the gwestkers and the student and
leftist movements into proximity with one another, another significant connection is
between different nationalities of leftists, like the Greeks and Turks, who befriend each
other and set aside national and historical bounsliii®@ugh their leftist solidarity. In
the Greek bar to which the Turkish chicken
tanzten zusammen griechischen Sirtaki, tranken Ouzo, sprachen zusammen gegen die
griechische Militarj un tthee Trkisiahd Greek Iditlsteares c e n e
bound together by analogous histories of military dictatorships and coups. During the
narrator‘s stay in Berlin, the Greek chick
Germany; during her stay in Turkey, a simitéstorical trajectory forces many like the
narrator to flee to Germany. Ozdamar narrates the involvement of diverse groups in
Berlin‘s transitional topography during th
same time tying the personal trajectergd each group to one another by reference to

larger, transnational currents in the history of the twentieth century.

gtd In Venkat M

ani, —The Good Woman of | stanbul .|
sind gekommen, Il 84.
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The narrator joins a socialist group led by a worker sent to Berlin by the secialist
worker party in Turkey. Through this experienceaddition to her involvement with her
German leftist friends and her time at the Café Steinplatz, she is also active with the
Turkish socialists in Berlin; goes to East Berlin with the group, buys Brecht recordings,
and meets a man whom she will forcéntive sex with her in order to lose her virginity.
The pr ot a-gibted,ieven fored andcecbrisciously planned loss of virginity is
also a politicized sexual act by which she claims her liberation and a sexual subjectivity.
At the very beginning othie novel, the communist director in Berlin advises her to lose
her virginity if she wants to be an intellectual and an artist. Of course, sexual freedom is
also a part of the student movements. The narrator is determined to free herself of her
virginity,and when she meets a socialist disabl ed
wenn du dich nicht heute abend von deinem Diamanten befreist, wirst du dich nie retten,
dann wirst du als Jungfrau heiraten- und di
63).)Her use of the word —diamondll in referen:
attached to being a virgin in the Turkish culture.

The narrator‘s decision, though seeming
not without significance. While the natoa frequently identifies her virginity as an
inhibitor of her political and artistic goals, she testifies at the same time to the importance
of virginity in Turkish society and to her parents: for instance, after her return from
Berlin pregnant, hermothe says: —Auch wenn eine Birne Vv
sie nicht weit weg von ihrem Baum. Sie hat sicher dort auf unsere Familienehre keine

Fl ecken komme'THe first seetende is(a tlireq tyanslation from Turkish

"Thefirstphrase in fact implies the same meaning as the
Baum. I
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and means that even thitdren go away and leave their families or countries (like pears
falling off of trees but not landing too far from the trees), they would not diverge from
traditional valuesearned at home. The daughtethepear fallen off of the tree of family
and tradtion—is thus expected not to have marked the family honor with the loss of her
virginity, as the second sentence implies.
attachment between virginity and honor in the Turkish family and tradition.

Ontheonnand, the narrator‘s thoughts about
how necessary the act is: she thinks that she would be forced to marry on unequal
grounds and (in effect) sell herself to a man, unless she can save herself from her
virginity. Inthis s ense, —sexuality becomes a turnin
hi s t'Glrosing her virginity thus serves a symbolic function, as a declaration of her
freedom, her sense of personal dignity, and gender equality. On the other hand, as the
moter * s refl ection reveals, the interconnec
Turkish tradition is crucial; the narrator
and traditional values and can even be interpreted as a symbolic act of leaving
_Tur ki shness*® Sikehc nadd e |enndpeheads,i zaess, —sexual
i mportant part of the protagonist‘s person
notions of family and natioh'”®Hence, the narr at obetationis at i ona
at the same time an act of bora@eossing between cultures. As it is immediately linked

to her personal, political and artistic maturity, her decision is a key component of her

venkat Mani, —The Good Woman of Istanbul: Emine Sece
H o r Gdgenwartsliteratu@ (2003), 41

Si |l ke Schaedvegi —Ezmd anne&o@issn Grenanl Studie2006, 27.
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larger story of transformation; it signifies her selection of aeno and Western life style
over a traditional one that is imposed upon her in Turkey.

To conclude, | want to briefly summarize and highlight two important aspects of
the protagonist‘s transformation amd st he |
entry into these movements and her freedom
expectations for and representations of Turkish women, who are usually inscribed to
traditionality, domestic values, and even victimization. These expectations ardynot o
sustained in public discourse but have been supported in the FGdrgian context by
literary works, such as Salihalse i nhar dt * s b oeork'ss afnidl nise vifni kt h
19880z damar ‘s protagonist exceedanscendisi s par
borders of gender, tradition and national attachments. Of course, as the examples

illustrate, her transformation is largely influenced by her travels and the political climate

of the era.

The narrator‘®s expandi ndatthecbredffhec al cons
transformati on. 't is in the student movem
—t he original bonds of national identity a

belonging, home and sedf w a r e & mm & level of raisd consciousness, above the
boundaries of national and cul tur al i mi t a
narrator tells the leftist movement through the eyes of a-gum&eer, bringing not only

the guestvorker perspective to the picture, bbesalso illustrates the transnational

quality of the movement. While the Greeks identify with the movement through their

"Schei nhhraawen sdi e ster ben (2983), andueaZypresserglosd)eahde bt hat t e
T e v f iek 4@ Beutschlandre key illustrations of victimized women.
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detestation of the Greek military regi me,
and workers* sol i dheerri tiyn, Btelrdy ndlsl sctoaneee ttso ga
boundaries with their protest against an international complex of fascist regimes and
imperialism. | find the novel invaluable for bringing out this transnational quality under
which the leftist movements were cheterized, and thus its narrative can be said to
provide an alternative of, or supplementary narrative about, the movements themselves
and the important transitional period in Germany during which they took place.
ISTANBUL, THE BOSPORUS, AND THE BRIDGBF GOLDEN HORN

As the narrator returns to Istanbul following a year in Berlin, she notices there is a

different quality to the light in Istanbul, and that the city itself seems darker. Her mother

explains: —Nein, meine Tdichh deme Augehsndann b ul h
deutsches Licht gewo6éhntll (207). Similar to
l'ight, a woman‘s reflection on experiencin
backwardness in its assesgesehemtuhabénistdne t wo
feine Sache. Man sieht einem Menschen im G
Europader sind fortschrittlich, wir treten

uns einen Schritt vor unrdarzrwaetiorS'chraowrn ep eruc

|l stanbul i nclude a mix of —Esel, Lasttrage
schei pende Pferde, das Meer, der Strafensc
"Moni ka Shafi. —Joint Ventures: | devgiGddamaradPol i ti cs
ZafenoBak, Il Comparative Literature Studies 40.2 (20

9 Two articles in particular approach the novel exclusively from the angle of its engagement with the

movements. See Monika Schafi'‘s —Tal ki ntgGerm&hout my Ge
Noveflosri an analysis of Ozdamar'‘'s novel for the ways
and Ger man mainstream di scourses about the movement
Die Brucke vom Goldenen HarAuf der Suchamach ei ner verl orenen Generatio
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She conjures images that indeed depict a city on theopd#wvelopment. While the
donkeys and the horses denote backwardness, and the ship and the cars denote
progression, the dirty shoes of the rich marks the combination of both in Istanbul,
presumably the most Western and modern city in Turkey.

In what follows, | analyze how Ozdamar grapples with the Europe and Asia
binary invoked by those around her and by her surroundings generally. With a close look
at the narrative representation of two geographical phenomena which register as spatial
metaphors-the Bospous and the Bridge of the Golden Hesh anal yze the n
situation in between the worlds of Asia and Europe, along with its disruption. This is
especially important because Istanbul itself is usually thought of asbetvileen city,
which connect&urope and Asia, and has often enough been taken to evoke the
dichotomy between two disparate continents and cultures. | illustrate how Ozdamar uses
the narrator‘s ferry rides through the Bos
thematize thresholdthereby indicating transgression of the stable, and authentic
entities often assigned to Europe and Asia.

When she returns to Istanbul for the second time, now pregnant, the protagonist
lives with her parents in their apartment on the Asian sidgaribisl. During her stay
there, the narrator depicts both her paren
European. The three neighbors and her own mother have all died their hair blonde,
because they want to be European after a Turkisksjpger buched off a trend when
she dyed her hair blonde, and had a nose operation. The women push hard on their noses

with their index fingers and compare the narrator to a European since she has lived there.

distinct characteristics of the movements in Berlin and Istanbul, explicating their similarities as well as how
they differed in terms of political and intellectual motivation and their participants.
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However, the narrator o)bomesomhertffeetanuesthitk b e c a
eyebrows: —Du warst | ange in Europa. Man Kk
geht nicht mit deinen dicken Augenbrauen w
portrayals of these women reveal the fantasha@t | deal i zati on of _the
the same time satirize the associations with which these women imagine a European.

Looking for consolation to her boredom on the Asian side, the protagonist begins
to visit a Kiosk and reads the lefing newspper CumhuriyetGiven the headlines about
the demonstrations of socialist students and workers across Europe, and the Turkish
youth‘s revolt against the fascists, the n
that are near Arbeiter unddemanstrierenden Sthdened wanen
irgendwo in meiner N&ahe in Istanbul, und ich bewegte mich nur zwischen meiner
Elternwohnung, dem Zeitungskiosk und dem K
quiet Asian side, the European side is the cesftaction, where workers strike and the
students protest. In addition to the differential tenor of events on the Asian and European
sides of Istanbul, the narrator‘'s depictio
of the Europeans and of Eueam lifestyles work satirically to reveal a dichotomy
between the worlds and values associated with Asia and Europe. On the other hand, she
also encounters an obsession with European styles on the European side, for example at
the drama school.

Thestd ent s talk for days about (popular G
impendingvisk—t he vi sit of —ein Mensch aus Europa
anyone who had studied in Europe had the first place at table and the authoritative voice

inanyds cussi on. —Europa war ein Stock, mit de
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einschlug. Wir sind zu sehr a |l a Turca sadg
di eser Ausdruck aus Europa kaml (250). The
Turkishinthei ght of the —Europeanl things, Eur op
they compare themselves; however, the narr
origin in Europe ironically exposes how Europe or the West has already insinuated itself
to everydg. A number of other examples in the narrative allude to the intensified
fascinationwith the West, particularlypy the intellectuals and the sémumiddleclass,
who look upto Europe and the West as a model to be copied. Another example which
depictsthe overall fantasy and fetishism with Europe and the European ideas is
constituted by the Turkish students who wrap their naked bodiesishieets and take
lessons on surrealism from a woman who has studied in Parid 9794

Ozdamar mocks these peasions by revealing their ambiguities and conflicts.
First, Europe has long been a part of Istanbul and of Turkish culture. | will discuss this
more thoroughly in my analysis of the Brid
representation and its cultural toisy. Second, the same people who criticize the United
States i mperialism and capitalism imitate
not capitalist or Western. Additionally, even if the ideas imported from the West are not
imperialist and carryanes of socialism (here one thinks of the existential or surrealist
philosophies), what meaning or applicability do they have other than being practiced on a
superficial |l evel, discussed in movie thea
travek in Eastern Turkey exemplify the backward life styles there, which are

incompatible and out of sync with the rest of Turkey, and provide a critique on the vain
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use of Western i1 dealagi(cecfcalt expoamum &t iofe'tdh
to provide the farmers and Anatolian women with wesli&eral advice).

The narrator‘s parents’ and neighbors®
obsessive turn to the West for ideas, illustrate the role of dichotomization in their lives.

The narrators also influenced by the Western and European ideals herself; particularly,
her preference for the European side of Istanbul, which provides her the advantages of
the theater and the leftist movement, upholds an opposition between the two sides. Her
frequent remarks about the Asian and European sides of Istanbul and especially her
complaints about her lack of freedom and action on the Asian side seem at first glance to
locate her between the two sides. However, the narrative use of the transitiorfahsite o
Bosporus as a productive spatial metaphor disentangles bieéweenness of the

protagonist by portraying her threshold experience on the ferry through the Bosporus, and
just like the very fluidity of the water between the continents, exemplifeeButid and
co-mingling aspects of European and Asian, traditional and modern. In order to situate
this contextually, I like to take a close look at an important passdgie Brickewhile

the protagonist travels on the ferry.

THE PROTAGONI ST*' SAND FHE EERRORIDES THROUGH
BOSPORUS:

The narrator takes the ferry daily to go to the European side where she attends the
drama school. However, the passage | will analyze depicts a significant moment which
follows several trips to her old childhood friewho is now schizophrenic and wants to
marry the narrator. When the narrator i s i

accepts to do it. She also befriends a socialist intellectual named Huseyin, who loans her
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a book about a French woman in the &ginth century who sacrifices herself for a man.

Huseyin compares the narrator to the French woman in the book. However, upon

returning back to the European side after reading the book, she tells Hiiseyin that she is

not like this French woman. She sayd tta&e only wants to save the friend, and not

really to marry him. Hiseyin tells her that he is too sick to be saved, and that if she goes

away after two days, she would be at fault. In response to this possible marriage and the

encounter with Huseyin, thearrator experiences a significant transformative moment on

the ferry, as she returns to her parents"
When she reads a news headline about Berlin, the narrator remembers how Berlin

had been for her like the street dfldhood, which she had loved and where she had

pl ayed until mi dni ght. —Von Berlin war 1ich
war es fdar mich wie ein Hotel, ich wollte
in Istanbul with her parents t he pr ot agonist‘s |l onging for

with the Asian side reveal that she feels trapped in Istanbul. Not only does she miss the
free and exciting streets of Berlin, but she is also confronted with expectations from the
people aroud her, who pretend to be European but at the same time assign, accept and fit
into traditional roles and expectations: virginity, marriage and motherhood entrap women
in a life, which for the narrator falls short of the equal and liberatedtyle she

experiences in European countries like Germany. As the narrator feels watched by men
on the ferry, she imagines herself on stage, watching as all these men fall in love with
her. She then imagines that she dies on the stage, leaving behind no childyeaftey cr

her; right in the middle of Asia and Europe, the actress inside her comes out and throws a

man and a child out into the sea. —al s das
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ich , dass ich in meinem Lehpenmntrarigeomalss ‘' Iseid
to reject traditional matrimonial expectations constitutes a threshold, a moment where
possibilities open up, which occurs exactly at the moment of crossing between Asia and
Europe and is completed when she arrives to the Asian side.

The narrator‘s transgression aga-inst <co
style of a woman, which she completes on the Asian side, points up a contrast and codes
the European side as modern and the Asian side as backward and traditionaltie fact
narrator‘s experiences in European cities
European contacts have had large influences on her choices of a liberatatygdifend
decisions of living as a modern, free and unmarried woman. Oksthe side, she calls
her mother on the telephone to tell of her decision. The mother accepts the news with an
intriguing remark, —Du kannst Deutsch spre
mot her*'s question | ifts Idehséoobeyandfeinto f r om t h
traditional roles assigned to Turkish women. Her remarks also illustrate the immense
significance a European language and Europeanization carries. On another occasion, the
parents point out to their neighbors that their daudtdaerearned a language and has
gained another personality: —Sie hat Deut s
Sprachen sind zwei Menschenll (179). Theref
westernization which learning a European langusagebolizes. On the other hand, the
parents’ expectation of virginity, especia
baby and abortion, makes possible her cathartic and decisive moment on the ferry.

The narrator‘s portrhiyhies hOndgmaBospal

of the bridge metaphor, as Moray Mc Gowan has very aptly analyzed with regard to its
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enablement of anew kind ofcrossisty r ansgressing the pol emics
bridge, bet w¥&an\ith Mcwowany breatl @althar ‘s use of the
bet ween metaphor as a productive practice:
fidr Zustande der produktiven Erfahrungen u
ihrer vielseitigen Widerspruchlichkeit einheitliche und eindimemali® Weltbilder jeder

Art erschuttern oder sprengenl. Mc Gowan‘ s
sondern als Schwell enerfahrungl resonates
which, through their transitional and not strictly defined arftholey border like quality,

generate transformational experiences. This allows to view the emergence of a new
consciousness for the protagonist (as a conception of herself), and at the same time about
Istanbul and the Turkish cultut&

Infact,asMcGoan explicates, the choice of Bo:c
transgression of fixemlentifications abouher identity is especially significant,
considering this site as —a place where Eu
each other, coningle; the Bosporus is a site of trahsmance and flux, neither one nor

the other fir m®?THenmoaya bH ew b@mkdmar portrays

wWhile interpreting Ozdamar ‘s alternat i-Bveet wueseen lof t t
is quoted in MorayM&Gowan‘ s article, which discusses the diff
Turkish-German literature. M&owan sites exanhgs of the limitations of the bridge metaphor, used either

as a model of bridging the cultures of Turkey and Germany, or as a place of victimization where migrants

are seen with one foot in Turkey, and the other in Germany, but somehow immobilized kagveen

| n: —Br icken und Briacken KOopf e:-deWatnsdcl huenng elni teei rnaetru rh
Andere Deutsche Literatur: Istanbuler Vortrage. Eds. Durzak and Niltfer Kuruyazici. Wirzburg, (2004, 31

39), 33.

181| eslie Adelson explicatesthte® | d t hrough reference to Yoko Tawada
writing as a Zwischenraum, particularly a threshold, and that at this productive site, consciousness of

somet hing new emerges. in Adelson‘s —keaondfesto, Il 24
Bricken Kopfe, Il 32.

182 Moray Mc Gowan, The Bridge of the Golden Horn: Istanbul, Europe, and the Fractured Gaze from the
West in Turkish Writing in Germany. Yearbook of European Studies. (2000),58.
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identity flourish beyond the immovability of cultural fixities about Asia and Europe

illustrates the unstahl#tuid and cemingling characteristics of the terms ordinarily

opposed to one another: Turk&grmany, AsieEurope, traditionaimodern. | contend

that the narrator‘s friend in the European

who represents conventiality in the Asian side, add a twist to the Asia and Europe

dichotomy. The book that the modern friend loans the protagonist to read is a French

book, but i1t is out of the 18th century, a

self to a man, is teogressive as the pRRevolutionary epoch of the book itself.

Additionally, in a move which contradicts

mother now tells the protagonist that there is no rush to marry, because she has learned

German. Thus, m@wn mother, who is presumably much more traditional and lives in

the Asian side, appropriates European idea
The friend*s and the mother“s actions,

ferry display an ambigty which undermines binaries and complicates the interpretation

of the narrator*s development, as well as

i mportant to emphasize the spatiality of T

the imageof the ferry, which together convey a fluid transitional topograpaly —s i t e

simultaneously of conjunction and separation, the synapse of two worlds, and itself a

place of hybridity, where the Black Sea amiha the Sea of Marmarghe Mediterranean,

intermi n g'f*Elenilfied as a symbol of Istanbul and Turkey, the use of Bosporus in the

novel signifies a conjunction and acongling of Europe and Astawhich in turn, is

mapped onto the narrator‘s own identity fo
BMoray Mc Gowan. —The BstanhligEurogefand thé EractGred Gaze fromkhe r n : |
West in Turkish Writing in Germanyl. Yearbook of E
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Another action on the ferry providéhe topography of the Bosporus with an
additional complex meaning. During the ferry rides she takes between the drama school
on the European and her parents‘ house o0on

who read newspapers. She describephizdos, and she cites important headlines that

catch her attention. For instance, a photo
—Tausende Studenten sind in Westberlin auf
zusammengestopBenll (193)m WNhmewous$ dot sS@echha

schickt noch 10. 000 Soldaten nach Vietnam,
interpolate worldevents into the story, and serve the function of exposing the global
context through multilayered worlds and widen thelensfBoenr | i n and | st anb
to the rest of the world®*

During one of these crossings, the narrator experiments with the newspaper
headings by paying extra attention to the photos and imagining the feelings they

communicate. One picture shows a mamding next to his illegally built shack with a

knife in hand, threatening to cut his son’
down. She sees the sweat on his shirt and
visible in the photographs tiie Turkishrulingpar ty boss Demirel s, a
president Johnson‘s. The American sol dier"®

through the jungle in Vietnam, is soaked with sweat like the shirt of the desperate
Istanbul sluradweller. Anothepicture shows a Vietkong fighter shot by an American

soldier, also with a sweat soaked shirt; often she also sees photos of Palestinians and Jews

By multiple layers and connection , | mean that O
particularly troublig era , that is, of the Cold War, in related ways through the world, and as such the
events and the countries seem to be connected through this display of headlines. The US sending more
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with sweaty shirts, standing next to dead bodies in the streets (207). The photos depict
sufferings in differat parts of the world, and the narrator associates suffering and war

with sweat. Through the body of water that
narrator‘s readings of the world events <co
her contemplati® mind acting as the catalyst. In this instance, the unifying factor is

sweat; later in the novel, it will be the scream.

When one considers the historical transitions Istanbul symbolizes and continental
exchanges that pass through the waters of Bosporudz d amar ‘s creati on ¢
connections through peoples® sufferings fr
of apt significance. The narrator‘s crossi
Istanbul, her practice on the ferry through Bursis explicated above, and my concluding
investigation about the narrative use of the Bridge of the Golden Horn, undermine the
polarity of Europe and Asia, and positions
narrative use of these spatial configurasiconveys how Europe/Asia, East/West,
tradition/modernity, and backwardness /development are relative and linked not only to
one another but also to larger movements of nationalization, modernity, and migrations.

THE BRIDGE OF THE GOLDEN HORN

Oz d a maerof tlse Bridge of the Golden Horn is important to analyze for the
waysin whichthis structure reveals the intertwined and mixed characteristics of Asian
and European in Istanbul, in the form of a literary topography that emphasizes the
hybridityandheteogenei ty of the narrator*s built e

first | explicate the significant use of the bridge with regard to its destabilizing effect of

soldiers to Vietnam has a lot to do with the news from Germany, afN¥ie is one of the reasons why
the students protest.
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the Europe and Asia diotomy. In addition, | investigatendercurrent meanings of
Ozdama ‘s use of this specific bridge with re
concerns of work, migrations and losses at the expense of modernization processes.

Instead of the Bosporus Bridge that literally connects the continents of Europe
andAsia Ozdamar uses the _Galata Bridge‘, the
the two European sides of Istanbul. On the other hand, the bridge in fact connects
_Europe® i n Europe and _Asi a‘ in Europe. T
the ditinct geographical position of the bridge betweemoacEuropean side to the
North of the bridge, which includes the former districts of Galata and'Perayh er e t he
European embassies, architecture, shops and gight are still primarily to be foutid,
and the southern side of the bridge, which is more Asian, and includes districts and
monuments which were at the heart of Ottoman Empire and Islamic tra8ftitinis
topographical constellation is unsettling: while the bridge lies geographically on the
European side, it nevertheless has the symbolic task of connecting Asia and Europe
within Europe. Yet —Europel and —Asi al bea
southern side‘s Aya Sofya mosque, which ha
exemplifies the mixture of European, Christian, Ottoman and Islamic and is one of many
exceptions to the generalizing Europe/ Asia dichotomy. Thus, the Bridge of the Golden
Horn on the sacalled European side of Istanbul connects two banks, but the complex
mixture d Asian and European architecture on these banks contradicts the contention

about the separation of an authentic Asia from an authentic Europe.

1% Galata is today the district of Karakdy, resembling nothing of its days in the past as Galata. And today,
Beyoglu is the district that makes up the area that was Balata ve PeraNur Akin, Literatlr Yayinlari.
Istanbul, 1998.
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On the other hand, by paying close atte
her perceptions of theibrd g e , |l will emphasize several ot
use of the Bridge engages with the concepts of European and Asian in Istanbul. More
specifically, | view Ozdamar‘s wuse of the
connectivity; according to th reading, the bridge represents the transnational/
transcultural aspect of Istanbul, and is linked to modernity, migration, and work. To this
end, to better explicate the ways in which the structure becomes a textual spatial
threshold on multiple levels turn to the first textual use of the bridge.

Ozdamar ‘s narrator decides to go to the
who once | ived next to her parents apartm
friend can help her to abort Heaby. After she disembarks from the ferry, the narrator
passes the bridge of the Golden Horn on th
the narrator notices first— di e Manner Kkratzten sich wie f
zwi schen dmdcat®&letdbencenmrion place here, is hardly something one
sees in public in Europe. The narrator notices the big ships next. The shadows of the
people, stray dogs, and donkeys on the bri
auf wei Bl (187) thermixwith the shddawd of the sedguils and all fall
together on the water after the | ast ship.
sirensandthestreste | | er s* c¢cries. Then, the narrator
children who carry Qbmanera water canisters (187). Thus, not only do the shadows and

screams mix on the bridge, but in essence, natural elements (the seagulls and the water),

Moray Mc. Gowan, —The Bridge of the Golden Horn, I ¢
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progress and the continental travel and commercialism (the ships) and the bodies of men
symbolizingwork.

During the narrator‘s passage over the
herasaslownot i on, bl ack and white fil m. By assa
the bridge with the qualities of a black and white, staation film, Ozdanar evokes the
past of the bridge along with the present. Particularly, the Ottoman canisters introduce a
quality of the old and the longast into the present. On this strip of slowtion film, the
mixture of shadows conveys modernity and backwardnessihehand. While the black
shadows of the street dogs and the donkexyake backwardness, they fall on the white
inter-continental ships, which symbolize modernity. The film that brings together images
of old-times, the normodern and backward along wikmbols of modernity is,
however, not quiet. Everything has a sound
seagulls all scream.

The scream, along with the sweat analyzed before is a common thread which run
through the novel and connects workers;\gftg activists and drama performers who all
scream, sweat and smoke. More specifically, the narrator observes and comments

frequently upon the screams and sweat of the street sellers on the Golden Horn. At one

point, she sees a wateeller dieonthebrgfle : —er trocknete gerade
seinen Schwei f ab, fiel um und war totl (2
sell ers have come from the East to |Istanbu

Bridge with the sweat and screams of the worlsdrs have come from the Eastern part
of Turkey to the Western city of Istanbul generates the East/ Asia/ backward, and

West/progressive/ Europe dichotomy with a rather disturbing effect: Here, on the Bridge
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of the Golden Horn, in the supposed European, &iestnd progressive city of Istanbul,
the Anatolian workers are screaming, sweating, and even dying, as the above example
illustrates.

A closer look at the history of the bridge is necessary; indeed, the rich history of
the Golden Horn further illuminagehe various intricate symbolisms of screams, cries
and sirens, along with the mixture of present and past, progression and backwardness
captured by the narrative portrayals of the bridge. First of all, the bridge conveys a
metaphorical meaning relatedfour k ey ‘s posi tion with its Eu
instance, the design of the structure which opened in 1912 and persisted until its burning
in 1992, was handed on to the German construction firm M.A.N as a symbol of
OttomanGerman friendship®’ As a resilt, built into the bridge itself is a Turkish
German connection. Besides this, the bridge has long carried a larger meaning in relation
to Western civilization since its days in the Byzantian and Ottoman Empires.

After the first bridge, which had beeumilt by the Emperor Justinien of the
Byzantian Empire back in thé'@entury, attempts were made to construct different types
of bridges on the Golden Horn. During the reign of Beyazit 2, both Leonardo da Vinci
and Michelangelo were involved in plans éconstruct the Bridg&® Especially
significant though was the completion of one version of the bridge in 1836. Between
Tanzimat (1839), which advanced the modernization of the Ottoman Empire by
organizing the army and educational system according toeesiodels, and Islahat

(1856), which granted rights to nduslims, the districts around the bridge were settled

187 Refik DurbasGalata Képrisii/letisim Yayinlari, (1995),16.

188 Eser YiicetiirkHalic. Siluetinin OlusurDegisim Suregi Halic Belediyeler Birligi, Istanbul, (2001)
51-52.
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by an ethnically diverse population, and the Golden Horn became a gateway to the

world *®®With the Tanzimat and Islahat reforms, Adaslims, @nd in particular, Jews,
Greeks, Armenians, and Levantines) enriched the districts around the bridge culturally,
and also boosted the economy with the ship agencies, trade and insurance firms, and
banks they built-*° In addition, since at this time otharins of transportation were not
available and goods from distant countries reached Istanbul through the seas, the Golden
Horn served as a major door opening to the woridAs a stopover and point of arrival

for the ships coming from the Mediterranean, Alegiean, the Marmara, and the Black

Sea, the bridge enabled Aegean wines, Russian wheat, Romanian wood, and French
furniture to find markets in the districts of Golden HofiThus, the area flourished

financially, and it ethnically diversified.

Ozdamar s narrator emphasizes the site‘s st
world in one episode. She and her lover wait on the bridge, while it is pulled high up and
—di e grofen russischen Schiffe durchfahrte
bridgeof the late sixties, then, still constitutes a link to continental and wadd
commercial trading. However, what has disappeared is the financial success of the
Golden Horn and the bridge, as well as the raultiural, multiethnic quarters which

had arer the decades established themselves on its two sides.

18%Galata ve PeralNur Akin, 1214.
Gal at a6 da nOrhaa Fikde, Sei yagincilik,(2000), 11.
190 pid., 12

1921hid., 12.
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A picture taken of the Galata district
period shows Greek, English and Turkish flags all hanging together on oné*treet.
After the formation of the TurkisRepublic, the districts around Golden Horn and the
bridge itself underwent negative transformations; with theadled modernization and
the nationalization of the country, most of the rights granted to thé&lushms were
reduced. In the new politicalimate, noAMuslim inhabitants of the area who had lived
and worked just like Turks became foreigners again. During Vice President Adnan
Mender es’ g o\M%0)mare hauseg abdworl places were demolished in
the name of modernizing Istanbul.& demolitions, especially heavy in Galata, were
meant to open up the area to public transportation: this changed the demography of the
district, and resulted in the destruction of the two most important churches in the area,
which caused many Greeks andwenians to leavé™

In addition, the infamous Istanbul pogrom of 195&uring which a Turkish mob
attacked Greek property causing a loss of 12ivascelerated the emigration of ethnic
Greeks. As the novel r ecal | sinerSepteaifernachte | e |
im Jahre 1955 nationalistische Turken die Laden, orthodoxen Kirchen und Friedhofe der
|l stanbul er Griechen zerstort hatten, aus A
family was forced to throw all its vinyl records into the MarmarSe a; t hese LP*' s
many long days over the water, and now, sitting by the Bosporus the narrator imagines
Greek songs among the waves. Although this thought is couched in a light and nostalgic

tone, the narrative nevertheless evokes some of theiTw h r epubl i c* s dar k

193 |pid., 101.

194 |pid., 105106.
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Later, the narrator‘s own socialist books
and socialists become minorities like herself, are attacked and must also escape.

In addition to these events, the large migratioos) the East to the West and the
settlements of slurhouses around the Golden Horn caused the area to lose its glamorous
multi-ethnicity, multiculturalism and financial fervdt. Galata, which had long been
linked with Pera lost its name due to the peots with Greeks over Cyprus in the sixties,
and was renamed Karakdy. It also became a-down district of slurrhouses. When
Ozdamar ‘s narrator crosses the bridge from
Karakoy, who symbolize the degenerationhis wistrict of past financial and cultural
success. However, not only Galata on the southern, seemingly European side, but also
the northern side has undergone tremendous change; for instance, numerous small yet
significant norMuslim religious monumentsave disappeared® Several scholars
consider the fate of the bridge and the Go
Y"Thus, Ozdamar‘s narrator‘s observation of

complexly conceived than an exploratioreskentialisms.

198 |pid.,10-12.

1% jak DeLeon irAncient Districts on the Golden Hotaells the stories dfour districts, Balat, Haskoy,

Fener, Ayvansaray, which were all on the northern side ( not the side where Galata was) and which were
also all inhabited by large number of Jews and Armenians. His account of the rich past of these districts
gives a detailé account of the historical degeneration and deterioration of the districts, and particularly the
disappearance of the mutithnic composure with its nevluslim inhabitants as well as the destroying of
numerous small yet elegant churches and synagogaiesdhe a significant part of IstanbAlncient

Districts on the Golden HorrGézlem Yayinlari. 1992.

¥70Orhan Tirker,irGa | at a 6 d aatellsthe trandfdtnyation most particularly of the district of

Galata to Karakdy, from the most mettilturally ard financially rich district of Istanbul to the darkest and

one of the most wunfavorable part of today‘s I stanbu
the stories of disappeared / demolished monuments of the area, such as synagagtes, eind the

stockexchange.
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Though the geographical location of the bridge between two European sides does
indeed unsettle the dichotomy of Europe and Asia in Istanbul, the bridge also serves as an
explicit metaphor about t he Tdemzkatios h Republ
attempts. In the | i ghtdiedfickéogt apesialisms | ar ger
wars, and inequality between peoples, her portrayal of the bridge poses questions of
|l stanbul *s transition between I[slanatdwichni t i es
promoted understanding and heterogeneity, and the (nationalist) modernization after the
foundation of the Republic, where prejudice undid the work of Islahat. Ozdamar uses the
bridge to ponder the losses and sufferings during these toassiti

Whil e doing so, the novel reveals a cri

current day depreciation conveys. The narrator recalls thegong richness of the

bridge, and of Istanbul, when she tells a story about a worker, one of many, who has

come from the Eastern part of Turkey belie
Gol dll. So, when he stumbles up®incoatragpi ece o
to the bridge®'s rich past, whichionsafgs now b

present paint a very different picture: the street sellers on the bridge all scream, and one

dies. The narrator sees that they are from the Eastern part of Turkey and have come to
Istanbul, with their beds rolled up on their heads, lookingviealth, or better said, a

better | ife: —die niedr i geer Brhircekne Falapcekne,| tuen

gingen, als ob sie durch eine Wuste liefen, deren Ende niemand sah, die aufgerollten

Betten Uber i hren Kopfen und als ob sie vo
_Ein armer Bauer kam in Istanbul an und stiep mit
ein Ziegelstein. Er hob das Gold auf wund warf es in
warumsollteerds er ste Gol d auf heben?ll (212).
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(212). However, as the desolate image on the bridge isythkair dream is unfulfilled;
these men walk and scream as if dreaming of an arrival at a water fountain.
The depiction is rather ironic; the sellers are on the lower portion of the bridge,
which used to have two levels. Thus, they are basicallyighta he wat er , but
it. They have arrived at the place where they imagined they would live better lives, but
they have no realization and even hope of doing so. Thus, Ozdamar shows that the
bridge to a better life, in the late sixties and seesntias become a bridge to destitution
whose occupants are the street sellers and workers from Anatolia. The Bridge of the
Gol den Horn is significant to the narrator
experiences which appropriate and expose cororecbetween herself and her position
as closely connected to that for which the Golden Horn currently stands. The narrator has
special compassion for the workers, and although there are huge differences between her
l'ife as a wor ker ,hemodnnignagos ® Gevoanykia wosk‘andlher v e s
sensitivity to political brutality and economic inequalities make the bridge an important
site to understand the narrator‘s position
as foreign minorities in tanbul, the narrator herself lives almost like a minority. As a
leftist participating in socialist/communist activities, she is arrested by the government.
And even among the leftists, ®ecause she i
To sum up, Ozdamar crea@subtle yet significant metaphorical threshold by
titing the novel after the once renowned, yet today much less known and popular Bridge
of the Golden Horr-a historical site of transnational processes. First, the use of the

Golden Horn subverts the coromview of Istanbul as a city between two disparate

199 At the leftist intellectual gatherings in a restaurant, she is the only woman there and she is welcomed not
so much for her ideas as much as for her beauty and singing.
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continents connected by the Bosporus Bridge, by pointing out how untenable
assumptions about the —disparityl between
illustrated, the Bridge of the Golden Hhos a threshold of complex layers, of arrivals

and departures; its depiction problematizes not only the dichotomy of East and West, but
also further illustrates the instability and changing qualities of Europe and Asia, East and
West as they undergo modéerations, economic prosperity and decline, and the

migrations of people across their borders. On the one hand, as | have explicated with the
transnational history of the Golden Horn, the structure symbolizes how Europe and the
West have long interactedtae symbolic center of Istanbul. On the other hand, here on
the —Europeanl Bridge, which represents th
of European, Asian, Eastern, Western, Muslim,-Nuslim elements, Ozdamar

thematizes the persistence otkaardness and more importantly the effects of backward
decisions which have set back the rich diversity and heterogeneous composition of the
area—ironically all in the name of its becoming more modern and Western.

ANATOLIA:

The narr at o ridissanimporiamg patt of thenoweltthptrtrays the
protagonist‘s transformation and her deci s
important are her descriptions of Anatolia, the lives of the people living in the Eastern
part of Turkey, and the waley are treated by the army and government. The Eastern
part of Turkey to which thenarrator travels is largely Kurdish. For the Turkish
government, the Kurds have long been an ethnic concern, and the object of a xenophobia
focused on threats to nationarders and security. Hence, among other crucial political

issuesPieBrickecr i t i ci zes Turkey's treahement of Kt
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narrator ‘s ethkeglisappeaimgcieh padtetbna divelsities there¢he
narrator hereobservestie injustices under which the Kurdish people inElast live. In
this way—by thematizing layers of plural worlds within the country, the novel
undermines the notion of a homogeneous Turiusrld.

Although the novel portrays Turkey as heteregenoustittalty conveys the
disparaties between the landscape of Eastern and Western Turkey, and between the
i nhabi t aescriptionslofithe mexjuality of life standards in Kurdishoegiand
the landscape that revealstark contrast to the rest of Kay portray two worlds within
Turkey; however in doing so, Ozdamar points not so much to an East /West binary as
much as positing a political criticisim that she ates in the context of global
devel opment s. TimAnatolia that gottrgtine ‘stagndtion &nvhe rea
andsuffering of the people in the East, who &rored by the government, complements
the larger concerns in the novel abbagemony anthequalitybetween people, which
the narrator contemplates during her travels in Bartith Istanbul.

The narrator decides to go to Anatolia after she agghoto of a Turkish village
right under the picture ohe Apollo 7 and the moghe fields of the villagevere
destroye during a snowstorm and thatarving inhabitants cannot redtie nearby main
city. The narratoand her friend Haydar decide to go to the Persian border to make a

report about the s%°®ntheibusdo theipfirsks®p is Kapadokia u a t i

in middle Anatolia wher e oHawddrl‘'ss ap awoe rktesr
beutet uns aus, und seine Knechte in diese
the worker replies, —Meine Schwester, Amer

Mrhe caption under t he pbndwiolebénsochirderDurkelhgiedese n zum Mo
Mittelaltersll (264)
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sich mit uns zu beschéaf'tsg gfeantl €r6 7i)nv i tLeag etrt
dinner at the military casino and they are asked why they are travelling through Anatolia,
they say that they are studying the different cultural landscapes of the country upon
which the officer s amgderne Mensghen wie thvfuhsedas, da,
Milieu der modernen Lander und Amerikas bringen werdet. Atattirk hat dieses Land der
Jugend Uberl assen. Wi r erwarten, daf ihr d
anal ogy between At at 0r k‘ bempan evokes thendeadhatr ni t vy
the youth should be following the United States just like the Turkish government has
been doing. But, in accordance withthelamd r ker * s reply to the na
_Ameri ka not having any toingnethefmoanthe he wor ke
narrator‘s travels through Anatolia prove
bureaucrats who are in dreams of going to the moon have also completely ignored
looking after the people in their land, living right next to them.

The idealistic and nationalistic propaganda about modernity and going to the
moon stands in stark contrast to the narra
city largely populated by the Kurds. Here, the first thing the narrator and Haydar
encainter is a family on the side of a dirt road of fithextto a dried up river. A woman
sleeps on the road with her kids all over her in dust; one of her kids searches the road for
something to eat and eats dirt. A Cacola bottle with street dirt, the &és of the
children covered with mosquitos, a cow covered with dust in the dried up riveeabaif
figs by birds falling on the corpse of a dead dog portray the stagnation in the area. The
narrator notes that —Di e steinanderieggabfas ur den

keinen Baum, alles nur Staub und trockener Schmutz, aus denen auch ihre kleinen Hauser

181



, halb in der Erde, gebaut waren, wie H6hlen, in denen Menschen mit Fliegen, Schlangen,
Moskitos, und Ratten wohnten (273).

While these reveahe terrible dwelling conditions of the Kurdish people,
Ozdamar reveals a harsh criticism on the bureaucratic government as well as the military
that supports the system of inequality and inhumane conditions under which the Kurds
live. After the dusty andidy living environment of the Kurds, when the narrator and
Haydar are invited to a military casino, s
Garten diesen Kasinos sofort aufl (275). W
higher militaryofficer in charge because they need a ride to Hakkari on the Persian
border and they tell him that they are going there to study the different people in the
country, he praises them:

Schaut euch diese Jungen Menschen gut an. Sie werden die Turkei ifielas Mi

der modernen Lander bringen. Sie sind unsere Augenlichter. Europa wird vor

Stamen i n seine RitsnMaesch, Kinder. Was minser Maodr w

leidet, leidet es wegen der unmodernen Kopfe. Wenn alle modern waren, gabe es

weder Mord noch Totschlag (276).

Despite this proudly idealistic talk about modernity, not only the Kurdetple in the
village where this general is positioned are dying under poverty, but also in
contradistinction from his claims about modernity and progressivity, only months after,
two leftist students will be hung through the military putsch and armgides.

Once the narrator and Haydar reach Hakkari after going up steep mountain streets
and feeling like they were reaching the moon, they meet a worker who has come on foot
from the starving village to Hakkari to buy some wheat. He looks like a skelatb
says:

Wir haben die Blatter von den BAumen gegessen, wie die Tiere, aber jetzt sind

auch keine Blatter mehr da. Wir sind tot, meine Tochter. Keiner gibt uns eine
Hand ... di e Kinder sind gestorben wie BI
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weht. Sagt d@ Staat, er soll uns aus den Helikoptern Gift herunterwerfen. Wir

werden es essen und dann alle sterben (281).

These words illustrate the Kurdish man's s
indifference to all that has happened in the Kurdish village Kilids who are in the

stormed out village are left to die. In the East, the concerns of the suffering Anatolian

people, particularly of the Kurds, are obviously not Europeanization or modernity, but

normal, humane living standards per se.

Ozdamar s dom pfithe Kurdish lives in the Eastern part of Turkey not only
portray another layer in the Turkish world, but in doing so, reveals the inequalities about
this ethnically marginalized group in Turkeln these episodes, Ozdamar criticizes alll
the groupsnvolved in sustaining the inhumane living conditions in Eastern Anatolia.
While she poses a harsh criticism against the Turkish government and the army, she
situates the problems about the redimm a larger perspectiven b sensesimilar to the
naret or ‘ s ma pojiticahclgma o Berlin fioen a transnationpérspective, here
the narratoreflects on the inequalities agairites also from a global angle. Ozdamar
portrays the government and army corruption along side inspirations to tbkopathof
modernity—particularly AmericanizationHence, themage of Apollo 7 on the moon
beside the image of the Kurdish worker with nothing tee@painds the criticisrbeyand
the Turkish government. However, including a-selfare criticism by the meator at her
own intellectual positioninggs the next episode will reveazdamaimplies not so
much to criticize America as much as portray the conditions themselves. Hence,
Anatolian travels of the narrancensabowdr k t o
poverty,inequality betveen peoples, classes, and powers pamticularlyher concerns

aboutthe siffering of the working class.
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Ozdamar eveal s the narrator‘s intellectual
of anyeffective value; abest they remain as socialist attempts at changing the
consciousness of the people. It is not the consciousness of the workers or the Kurds that
need to be changed; but rather the conditions. The rural topographical description of the
Kurdish region withbarren dust and dirt, with no electric, telephone and street
connections exposes one of the changes that is urgent. For instance, the narrator tells of
an extreme case aboutiger whichwas f amous i n the worker®s g
many workers aid each year while crossing the river:
Uber einem verruckten FluB hatten die B
langes Kabel gezogen, an denen alte Lastwagenrader hingen, in die man sich
hineinsetzte. Wenn die Bauern in die St
verridckten FI uftenisicheinrdie lastvagenreife® une zogee
sich mit ihren Handen zum anderen Ufer hertber (284).
The narrator who tries to cross the river injures her arm and has to go to the hospital in
Hakkari. At the hospital café, she sits next to street workersisks them about their
wages and when they say that they must usually wait for their money for extended time,
she advises them to march to Ankara for their rights. Yet they laugh and say that they
have shoes with holes that would never make the longavApkara. As the narrator
tells slogans from Istanbul, the workers laugh at her. And indeed, her attempts at change
stay as socialist slogans and she has to escape the region due to the pressure by the civil

‘

police agents t hreats.

The nar r atnexpérisnces nagetasifnifiGant role on her awareness of
her own (somewhat idiosyncratic) position as an intellectual. She realizes that her
idealism and advice do not help the suffering and cannot bring about change. When she

returns to Istanbul, the tonoil in which she finds herself between the right and left group

clashes, the ensuing army putsch, her own arrest and her witnessing of torture in prison
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confirms her realization in Anatolia that
people. Shé¢ akes her mot her 'lifebyaang backadg Germnang. As aves
first, her move can be interpreted to set Turkey against Germany. However, in the light of
the narrator‘s political experiences and o
well, | suggest thathe interrogation of political systems and power structHaEs
situated particularly at this very fragile moment of history in the wetldderscores
Ozdamar ‘s intentions through the rwkhel . Du
the working class as the depictions of the Golden Horn illustrated.

The naming of the bookfter the Bridge of the Golden Hoembodieghis
affinity as well as Ozdamars | ar ger criticism in the nove
particularly in her depitons in AnatoliaOn the one hand, with its transnational past, the
bridge on the European side of Istanbul symbolizes the Western and Europeeaye eri
the city.However,while the bridge is a symbol of modernityistalso a representative of
the efects of politi@al eventghat havedamagd the ethnic diversity artdansitions of
modernization that have eventually shafiezlcurrent depreciation the narrator observes
in the areaThe sweating workers are the new inhabitants of the Bridge and they ar
screaming and suffering.he narrator ‘s Anatolia trip, at
East and West binary, reveals in essence a situation similar to that of the Goldeim Horn.
the East, the narrator meets army and government officials as wellresptmple such
as Haydar's father, who dr eanmin@totde t heori ze
moon.Yet her narrations reveal that another ethnic group is ignored and the working class

have no roads, no education, and no fddekse depictions, themazingttransitions in
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the country, suggest a complicated view ab
then again, is situated in relation to other sufferings and inequalities in the world.

This chapteranalyzed the wayis which SelamBerlin anddie Briidkke vom
GoldenenHorunder mi ne t he bi nar vhroaghporinagaisofg of —t w
multiple layes of worlds and througspecific uses of spatial topographies.

Acknowledgingthe differences betweenh e hi st ori cal eras 1 n whi
narrativesareset, the chapter explicated h#tara and Ozdamar mdpeirpr ot agoni st s
transformation®nto the larger historical drpolitical changedPortraying the time

peri od o f Selariv@erdimra the student movementsDie Bricke,Kara and
Ozdamauisrupt the binary betweeFfurkey and Germangs well as subvert the stability

of the entities East and West, Asia and Europe.

Oz d a nBaticKeunsettles the two worlds binary in multiple ways. First, the
narrative portrayal sentonbvenestdreaconbextdalizedn d Ber | i
transnationallysecond, th@ovel thematizeBvesin diverse ethnic worldgnd third, a
larger global connectedness between political events and problems destdiglizmary
between two stable and homogeneous worltds.analysisshowed hovihe use of the
Bridge of the Golden Horn on the European side of Istanbul functions to desté#iliz
binary constellation as well as the meaning of what constitutes Europe and Asia. As
significantly, the chapter explicated theywan which Ozdamar mape notions ofAsia
and Europe, traditn and modernity, East and West as more fluidly existing and
changing than fixated statdseru s e of t he Bos p®poruayalsacrass t he n
what is presumably European and Asidumstirated this.Further, Ozdamar uses this site

as a unique place to reveal world events and human suffering interconnectedly.
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In Selam Berlinwhile narrating the significant soeaultural changes in the
country from the perspective of a second getrerd urkish-German subject, Kara
undoes binary constellations andbetweennesalso in multiple ways. Firstyhile
complicating the IstanbtBerlin binary with that of East and West Berling novel
brings East and West Germaaswell as TurkistGermansinto close contact in Berlin
Hence, the chapter illustrated how the novel unsettles théNPadstiscourse from an
East and West German dichotomy by portraying layers of Ta&st and West Germans
in a transitioningerlin.By e x p | o r i ntign oKspaces ans locht®ms iHasan
traverses, such as thabsvay, Kreuzbergand Potsdamer Platzahalyzedheways in
which Kara generatdsansitiondand threshold effecthatundermine the stabilities
attached to fixat ed aratlseallowsbear prataganibt tolbbreakd oi n g
away from the narrowness of thebetween modeFurthert hr ough t he [ i nk o
parents to the history ofthe Waid r oni zed i n Hasan‘s father® s
and West Germany-Kara reveals the TurgirGermans as intricately connected to, in
essence,saapart of the German worldVith my turn to two films in the next chapter,
where | analyz@ortrayals of characters moving in between Turkey and Gerrhany,
investigate further destabilization§in-beween positions about identities as well as the

subversion of the bary between Turkey and Germany.
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Chapter 3

Moving Pictures in Between Cities

This chapter focuses on the critically
recent feature filméleadOn (Gegen Die Wand2004) andrhe Edge of Heaveg@uf der
Anderen Seite2007).HeadOn,Aki n* s fourth fil m, made him
the Golden Bear Award in the last 18 years. In 200, Edge of Heavemon the prize
for best screen play in Caes and was awarded the first edition of the Lux prize for
European Cinema by the European Parliarfifrih Germany in TransjtKatja
Ni codemus prai sesleadOnby acknowessdgwnght hat
referenced a migration cinema that has bepnasenting Germany as an immigration
country for the last 20 vyear % bdevesifisi t e it s
i mproper to categorize Akin‘'s films under
highly diverse, with themes ranging from é&and road trips to journeys between Turkey
and Germany, from music to political criticism. Although Nicodemus is right in her
comments about his cinema moving intentionally between worlds, her following words

aboutHeadOn achieving a wonderfully free pgvective on its own community

MAKkin's other noteworthy akueonhBchmeszla®hernShasp Shacked hi s d e
which won the Bronze Leopard in Locarno in 1998 and the Pierrot at the Bavarian Film Auiardsad

movielm Juli, 2000, and a film about an Italian famifyoling 2001 as well as his music documentary

Crossing The Bridge2007, were international successes as well.

22 Germany in TransitNation and Migratio Eds. Deniz Goktiirk, David Gramiy, Anton Kaesl of
California, Berkeley, 2007, 466.
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inherently emphasizes the Turkish communi:t
investigation oHeadOn andThe Edge of Heavan this chaptewill reveal, Akin isa
director who subverts precisely the idea of ours aanlshus and thermthe minor
versus major paradigms.

Given that Akin is born in Germany to Turkish parents, it may however be proper
to contextualize his films that i1 ncorporat
of a genre which Hamid Nafiay a me s — a c c—eacinemd that doasgonrael
between worlds and conveys a unique styi&Vhat is of most relevance about the
concept of accented fi | m iswhatNaficy describedas mi na't
a special aesthetics generatedblye accented cinema‘s directo
consciousnes®: Akin agrees that his filmembody such a consciousness, comprising
influences from both Turkish and German cultural realms sagdficantly from both
n at i cmemate traditiosin his acknowledement of his affinities for the German

Rainer Werner Fassbinder along with the Turkish Guney Dal in his makiftgedEdge

of Heaven —I * m -@ermanfimkmiaklrer and Fassbinder and G
As he furthemotes —because | nremasson cfoubbadt brecing t |
one indeed sees in this film how he brings

together—Hanna Schygulla and Tuncel Kurtf2®
However, Akin‘s double consciousness an

accengd cinematic style goes further than a mere casting issue. Significantly, both films

23 Hamid Naficy,Accented Cineméa&xilic and Diasporic Film MakingPrinceton University Press, 2001.

24 For detailed explanation on the differences between the styles of accented cinema, and double
consdéousness, see Naficy, 138.

205 Ali Jaafar, Interview with Fatih AkinSight and SoundL8/3, 9.
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comprise thdollowing aesthetics, sketched by Naficy as some of the most defining
aspects of accented cinema: open, closed, andgpace spatibemporal forms,
fragmerted and multilingual narratives, portrayals of crossed and lost characters,
struggles of identity and displacement, liminal structures of feeling, and most
significantly, the theme of journeyirgwhich Naficy underlines as a central méti.
Indeed, whileHead On deploys travel for its second generation protagonists Cahit and
Sibel, The Edge of Heavattilizes stories of travel for Turkish, Turkiskerman and
German characters. In addition, wdbme ottheir charactets t r avel s ori gi nat
Germanyand ewling in Turkey both films break away from the conventional pattern of
Turkish-German films that have stories about Turkish characters in Germany. Although
Aki mJgliin this sense is the originator of A
going to Tukey, the reason for my focus on his most recent two films concerns how
these two later films undo the Turki€he r man bi nary, and -transcenr
bet ween, I while at the same time portrayin
movemers between two cultural realnfs’
As | already mentionedjeadOn andThe Edge of Heavesurpass theinary of a
dominant German culte and Turkish victimsThis chapter investigates how the films,
while subverting the Turkish/German binary, and unddiegtheme of victim subjects
by the dominant German culture, represent characters living in two worlds and two
cultures in a rather fluid way. On the other hand, the chapter also investigates the ways in

which Akin®s charactemd pboerttweaeynanl ess srlle vweiatlh icn

208 Naficy, 4.
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Turkish culture—between genders and generatierad within the Turkish people with
differing points of views rather than between a Turkish world opposing a German one.
Therefore, anal ys ebsetwd datiofes aspietias thettransitiomse s e —
they underg@nd tresholds they cross

In HeadOn, we witness the transformations of Sibel and Cahit, two Turkish
German characters living stagnated lives in Hamburg. Although Akin portrays them
partially in situationsb -biedt weenness, Il their overall <cha
and indeterminacy between the two cultures
mobility and transformations are inflected precisely by their complex identities,
comprising Turkishnessand Germanness, and their ability to live and negotiate
comfortably in both cultural realm3he Edge of Heaveiso shows the travel and
transformation of a second generation Turkidrman character named Nejat. In this
sense, both films convey a nesajéctory for their TurkisfGerman characters tfe
second generation. By showing their charac
beginnings, the filmaarrate—b e ¢ 0 mi n-ghHomexdmmgsitoea siew land, instead
of areturnto home. Inadditin , whi |l e t hey subver-t audi ence
bet weenness, Il they deconstruct pr-Gsmnampt i on
identity. HeadOn andThe Edge of Heavatestabilize what constitutes a stable and
predetermined Turkiskerman identy by portraying characters with complex identities,
performing and taking on diverse roles on a wide spectrum, with varying degrees from

Turkishness to Germanness.

207 |m Juli depicts a journey through Europe and a love story by a German man toward a Turkish woman
during their trip to Turkey; however, for thed@r issues at stake in this dissertation, its narrative offers
|l ess investigative value than Akin‘s |l atest fil ms.
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While sharing the above mentioned themes and issuesi@#ttOn, The Edge of
Heaversuper sedes Akin‘s work in his former filr
characters® travels to Turkey and by inter
political issue. The film reveals diverse identities from diffiéteackgrounds in
transitionsmoving in a fluid and mobile way between Turkish and German cultures.

This chapter will explicate how the intertwinement of stories and shifting relations

between characters in this film convey transgressions of national and cultural binaries and
boundae s. Further, | will explicate how by in
and revealing their crisscrossing paths, with this film, Akin presents us with a humanist
message of intezonnectedness.

Gegen die Wand/Hea®n

HeadOn portrays the log story between two second generation Turkghman
characters and their transformations from stagnating, drifting and lost identities at the
beginning of the film to characters with sedfspect and responsibility for life at the end.

Analyses will explcate their transformations particularly in light of their journeys to
Turkey. In contrast to their closed character types and the depiction of their seemingly
meaningless and dark lives in Hamburg, their depictions in Istanbul point to transformed
charactes having found some meaning in Iff€ The female protagonist Sibel has a

family. The male protagonist Cahit is beginning on his-ewime last scene in the film

2% pborrow from Hamid Naficy‘'s conceptualization of
of accented cinema in my obsereetiof Sibel and Cahit as closed characters. Naficy explains that while
homel ands —emphasize boundl essness antliechommébhedseess

open landscapes are embued with a feeling of openness, lifeinexileanddiasppraess ¢l austr op!|
In line with this explanation-although not fittingwith the paradigm ohome and exié—A k i portrayals

of Cahit and Sibel in closed, dark, and claustrophobic places in Hamburg depict closed characterizations.

See Naficy for cleed and open chronotopical representatidusented Cinema-26.
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shows him on a bus to Mersin, where he was born. In a sense, they cross thresholds and
become n& people after their journeys to Turkey.

The beginning of the narrative kleadOn shows Cahit and Sibel meeting at a
psychol ogi cal institution after their fail
stagnation is clearly illustrated as due to heirdds live a lifestyle that conflicts with
her par ent s ‘-betwees theelife she svdnts to live and the life of a Turkish
woman imposed upon her by her parents. In the face of her helplessness against her
parent ' s pr es s wtorisasking Gahit td mamrydher. CaHit & depictdd
as a dark character; he has lost his wife under tragic circumstances, and he drinks heavily.
Since Cahit is of Turkish background, Sibe
and thus she would es@the imprisonment of her life with them. Upon the fake
marriage with Cahit, she indeed escapes her parents and enters the realm of life which she
has longed to live: dating freely and doing whatever she wants. However, after some
time, Cahit and Sibel deed fallinlove—onl vy cut short by-lov@rahit ‘s
of Sibel*®*s. After Cahit goes to jail, Sibe
her parents disown her. When the two lovers meet again in Istanbul, Sibel is married and
despitetheir continued love for one another, Cahit will continue his journey to Mersin
alone.

This chapter analyzes Si bel—asidahtit€gSsahi t * s
engaged in constant negotiations between the Turkish and German cultural+aalms
well as the effects of their journeys to Turkey. | explore the destination and nature of
their transformational journeys with regards to their personal relations to their own selves

as TurkishkGer mans. Thus, | ask, _How jaimeytot hei r t

193



Turkey inflected by their identities infor
observe that their moves and negotiations across the two realms, the Turkish and the
German, in a flexible and mobile way before their departures to Turkéygiuly
relevant to understanding their journeys to Turkey as transformationalosresef their
former selves. Significantly, Sibel in Tur
child, a life from which she escaped in Germany, and Cabhit is amaié¢o his Turkish
—roots, |l something whichThle df aot t@hatl Aki m’
characters end up and transform in Turkey, the country not of their own birth, but of their
parents, and a country which they do not necessarily knastrdtes a new or alternative
form of —b e c o-Gearnmg rarratives. Howavek, ifirst,ht is important to
examine how the film portrays their transitional movements and identity performances
between Turkish and German cultures in their lives in blagn

As already mentioned, the audience first meets Sibel after her suicide attempt
when she asks Cahit to marry her. The next scene in which Sibel appears, while
introducing her family and the sub-servient
betwe nll character because of gender and gene
culture. The scene, shot in the cafeteria of the psychological institution, is a long take that
involves Cahit in the background of the frame. The scene actually begins wighISi* s
father*s words about —the sin of throwing
gets a cup of coffee. As Cahit sits down, the camera comes closer to the whole family
sitting together. The shot shows the father facing and talking to Sibek &lweng down,
her head bowed and her hands held together. She does not face him the whole time. The

mot her is also |l ooking down. The camera ta
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view, as if he is hearing the father as well. After the fatherelgahe brother substitutes
for the father—except at first, he talks in German. Because Sibel still looks down, he says
—l ook at mel a tuplbvihgs Cahittptleiforegrouad indHe eceXiger
cutting back to the familythe brother saythat Sibel will be dead if something happens
to the father. As the brother gets up to
and positions the audience with him. Through the scene, the audience sees how Cahit
intently watches the family; the Igrshotmakes him an intimate part of this family talk
while the several closeps simultaneously illustrate his interest and suspicion. The-close
up of the family intensifies the stressful mood imposed by the patriarchs of the family. As
the brother leaveshe longshotthat still includes Cahit in the frame is replaced by a
closeup between Sibel and her mother.
The mood of the above scene is dark and heavy, demonstrating that in this family,
the men say the big and firsovds, and only after they leagan the women lean toward
each other and talk comfortably. Sibel takes her hair band out of her hair, shakes her
head, lets her hair fall free, and lights up a cigarette, as if to lighten the mood. The mother
also asks for one. These simple actionsandh® | * s f aci al expression
into her relief that the men are gone. In fact, when the mother is brought into focus and
asks in a much gentler and friendlier voice what Sibel thought she was doing by trying to
commit suicide, Sibel uttetser f i rst words: — | thought th
The above scene clearly portrays Sibel as a victim of her family and Turkish
traditions as well as it upholds the role of the oppressed Turkish woman, both in the
representations of the mother &@itdel. In the following scene in which Sibel appears

with Cahit in a bar, she tells Cahit that her nose was broken by her brother because he
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caught her holding hands with a guy. On the one hand, Sibel is positionebeawaen
her par ent sdogmatic chinds and ruléseon thesother hand, through the fake
marriage with Cabhit, she is given the agency and freedom to break with victimization and
live openly. | am particularly intrigued with this ambivalent picture Akin creates about
second generatioTurkishGermans, and especially about female TudGs&tmans,
through the ambiguous characterization of Sibel. | explain this ambivalence in the context
of other TurkishGerman films and how characterizations of women have generally
tended to be rathetased and victimizing. For instance, Deniz Goktirk, in reference to
two earlier films,Yasemirand40 Square meters of Germamightfully observes that
both films —define the Tur kPSihyaseminteen as a
female protagontamust threaten to commit suicide so that she can break free from her
father*s pressures, and at the end she tak
| generally agree with GoOokGemrrkar ainmémas’
liberation from traping women in scenarios of imprisonment. Particularly, scenes such
as one showing Sibel walking freely in the street on the morning after her weddirg day
after having spent her wedding night with a barteret#efy old characterizations of
imprisonment. Sidebreaks the ties and gains her freedom. The lingering question,
however, is whether this freedom, which comes through trials of suicide and a fake
marriage, transcends imprisonment.
I n this sense, Akin‘s charactweseelzati on

family's pressure on her, other scenes Vi s

For instance, another scene shows her at an amusement park happily going on rides. She

M®peniz Goktiurk, —Beyond Pat er nalThesGemanQnenaiBsok, Ger mar
ed. Tim Bergfelder, Erica Carter, and Deniz Goktirk, London: BFI (2002): pp2248p. 21.
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is alone; she walks in a migkirt, striding freely through the ga—all along smiling.

This image deliberately brings one other much discussed scefierat@mind, namely

T e v f iekr ABSyare Meters of Germang.that film, the female character, literally

trapped in the house, dreams of going to the amusemdrapa begs her husband to

allow her, and yet despite all the promises, she never is able to see the park. Hence, |

agree that the newer films and especibléadOnno longer degit such closed
character'ssafi Bmms Neverthelesscohhendmepntt |
parents partially drbaewsweae npli—dmtineendhecotfe rher a
German world and free life style that she wants to live and the Turkish one to which she

is supposed to belong.

Kati e Tr umpene film¥asemni twhciicshm noafd et et he pa
structure of Islamic culture, embodied by
problem and the cause of trouble in the film, illuminates my observation of similar traces
in HeadON.**°In comparisonHeadOn also poses the central problem as stemming
from Turkish cultural and traditional ways
Yasemit hat in today's Germany, in terms of Tu
—main source of cosnftloi cbte atnhde teetnhsniiocn faapnp € ay
production. Similar to Yasembetw&ebklchapba
not due to the German society‘s exclusion
her f ami | y tepther @drmasnads ant loer desire to live as both German and
Turkish. The rigid or confining way in whi

characterization as a victim of her family and Turkish values seem to perpetuate the

Tr yumpuner, Katie. —On the Road: Labor, Ethnicity e
t he Mul t Publia Cultwe,ad. 1 (1989), 2@9.
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existing discourse about agbetween the two cultures and thédatween discourse
about TurkishkGermans.

Therefore, on the one hand, Akin‘s <char
portrayals of impositions upon her by her father and brother leave intact the patriarchal
structure dthe Turkish family as a problem. On the other hand, as | have already begun
to explicate with several scenes that visu
overall characterization of her in the film overhauls and transgresses an indeterminate
identity and constraints imposed by this seeming two worlds paradigm. Akin achieves
this by granting Si bédélettwkee Reag@uswplissésso t r ans
victimizatiben werednlt foer-mun a of the old film
of Sibel‘s escape and her transgressions.
—i-bne t we e n Il —avictanroBhertfamity relations-we also see that she is by no

means suspended. She has the freedom and agency to find an outlet in Cahé, and

breaks away from suspension. Significantly
whereYasemire nds; i n fact, that film displays Ya
—i-bnet weennessll and escape, from wthhech she i

final escape. By contrast, klead On most of the film deals with changes Sibel and
Cahit experience after their marriage.
Sibel and Cahit‘s fake marriage pl aces
especially important to their performancesrafltiple identity roles, constantly going
back and forth between presumably Tur ki sh

confined by a stasis and a fixed mode of —
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forms of —bei nghdc o réiRogidstanee, Pahitchaseospsrform f
Tur ki shness through his marri age-eneouteh Si be
with his Turkishness? And how does the film portray him handling Turkishness? After
the marriage, Sibel accesses a fhvstyle and explores new roles too. Especially with
her entry into the spaces of Hamburg®'s nig
freedom from her family‘s inhibitions and
on her. Yet, these raddeconstantly shift, conveniently altered depending on the situation.
Sibel, for instance, tells Nico, the German man with whom she had been sleeping, that
she is a —married woman, Il and specifically
wants to see her agaiShe has fallen in love with Cahit though and taking on the role of
a married Turkish woman seems fit.

Similar to the prtagonists Cahit and Sibel, Akis himself a TurkisHermar—
informed by Turkishness and Germanness, granting him a quality whinidHaficy
calls double consciousne®$St uart Halel pamgess of _becomin
_being®: not hewheo wee caaneé fovhatmewights 0 much a s
becomél as relevant t o PAkidetesumingi agnlavelieau s e

him power f ul performances of i-dperfoimanteses i n

by characters of —bec?mihemacdssohbecomieglthe as o f

audience witnesses how Cahit'®'s angmgsidti bel * s
Hal |, Stuart. — ntr o@uestdns obQulturaMtrentinedseStudrdalland e nt i t y ? |
Paul du Gay, 2.

#2Hamid Naficy,An Accented Cinema2.

Hall, Stuart. —Introduction: Who needs Ildentityl,
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continuously. Their complex identity formations and particularly their thresholds in

Turkey reveal them to be on a continuum of
—Ccul tural i1 dentities are the penitificatosorof i de
suture.. not an ess e n’t éead Onillustetesthmisttiist i oni ngl

positioning entails fluid movements across multiple cultural realms. However, as my

further analyses will explicate with particular examples, in certairesceve see the
characters as confined to essential for ms
partially know and can play, and at the same time detest.

Although Randall Halle in his insightful commentary on the film is right to point

out tthetcoenflictsl both characters experier
wi t h Ger many thk wayHalleecpnaideteshfarroanc t er s st at us a
exclusively in terms of —humanization, Il an

problemsthey confront are not tied back to their being Turkish as such. Sibel suffers
from a conservative patriarch as father but the film does not link this directly to their
e t h n *%Howeyer, #s the scenes which | have already discussed also illustrate,
Sbd “s family's rules and the oppression by
troubled daughter of a Turkish family, and not just any family.
From thevery beginning of the film, Sibel is shown in conflict with her family;

the Turkishnessofhérami 'y and its rules stand out in

“Naficy confirms that accented films are special ir
best of accented films, édhtity is not a fixed essence, but a process of becoming, even a performance of
identity, Il 6.

Hal |, Stuart. —Cul t Identdyl Cormnduaity,iCulturg, DitieredoedDlonathap o r a , |
Rutherford, (London: Lawrence& Wishart, 1990),.395.

Z% Randall Halle,German Film After GermanfyUniversity of lllinois Press, 2008) ,167.
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does not portray the Turkish ethnicity 1in

of Sibel®‘s struggles with her —ethnic back
keepourdgtent i on on the film‘s portrayal of Sib
il luminate Iin fact the relations between S

transfiguration as a mobile, hybrid, and transcultural character. By hybrid, | mean that
Akin portrays her as a subject with an open identity, able to live her Tadgshand
Germanness comfortablyoFowing this line of thought, by observing her as
transcultural, | mean that she is not bound by identification to either culture in rigid
terms; shean live and negotiate in both cultures without a definitive attachment to
either.

I n Cahit‘s case, Halle‘s remark about t
true because Cabhit does not even have a family. However, his Turkish background is also
brought to the foreground from the very beginning when the doctor at the psychological
institution asks him about his name. In agreement with Halle, | also do not claim the film
to be about —ethnoizationl; howewhchthe I sug

two characters follow must be seen in the light of their identity negotiations linked to

their Turkish heritage. Otherwise, how can
Turkey in the sense of a — arsgesr, Ir ea(sdiH)ld e
hi mself insightfully observes? As- Hall e ac

German, his linguistic skills in Turkish are weak, and he expresses himself through both
| a n g u% We reeedlto consider all of these factors in trying to nmaéaning of

Akin's depiction of Cahit.

27 bid.,p.167.
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Hence, in numerous scenes, we see fluid ways in which Sibel as well as Cabhit live
comfortably within their multiple identifications; for instance, the scene in which Sibel
cooks Tur ki sh f oo d&howthey@rhusiastically live aforsmef r ev e a |
Turkishness through Turkish food and music. When they eat and drink Raki, and Turkish
music plays in the background, Casudtysthat it was a good idea to marry Sibel.

Although, certain scenes place Sibel and Cathiseemingly Hbetween, nevertheless,

their overall characterization in the film transcends the discourse of outsider characters

with one foot in one culture and country, and one foot in the other; Cahit and Sibel are

not suspended in between TurkislanGer man cul turedet Wees, i n:
their complex identities of Turkish and German composure reveal mebgéyerating

explorations, negotiations, and plays between multiple identity roles.

Before | analyze the significance of Cahitandlse | * s f ake marri age
transitional phase where the couple plays with various identity roles of Turkishness and
Germanness, it is important to view the ways the film characterizes Cahit and how his
characterizati on c¢ o mp arizedsboth visualf/iard édofmally,. Ca hi
as a closed character; yet he is shown as open at the end of the film, during his time in
Turkey. | understand and use the teopsnandclosedi n r el ati on t o Hami ¢
explication about open and closed chronotepesot h i n t er ms of the fi
open and closed spaces and in referral to emotional states of chardiafiy
explicates a relationship between structures of feelings such as openness, boundlessness

and timelessness created by depictionshafacters in open landscapes and a contrastive

#8 Naficy, An Accented Cinem&001.
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relationship of claustrophobia, alienation, and sadness created by character depictions in
confining and enclosed spacés?Akin characterzes Cahit through closed chronotopical
configurations of spaceand e | i ng. The initial bar scene &
car support this reading.

The first scene of the film-after the opening framing scene in Istarbshows
Cahit in a club where he is picking bottles off the floor. In the next shot, h&irsgtéd
his friend in Turkish; the shot is a clegp of the two men, yet it is very dark.
Nevertheless, one sees Cahit®‘s unshaved f a
expression. Cahit downs a beer, and his friend asks if he is thirsty. When Caléssays
his friend tells him to drink water i f he
animal . I At the end of this scene, the aud
moods, and the Turkisépeaking audience notices that Cahit speakkiuwith an
accent. The nervous movements of Cahit®s h
posture at the bar stool, the dark lighting, his refusal to even look at his friend, his few
words uttered in low voice create a closed character portrayhke Imext scene, Cahit is
in another bar, sitting quite the same way, except that his company is a woman and the
language is German. After Cahit tells her to disappear, a man at the bar calls Cahit a
faggot for insulting a woman like that; we then see Gadlinly stand, beat up the man,
and get kicked out of the bar.

In the next scene, Cahit is driving. The scene is again very dark; all one sees is

Cahit*s profile in the car; one does not a

In a wide range of films, Naficy discusses the uses
formal and vsual structures that expose phobic, oppressive, depressive, and claustrophobic spaces
contrasted with open structures of natural locations-21180
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movingquickly. Themusic speeds up the adrenaline that the scene creates. The camera
movement along with the car produces in the spectator the feeling of being a passenger

and traveling with Cahit in the car. The m
and on, newvefully shot, and one has no idea what is coming until finally the scene ends
with Cahit hitting a wall. The scene‘s sud
the feeling of rush, danger and madness that begins these series of scenes, which

colledively helps toestablisithea character of Cahit.

Significantly, the visual darkness, the
all contribute to his depiction as a dar k,
above scenes depict cabeigs of closed cinematic style, namely, closed interior settings
with —dark lighting schemesl affecting the
cl aust r B%uhtherintoahe film, Cahit is shot more than once in his filthy
apartment, no more tha hole in the wall. By drawing on visually closed,
claustrophobic, and dark spaces in shooting Cahit, the scenes characterize him
emotionally as closeddepressed, moody, and angry.

While the above scenes, along withthescenof Cahi t ' semmwans| augtl
portray an image of Cahit as the aggressive, angry, and criminal Turk, which seems to
reify +wume@ilnhgngmage of the Tur®Akms cri mina
positions the audience in an empatdnetic r e
his personal story. This is especially evident in scenes that convey Cahit at/picain

TurkishhGerman, and one detached from his Turkishness, thereby minimiziraetod

#9Naficy, An Accented Cinema, 5, Z5/.

220 Naficy, 153
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Turkish ethnicity as a r easopsycbofogicglahi t ‘s a
institution shows Cahit®'s disinterest in h
meaningl ess and bleak | ife seems at first
to the doctor‘®s questioninalgsisdsuggaest, Cahi t * s
illuminates instead how Akin portrays Cahit as a common drifting character whose
reasons for depression stem from merely leading a meaningless life.

This scene begins with the doctor looking down when Cahit enters the room. The
reverg shot shows Cahit for an instance; with his glance moving out of the window

frame, the camera moves along the trees and landscapeetdsgle t he doct or * s

about —the possibility of thousand other w
walilsl heard. When the shot returns to Cahit
hi mself®; to the doctor‘s reply about no s

cigarette. While the doctor says he is not allowed to smoke, Cabhit lightsettagand
in a shot that includes both men facing one another, Cahit provokingly exhales the
smoke. Next is the doctor‘s cool voice ask

When Cahit says it is from Turkey, the doctor says that he meant to askrebout

meaning. However, his initial question was
Upon the doctor*s further inquiry about th
about its meaning, the doctor shaigshown—t heyl
with a sign of disinterest, saying —i st da

names have much more meaning than they do in Germany. The reverse shot shows Cahit

2lHalle, 143.
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simply nodding; he has no clue but he looks somehow impressed bydho ct or * s
knowledge and interest.

These alternating shots and the dialogue between the doctor and Cahit so far
introduce the spectator to a cool and soft spoken German psychologist, who, instead of
showing offense at Ca huetfhishebtagd Hisrenoarks br i ng
differentiate between Turkish and German names and thus create a differentiation of
Cahit*s background. The scene portrays the
for his behavior, b wtany@anhforfufther elaboratiore Bys do n
now, the audience has learned that Cahit has a Turkish heritage, yet nothtagoelse
stories similar to Sibel®s about his TurKki
pinpointed for his destructive and depressiveast In fact, through the course of the
film, the spectator only learns that Cahit comes from Mersin; his parents are dead; he has
suffered a tragic loss of his first wife.

Returning to the scene with the psycholegiat cr uci al scene i n tl
chalcterization of Cahit-the doctor can also be seen as attempting to build a common
ground or understanding with Cahit by asking him about his name and his background.

He continues, in the next shot, in a much more serious tone, by saying that if Cahit wants
to end his life, he can do that, but he does not have to die in order to do so; he can do

something useful, for instance, go to Africa. The reverse shot shows Cahit simply sighing

at the comment. Then, the doctededaasks i f
das. | When Cahit says in surprise, —bitte
funny sounding band‘s name, the doctor con
they sing, —If you cannot c¢ hatheghkotrétirnrstowor | d
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Cahit, the doctor‘s voice is heard, asking
Cahit replies that he already has it, whic
asks for permission to say something, and énstcond shot in this entire scene, Cahit

says that the doctor is totally crazy. The last shot shows the doctor with a gentle smile

that grows on his lips; next, Cahit is leaving the room.

This ending shot of the authority figure with his empatheticgme t o Cahi t * s
reactions manages to build an empathetic relation between the spectator and Cahit. One
realizes that Cahit escapes from the truth; he indeed lacks a meaning in life. However, the
scene does not attach this meaninglessness to the lossefitage, or the commonly
presumeat wa eanll st -&ermams. Thére iFno evidenseho assume that
Cahit*'s problems are at all related to his
not only significant for revealing his complex idéyt—one that displays his Turkish
background as well as his disinterest #lgut also for his character transformation at the
end. In Turkey, Cahit is shown as a new person, as someone having crossed a-threshold
someone sober looking for a new meanintifé Intriguingly, instead of in Africa as the

doctor had suggested, Cahit seems to have found this temporary meaning in looking after

hisrootsi n Mer sin, Turkey. On the other hand, i
comingto-termswi t hll onlk* se em® ume € Aftarlp as ddiscussant e .
my section on the characters‘ portrayals i
Cahit*s love story with Sibel, a woman of

encountering Turkishnessd performing Turkish identity roles as well as bringing him

to his specific route to Mersin in Turkey.

2gtuart Hall, —ldmst rladdewncatiiton.l Who nee
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The two scenes at the psychological institution, of Sibel with her parents and of

Cabhit with the doctor, portrapetwoas —dr i f t i nnghepensebfargoni st s
cinema‘'s practice. Akin, who has studied N
the footsteps of NGC inso farBleadOnb ui | ds a compl ex rel ati on

with its audience through what Thomas Elsaesser explicates as a ufochiaacteristic
of NGC films, namely, to —address the spec
di stanci at i off0n theame hartd,hAkim creates skillflil audience
involvement and identificatier-on the level of empathywiththecha act er s *
psychological states by sharing with the a
personal lives and problems.

On the other hand, the audience is split and divided through multiple
identification processes projected through reverse gli@shots and cloags. While
the spectator feels empathy for Cahit, this empathy is accentuated by the last authoritative
shot on the doctor and his smile and divides the audience positioning; the spectator is

simultaneously distanced by identifyingwithh e doct or * s smil e t hat

insight through Cahit‘s frustrations, 1inse
audience is distanced from Cahit‘s positio
that the doctor is crazy and, likethedt or , t hey can see through

22 Thomas Elsaesseédew German CinemaR(itgers University Press, New Jersey,1989), 158.

Whil e El saesser‘s explanation of _experience’ (Erf a
—consciousnessl wi tehce exgegaionsl kg the fiims of NEQ, hisfugthea u d |
explanation about the term'seimpkivatdomsenefondil sba
films of _exper i éepad@nattracts difierend groeips ofisgedtators with differing

backgrounds exactly by replying to the —tension of
spectator‘s head': — that of wanting to experience
—essentially asoc,i adgdreeddingrs, (frmred satnrcahtoiloyn) or, —a

(158).
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In addition, Akin distinctly leads the audience to share in the split, doubled,
and/or divided positioning of the characters. For instance, the scene that shows Cabhit
asking the famil y fdrmoarriagelagis donedahdwrlgsh ttadition, s h an
puts the audience in a split position, sim
marriage between Sibel and Cabhit is initially artificial. The spectator knows this and all
the details surroundindpé contrivance, whereas her féyns clueless. Thus, the sceine
which Cahit must as kpositloresthefspentatdr 3s a spgtotheSi bel
action. This scene illustrates how Cahit performs Turkishness while helping Sibel.
Cahi t ' sndpretesds to berhis ancle and must perform the speech of asking for
Sibel from the father. But, before this, b
aboutC a h ibacKkgund. They are all sitting in the living room, drinking Turkish
coffee. Chit is wearing a suit and looks very orderly compared to the previous portrayals
of him in the fil m. Cahit*s Turkish in ans
finally the brother says that Cahit!s Turk
Cahit says that he threw it away.

The Turkish roleperformance which Cahit plays here in order to pass as a
Turkish man, his dress and attire, his lies about his job and trying to speak the best
Turkish he can muster, continues also during the weddirgmony. Similar to the above
epi sode at the house, the audience’s aware
encourages both identification and distance. The long take at the wedding gives a close
up of the mother, and then the father, shawinoth sadness and happiness, but also
doubt. During onelose up, the protagonists are sitting at a table when Cahit says he does

not dance. Next, the camera captures the faces of the wedding guests, who are all
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expecting them to slowlance. Then, theamera returns to Cahit. Sibel is looking at him,

and then, Cahit stands up coldly to dance. By distinctly positioning the camera to capture
their emotional states, and specifically conveying their facial expressions, and the

insecure manner in which thegtaAkin encourages audience participation that
empathetically identifes with the protagon
dancel with Sibel but also | ater the more
cocaine though, he seemsatgoy these later dances more or dance much more
comfortably—as if he were now comfortable in his own skin.

Thus, in the scenes above, the spectato
split position, Il in an urastaralbibet We aré¢ madet i o n
witnesses to the inauthentic role of Turkishness Cabhit plays. However, despite the
audience's speci al knowl edge about the fak
from the —authenti ci t yHeless, fprovidésehe audienceavith, t he
identification with the protagonists®® circ
scenes reveal the complexity of the characters and their position; for instance, they
expose Cahit'® s patbetweetiu | ppadiyt iaanmb:i vhad eing ex me
Turkish, to speak normal Turkish and to act according to Turkish norms, yet in reality, he
embodies no more than his name to account for his Turkishness. However, beginning
with Cahit‘s step oandgi ebef " shgquéestion’ s$o
corridor, —Are you Turkish?ll Cahit begins
something which he seems to have put aside or simply ignored.

It is also important to note that the above acts represent codings atitiaepin

the sense afudithBut | er * s explication of performati\
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norms by which ?8inre dtsheronwdridsu,t ede lwi t ness
identities constituting some type of Turkishness undergo voluntany@untary

performative acts of Turkish norms, caused in part by societal and conventional

impositions of their Turkishnessas illustrated, for instance, in the expectations by
Sibel*s family from her and Ca hperformativen ot he
role conveg how they are actually repeating only the norms or conventions of a

presumed, or better said, imagined Turkish identity. Another crucial scene in which Cahit
feels obliged to perform Turkishness occurs when he plays a game vath Sibs b r ot her
and his friends. Cahit does not want to go
hates this Turkish stuff. Once again, Cahi
with things Turkish, yet because one sees earlier in the narraiv€ahit plays Tavia-

atypical Turkishgamewi t h hi s | over Maren, Cahit‘®s di
have more to do with whom he engages than the activity itself. In fact, the café scene
portrays exactly the differences betweercatied TurkishkGermans. After Sibel says that

they must go to the gathering because they have been married for six months and adds
that Cahit*s Turkish has been i mproving, I

and two Turkish men playing a game.

In the firstsho , one of the men insults Cahit b
could even give a girl to Cahit because he
his cool and keeps playing. Next, one man

had African ad Scandinavian women there. After a short conversation between the two,

the brother tells Cahit that he must go along with them. When Cahit asks to where, and

224 jJudith Butler Bodies that Matter, 22.
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they answer a brothel, Cahit asks what he should do there. The answer from one of the
men is adsteless and bad joke, explairiag what these men consider to be very
funny—to Cahit what one would do in the brothel. They laugh at Cahit and give each
other high fives. Doubtless, Cahit knows what one would do there too; thus, his next
guesti odon‘—+Whyyou fuck your own wives?Il reve
guestion. The moods of the men change; one man asks what Cahit had said, and Cahit
repeats his exact words. Then, another man in extreme anger tells Cahit never to use that
word in canection with their wives; the scene which can easily turn into a fight is broken
by the entrance of one of the women into the room. The brother calms down his friends,
and somehow, without a fight, but with great anger and contestation, the scene ends.

While revealing the divergent points of views between these men of similar ages,
at the same time, this scene portrays Cahit as more honest afiebadet in contrast to
the macho men with their double standards. Their position proves their doubledtandar
the sense that they ask for respect and seem to defend the honor of their wives without
considering whether their act of going to the brothel itself may be disrespectful. In
contrast, Cahit*®s disinterest a@asdespdtf f er en
for his wife, even if they have yet to be intimate and he has continued to sleep with
Maren. The scene creates a differentiation
behavior. Particularly, the spectator can observe how Cahit seésets\imself
different from the other men with Turkish heritage, which the next scene also illustrates.

On a night Cahit goes to Taks#ra club which seems to be the hot spot for
TurkishGermans—after Turkish men beat up Cahit, he says that he hatesthess c h e i

Kanaken. I Yarakka ¢ aref-+etetsni c sl ur primarily
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Turkey or those presumed to be from Turkey
—criminality, % Sibelcaallenges @ahitarsdsays thatiCialbne of
them. However, is Cahit a Kanake? And what would this term even mean for his
characterization in the film? In the sense that Cahit is an angry outsider figure portrayed
in acts of criminality and violence, he partially fulfills this stereotypewever, by
charact er i z-Tukighngsand his digergencerirom other TurG&Etmans,
Akin defies the stereotype of the Kanake I
previously mentioned, the fil risacgonssbpl|l e t o
Akin's wunique style of characterization an
Cabhit kills Nico, the man with whom Sibel no longer wants to sleep, the spectator sees
that Cahit had no intention of killing him; he hit Nico in anger aadonly because of
jealousy, but rather because of Nico's ext
the portrayal of intense verbal abuse alreaatycipatesuch aggressive reaction from the
recipient Cah#—regardless of his ethnicity.

Furthermore, the term or notion Kanake also informs Turks who define
themselves as Kanake because they know themselves to be different and live with this
difference proudly. Cahit does not pass as a Kamaktes senseither. Rather, through
the course of thélm, as | have illustrated in the scenes at the wedding ceremony and at
the café, he is portrayed in situations that confront him with his supposed Turkishness
making him perform it as a role. On the other hand, Akin represents how Cahit takes on
the Tukish role or position more freely as well; for instance, when he goes to Taksim

and dances on the stage the Turkish way, after having fallen in love with Sibel. He has

Yasemin Yildiz, —Critically Ka GhabalizatioharRi¢heFuturgi nat i or
of German,2004, 320.
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cut himself with beer bottles, and with blood running over his-arsnehow an
expressia of his happinesshe dances happily at Taksi m's
of Cahit in this shot portrays Cahit as having gone out of his mind. The picture of Cahit is
rather ambiguous not so much for his irrational characterization but more so for €ahit
choice in dancing at this specific location, Taksim, and further, his way of dancing, the

conventional Turkish wa$f°

Stuart Hall answers his question —i f id
unbroken line, from some fixed origin, how are we toundet and i t*§withor mat i ¢
the —play of _difPamneénee canicdaptni ormdeanft i tiyde

with and through, not despite, difference;hypridity. 4f° Thinking of identity in terms

of _difference‘ andndiffenehceaffdbwsasptpanct o
ask whether Cahit's visualization at Taksi
willingness to live and show his difference? Although before he disliked Taksim and its
associations with s-Koavhedbes nol care, ardl dahaes tthkereshb n e s

Turkish way. I n this sense, the scene rev

226|n addition the scene shows Cahit‘s irrationality, sim
of a bar, which can all too easily bring up stereotypes about Turkish people and their comfortable proximity

with blood. Yet the fact that Akin exposes theiabcircumstances that shape the characters and the

relations which bring about their dramatic and aggressive actions still arouse empathy in the audience for

the characters and thus may prevent from associative interpretations of these actions thresigdama

stereotypes.

2'Hall, —Cultural identity and Diaspora, Il 395.
228 |bid.,. 396.
29)hid.,402When | di scuss Sibel and Cahit‘s identities t

fixed and homogeneous (explained also in footnote 39) as svihaithere are different kinds of

hybridities, variable by differences such as gender and ethnicity. | explicate the concept of hybridity more
thoroughly in the latter part of the chapter, in my discussiorhefEdge of Heaven when | di scuss
undermining of a stable and authentic TurkiSerman identity.

2'Hall, —New Ethnicities, Il 226.
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Akin defies the stereotypical Turkigherman in the characterization of Cahit
by showi ng p o i-Tukishnessfand@ia divergence fromahe dominantly
presumed Turkisléerman norms; yet, his portrayals involve the ways in which Cahit

performs Turkishness under imposition, as well asve#liéd and freely. Particularly, as

the above example illustratedtaé r meet i ng Si bel, Cahit®s po
changes. Akin's representational strategi
Hal | * s e-sinproduaive terms, avhich illustrate the complex and unfinished,

everchanging qualities ofdentities. And, as the scenes | have analyzed so far already
show, after their marriage, Cahit and Sibel merge into a constant play and negotiation of
multiple identity roles which they sometimes more readily take on and freely play, and
other times, as thscene at the café and with the Turkish men illustrates, they are
confronted with confining #betweenness and contestation. The effect of their-short

lived marriage on Cahit and Sibel, and their transition to a new world of play around
identity roles isworth looking intofurther, at leastor the ramifications of these
performances for their larger transformations at the end.

Cahi t ' s a plestaxampledf a Space wihéreewe can see the effect of
changes on both characters. For Sibel, thestoamative meaning of the apartment is
obvious: she enters freedom by | eaving her
the house itself is literally a physical threshold, and Sibel even asks Cahit if he will not
carry her over the threshold afteethwedding night, what | am concerned with are the
personal changes they experience there while we also see the space literally transform
from a dump to a livable realm. Hence, for instance, for Cabhit, the entry of Sibel to the

apartment changes his lifieere as well as the apartment itself. After a few days of the
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marriage, a shot shows the apartment perfectly cleaned up, tidied, and looking like a
nor mal pl ace. I n contrast, many previous s
in there by showig the apartment to be filthy, strewn with beer bottles and unwashed
dishes. The apartment thus visually signifies change, exposing the transitions both
characters experience. In one scene, Cahit and Sibel dance like punk rockers and do
cocaine. Sibel y&d out how she will have piercings and tattoos. She can leave behind the
impositions of Turkish norms and behave as she wants. Yet in another scene, first we see
how Cahit watches Sibel®s enthusiastic Tur
and ligen to Turkish music together. In this way, the apartment is shown as the place in
which they most comfortably live and be who they want to be; while leaving out societal,
and specifically f or Weseehewtheydiseincorpasat ent s p
Turkish cultural ways of living there as well.

As the examples and the space of the house illustrate, while their marriage allows
Cahit and Sibel to experience and take on new identity-reG=hit becoming more
familiar and even at times comfortable witis Turkishness and Sibel living the
hedonistic life she wantedthey are still depicted to a large extent as closed characters,
especially as characters with no real meaning in their lives except partying, doing drugs,
and drinking. At the point that orileinks the narrative will portray them as settling
down—after their falling in love with one anotheicCa hi t * s a-slaughtemends f man
their story in Hamburg. While Cahit goes to prison, Sibel is rejected by her family and
goes to Istanbulto herconsi Sel ma to escape. I n what foll
depiction in Istanbul and observe the visual openness with which Istanbul scenes are

shot; shots that are lighter and taken in places that show Sibel and Cabhit in the outside
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world—in taxis, onstreets, on balconies, looking out windows, and in the last scene, in a
café, and on the bus, -wgvethepiCtardatamposof depart u
movement and a sense of lightness that differs the dark and closed moods of the
scenes which siw Cahit and Sibel in Hamburg.

Before Sibel arrives in Istanbw, Turkishmusicalensemble which opens the film
in a framing shot, and which is projected in the film in intervad$ter life changing
events through t he c ouragpearsadain.Cleelensembland Si b
scenes that frame the film are completely shot in the open air and in front of the water.
While these closepanddeefp ocus shots infuse a sense of
fact completely staged. In other words, one woultisee an ensemble like this anywhere
in Istanbul except in music studid>! However given that the performance occimshe
midst of a melodramatic narrative to begin with, the audiennstead of pondering the
authenticity of the scereis drawn to enjging the sad and nostalgic music and the
exotic scenery. Hence, Akin‘s wutilization
way the ensemble is seated, in front of the water, in an exotic part of Istanbul, from the
beginning of the film sets a coasting mood to the dark and closed lives of Cahit and
Sibel. Thus, the shot that begins the film serves like a teagbe sense that, the
audiencehaving been introduced to a completely different and open spatial landscape at
the beginning, expectsraturn there.

The shot before Sibel®'s plane | ands in

ti me with the camera moving to the compl et

BlEor i nstanc e, Crossig the'BEdgea musie docufmentaryy has street musicians and
rappers, all of which one could indeed encounter in Istanbuhe introduces a classical ensemble like this
only in a studio.
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arriving. Next, she walks through the airport with her new haircutltkevay * s . Si bel
lives like a boy in Istanbul too and continues the free life that she had begun to
experience in Hamburg with Cabhit. In one of her letters to Cahit, she mentions how
wonderful and full of life Istanbul is, although she is not living it. Shes &sr drugs; gets
into trouble; is raped and stabbed. Il n fac
transformation until Cahit arrives in Istanbul. After Sibel is stabbed, the spectator is
unsure as to whether she can even survive. Thereisa breakinSibes t or y; | eavi
how she manages to straighten her life, the film introduces the audience to a mature
Sibel, with a partner and a child.

Il n contrast to Sibel, Cahit®‘s arrival t
person. When he first arrisehe gets in a taxi and tells the driver to go straight. Cahit
looks out the window the whole time the driver is talking to him. It is a bright day. This
scene is special because so far the only other times Cabhit is shot outside are when he goes
tothewel di ng ceremony and on the way to visit
see him on the street, both occasions portray him neither pleased nor as part of an outside
world. He is involved in fulfilling a role that he has promised. Here, however, dven w
he is in the taxi, we see how he attentively watches outside, and once outside, he looks
content and is actually shown in touch with the outside world, showing interest in the
surroundings.

The first thing he does when he arrives to the Grand Hotadldn is to open the
windows; he looks out from above to the wide, open sea, and the silhouette of I§tanbul.

This shot, coupled with several others showing him gazing outside windows, portrays

%2 This is a hotel which Akin seems to be particularly fond of, since Alexander Ha€kessing The
Bridgealso stays there.
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Cabhit as enthusiastic about the world around him. A similatrisiprovided from the

Mar mara Hotel when Cahit talks to Sibel®s
audience sees Sibel again for the first time after her stabbing, she is also standing in front
of large windows at her current apartment. She lanitst the city and the water as well.

| suggest that these shots that depict the two characters looking far out to the openness
reveal something similar to the sense of feeling which the ensemble shots in the wide

open provide—a sense of vast space, opassibilities, looking out to the future.

The most spectacul ar window shot which
character through the metaphor of the open window is the one after Cahit and Sibel have
met again. Sibel asks what Cahit will do, andhiCeeplies that by no meamgll hestay
in Istanbul; he will go to Mersin, where he was born. As they lay on the bed, the shot
moves out to the city through a single open window that shows the ships on the sea, with
houses and cars in the distance. Therenesréd out there into which Cahit and Sibel
have stepped, a world illustrating Cahit"® s
settled in this world; Cabhit is taking steps into his future by journeying to Mersin. Later,
in another shot on the balay as they both look over to the wide open space of the city
and the daily prayer _Ezan i's heard, Cahi
to contemplate this, but in the end, she does not go. However, Cahit continues his journey
to Mersin. He saysto Selma that Sibel is the reason why he is alive; she gives a meaning
to his life, but interestingly this meaning is not entirely about love anymore. Through
meeting Sibel, Cahit encounters his self that includes his Turkish heritage in a new way,
as well as by following her to Istanbul, now he discovers a new meaning for his life, even

though Sibel will not be a part of it.
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How can one interpret then the fact that while Cahit and Sibel are really from
Hamburg, here they are in Istanbul, looking of a hotel window, contemplating their
futures in this country? The scenes in Istanbul show the characters as transformed and
open characters, having found new meanings in their lives. In his interpretation, Randall
Hal l e attribut ®es mahey—tofandseratfidomdl| tm its
—Unl i ke i n the nineteenth and early twent.
the loss of engagement with the country of origin, the new transnational migrants are no
longer forever dislocatd f r om t h ePWh ihloeneMalnlds. d obser val
film's transnationality and acknowl edgemen

is remarkable, it is questionable whether omgla call Turkey their homelan®ather,

drawinguponDenio kt tr k* s i nsightful guestion, —Ho
i maginary homel ands?I | suggest that, AKki
—i maginary homelarrffll in Turkey for them.

Cahit and Sibel are born in Hamburg and except their Thutkiguistic and
familial ties, they have no previous experiences there; in this sense, their journeys allow
them to go to a foreign country,—hedce ch, ho
an —i maginary homel and. I n&itebseChhit,iste livesaas t | i k
happy life there, which seems entirely different than the life she desired when she was
under her parents‘ imposition. Will Cahit
importance is the fact that the film depicts TurkiSe&man characters going from

Germany to Turkey who find new meanings in their lives there although they are not

23 Halle, 167.
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really from Turkey HeadOn breaks away from representations in earlier films that

depict return stories to Turkey; here we cannot talk of arrghwt rather new
beginnings. Further, as Halle observes, th
that is not a matter of beingme t weenll and appears as —a new
geographi ©Amo bi Fhe Edgd ofrtHeavemhich Idiscuss next,

embodies the characteristics of travel and contact, cultural and geographic mobility even

more prevalently while continuing to fascinate the spectator with further new beginnings

and transformations.

Auf der Anderen Seit¢The Edge of Heaen)
Fat i h ThekEdge of sleavea skillfully structured ensemble film, displays

Akin's most complex and sophisticated worKk
within a narrative of interlocked stories and journeys between Turkey and Germany.

While Turkish, German, and TurkisBerman characters from three singbrent/ child

pairs move between Turkey and Germany, their relations shift continuously, forming new
pairs across generations and genders. For instance, the Turkish female character in
Germany, Yeter, becomes a surrogate mother to a second generation-GQakism

man, Nejat; a German female student, Lotte, becomes the lover of a Turkish political
refugee, Ayten, in Germany, while at the e
act as the surrogate mother to Ayten. By way of incorporating multiple interlocked plots

of cultural contact and journeys by Turkish, TurkiSerman and German charactdrse

Edge of Heavenignificantly transgresses the between two worlds paradigm. The

BZ4Gokt ir k, —T-Gerrkan Bright: Dresdtti glat Opposi tions in Transnati ¢
Mapping the Marginsedited by Karen Ross and Deniz Derman, ppll9Z. (New Jersey: Hampton Press,
2003),180.

Z5Halle, 167.
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characters* stories of mobility between eth
the Turkish/German binary, as well as reveal Turkey and Germany and individual
identities as inteconnectedly evolving.

Auf der Anderen Seitghallenges themes of Wimhood and stereotyped notions
of _TGekmamness,® and renders intelligible
individual characters-similarly to what | have already demonstrated in my discussion of
HeadOn. However, i n additiighightdtleidentite r f or manc el
formations of Ak iHemtdGn AGfden Antlerea Bedugiights thd |1 n
characters’ identity devel opments and chan
and interconnections between the three pairs. The chahgesharacters undergo and
the thresholds they cross amidst shifting familial and generational relations expose how
they move across and transgress boundaries of national and cultural affiliations of being
Turkish, German, or Turkiserman.

Akin' salpoot rlalys characters* identities
generational relations across ethnicities and nationalities enablég remeal them in
their humariikenesses and similarities insteaddedtinguishingethnic or cultural
associationsln addition, through the story of the political activist Ayten, the film exposes
Turkeyinanomgoi ng process of becoming as well . /
complicated than a mere criticism aadf Tur ki
the main plot shows that Turkey is not a stable world, but one in transition that stands in
relation to Europe instead of a directly oppositional stand to Germany.

As | have already mentionethe Edge of Heaventerlocks the stories of three

generational pairs. Yeter, a Turkish prostitute in Germany, and Ayten, her political
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activist daughter in Turkey, forms the first pair although they are separated from each
other. The plot evolves through the involvement of Ayten with the mother and daughte
pair, Susanne and Lotte, and the involvement of Yeter with the father and son pair, Ali
and Nejat. In the beginning of the film, Ali, a retired and single Turkish man living in

Bremen, offers to a Turkish prostitute, Yeter, the salary she makes ivastigvith him.

Soon after, Yeter dies when Al hits her |
father, and goes to Turkey to Yeter‘®s fune
However, at the same t i merkeysAytéh@dtsanto' s c o f f i

trouble during political demonstrations in Istanbul. The protesters in the scene carry
placards in the name of Ocalathe Kurdish leader of the group PKK and other general
placards about the Partisan figfit.
Although Ayten is not aaght by the police, she feels very threatened and leaves
for Germany in hope of finding Yeter, who now is dead and buried in Turkey. This
crisscrossing exchange of place¢ et er “ s cof fin on board to T
in Germany—leads to a web of gting interrelations and crisscrosses involving the other
two pairs. While Ayten searches in vain for her mother and has no place to live, she
meets Lotte who invites Ayten to where she lives withrhether,Susanne. After a
dispute with Susanne at theuse, Ayten decides to leave. Afterward, she is caught and

deported from Germany because her case for asylum is not granted by the courts. In the

meanti me, Nejat®'s journey to Turkey origin
inIstanbul afterhbuys a Ger man bookstore there. Wit!tl
®Al t hough we do not |l earn about Ayt eastthatthdi rect i nvg
investigators tell Lotte how the Turkish government

group, and the threats on Ayten about group members coming from Eastern Turkey who want to have the
gun back-which Ayten hid— all give clues that she is most probably involved with the PKK.
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hel p Ayten, Nejat‘s and Lotte‘s paths cros
German bookstore and rents a room at his house. Nejat wants to find Ayten and assist her
with hereducatn as this was Yeter‘s wish. When Ne
prison, Lotte is prevented from telling Ay
received from Turkish officials. Thus, despite the intersecting mission in their

crisscrossep at hs, the encounter fails to bring A

The plot this far shows how the characters from the children generation become
separated from their parents and build new relations. In a way, the already separated pair
of outsider figuresAyten and Yeter-the former, a terrorist who cannot live in Turkey
and cannot receive asylum rights in Germany; the latter, a prostitute forced to move into a
relation of convenience with Ali-destabilize the lives of the characters in the other two
pairs and lead to configurations of new ties among them all.

After Lotte‘s deat h *thefiimelisplays arioteempt t o h
crisscross; while Lotte‘s coffin goes back
of her mother Susanne in Istanblihe pairs shift once again; Susanne and Nejat meet
and become a pair. I n the same frame that
Turkey as well . After Susanne‘s and Nejat"®
daughter*®s pl acjeatwhs |pel asctea.y ilhugr iantg Noene of t
apartment, Susanne prompts Nejat to search for his father. While Nejat leaves to find his
father, he leaves the bookstore to Susanne. In the meantime, Ayten breaks away from the
group with which she was dfated, is released from prison, and comes to visit Susanne

at the bookstore. Upon Susanne‘s offer, Ay

%7 otte dies while trying to retrieve the gun which Ayten had hid on the rooftop of a building; I will
explicate this point in my analysis.
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return. Thus, although Nejat and Ayten never meet through the course of the film, the end
leaves the spéator with the idea that they will meet. At the end of the film, all characters
cross thresholds and experience transformations, something | will explicate in detail.
Yeter and Lotte have also metaphorically crossed threshdigisheir deaths, having

literally crossed to the other side.

With the detailed summary above, | want to highlight both the shifting relations
among the pairs as well as the many connec
experiences. Their paths sometimes crisscross and caheeattaracters, reconfiguring
new relations between them as in the case of Lotte and Nejat, and Susanne and Nejat
despite their unawareness about the intersecting connection between theirAstdries.
although ot her c¢har ac tualynseétthpuagh thesfimcasiothes , t h
case of Susanne and Ali, and Ayten and Nejat. Nejat is the only character who meets and
has a relation with every other character except for Ayten. However, as my analysis will
explore, on two occasionsin Germamye s ee Ayten and Nejat's p.
connecting*® The film portrays several moments of missed or failed connections while
showing the characters® transitions. Il n ot
Akin' s posi t ihesamelfrgmeowibually treates aicannettion. What kind of
i mplications and affectscdonéeéebeisenskeanrsab

I n addition, occasionally, the sharing
crisscrosses that connect them, whil¢he same time leading to further reconfigurations.

Two particular instances | analyze occur at the bookstore between the bookstore owner

28 This first occurs at the university when Nejat lecsurad Ayten sleeps through one of his lectures. The
second time is a scene that shows in a single frame Lotte and Ayten driving intHeetae Ayten is
caught by the police-and Nejat riding the bus as Yeter sits across from him although at this pthiat in
film Yeter has died.
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and Nejat, and at Nejat‘'s apartment betwee
along with spatial crossings atrdnsitions—at borders, airports, and on the reashow
that our ways and routes are related, and that we are intricately connected.

The opening scene conjures this inner connectedness and humanism that marks
the film on t he wh oMalata gddstatieninadurkiskewllagble ] at ‘ s
We see old unpaved roads; we hear Tur ki sh
merchants about the sad song. Nejat inquires about the Turkish song he hears; when he is
told that it is by a man who died due@bernobyirelated illnesses, tears come to his
eyes; one guesses he is somewhetee Black Sea. In the next shot, Nejat is driving on
the open road. We cut from Nejat passing through a tunnel in his car into the next scene
that shows big buildings, duarch, and demonstrations in Bremen. The demonstrators
walk with placards about the unity of proletariavarldwideand shout for proletarian
rights. These two scenes, referencing Chernobyl in the first, and the proletarian
demonstrations in the secondf 8 international and bilingual context for the film, as

well as setting a tone for the humanist and partially political thread woven into the larger

narrative.

The man at the gas station tells Nejat
into the o n . I n a simil ar wkheEdgetohHeavdmrods olAtp t e n * s
the international community truths about T
suggest the film's portrayal of Turkish po

the political thread and the diegetic clues such as the proletarian demonstrators and
Chernobyl in relative terms to the implications of the crisscrosses that underscore the

film. Akin provides an interconnected and global perspeetivest illustrated by
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interweaving a German daughter and mother and their tragic story with the dynamics of
Turkish political i ssues. Just as a mistak
had tragic spillover effects on Turkey and the surrounding regitresEdge oHeaven
shows that, in the global world in which we live, what happens in Turkey can have tragic
effects for a German familf*?Ak i n‘* s own words about his pr.
many political aspects | wantedeltastory ouch o
about mothers and sons, fathers and daughiansl about hope as the last refuge we
have as human beings, Il speak to the film‘s
aspects that my own analyses will explore. | begin a medejth analyis of the film
with a closeup characterization of each character, starting with the portrayals of Al,
Nejat and Yeter. Then | follow a chronological or@deanalyzing characters and their
relations in order to not lose sight of the interlocked plotthadntricate ways in which
their paths cross and their relations shift. This is important because these shifting
relations not only reveal the crisscrosses and the connections that | have mentioned, but
in doing so, help us understand the transitionstlarasholds the characters experience.
Ali- NejatYeter:

An important feature revealed by the portrayals of Ali, Nejat and Yeter regards
the destabilization of the TurkigBerman identity as original and authentic. The various
performances in the filmhew how the TurkistGerman identity transcends the confines

of a singular and gener al model , uswually a

239 Akin counts numerous examples about the current Turkish political climate in his interview, talking

about the rising insecurity and doubts about the <co
the Turkishstatd, 0 name a few. See —FI| ags andSigbhtandSduadt her s, |
18.3, 2008, p.9.
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explicatedettweetiyta sbied Al i, Nejat and Yeter
characters itHeadOn, are marked by hybridity, in the sense that their identities
comprise a cultural multiplicity of Turkishness and Germanness, what does this show us
about TurkishGerman identity?*

Analyzing their characters and diverse performances in the film is sagmtific
because, on the one hand, we see how performandfe sense of taking on an identity
role—influences their identities, and on the other hand, in certain instances, we can see
familial and gender influencestweerhat config
Turki shness and Germanness. | n -Gexmahi cating
characters and the ways in which their hybrid identities complicate the category of
TurkishGermanness, | consider the differences their portrayals expose with regards
gender. Because of the varying role gender plays in the characterizations of Ali, Nejat
and Yeter and because of the differences i
different generations, | begin with a close look at Ali and Nejatantithd m‘* s por t r a )
of TurkishhGerman masculinity.

Ali is a TurkishGerman retired widower with stable salary and a house tiA¢

beginning of the film, he is looking for fun in the red light district of Bremen and meets

see Arif Dirlik‘s article —Bringing History Back |
i dent i tbieetsweteon n-eisns lp ebsy 4ifgtnvweierd mgll t yf or i nstance, of -
the chapter, | explicate the importance of Dirlik®"s

i

di fferent differencesl that must BdyadDicloommiesppt ed f or
106-108.

241 My use of the word hybridity acknowledges the multiplicity and inherent plurality on each side of the
Turkishh-German identitythat is, Turkish and German cultures are hybrid within themseliretead of
hybridity as a mattenf a mixing of two fixed and homogeneous sideme Turkish, one German. This is
another reaserabesides the variable differenceavhy speaking of one, singular, original Turkish

German identity is impossible,
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Yeter. Nejat, a professor of Germdimes with his fathef*? Although the father and son
cook and eat as well as go to horse races together, their characters differ greatly. After the
horse race in which they together place a winning bet, they celebrate with ice cream, and
Ali asks Nejat wbm he is screwing, a question which Nejat hardly can believe, and he
flees the uncomfortable conversation by telling his father to read the Turkish book Nejat
gave him the night before. The German professor of Turkish heritage reads Turkish
books while hisTurkish-bornfather could not care less.

Compared to his father*s hot temper, Ne
drinks without control, speaks in a harsh tone, and swears while Nejat$pskdén,
easy going—an intellectualgentleman. In higalks with Yete—on t he bus after
heart attack when Nejat and Yeter are returning home and when they are having dinner
ontheporch-Nej at *“s ki nd and soft nature generat
Yeter about her life, her longings and sasiabout her daughter. | return to these
moments | ater for the ways they reveal Yet
bring them up in the context of —Nagnlgt*® s <ch
in his interactions with Yeter but withther characters as well.

I n order to expl or e-Gé&rkan malesidergity in varioasy al o f
roles and what this shows, | will briefly trace the evolution over three decades in the
production of a special figurean —i conll as ToimbyGhieees man name
representations of the T-Gernkanlgenatumand 8m.f i gur e

Cheesman expl ains that ewapadigureavhosey i n t he e

#42The audience does not know for sure if Negally lives with Ali but we never see Nejat in an

apartment of his own; he goes to his father‘'s apart
we | | be periodically visiting his fathetwmeihe portr
are.
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subjectivity is uderrepresented by repetition amd objectification in Geanan society,
creating a character suffering —from a mul
economi ¢ & mast icoeicsrepiesentation by a Turkistgin author, Aras
Oren*s first Ali figure, —aVidtimhoddbutalsht not o
nonsubjectivity. Apersonkt &decbmesl|l astnwor ds
this Germany, when they ki%XetAlioaonyper sonal
returns in Oren‘s own nargrapedtedy s JTurkisut he r
German narratives of film and literature to this day.

Among contemporary attempts to challeng
figurel exist the creation of figures call
Ozdamar* representations by nefiurkish origin authors whose creations of figures
with other proper names for t*Ramnoundeméntsf i gur
of —t he deatshubgfecAl ia,ndb catshugebgce etalt i iom DHai e
me g a | o ma nroclimingfsynmibdlic ppwer agans —Ger many f or t he C
Senocak, and a division of Ali as®Howj ect an

successful are the differing ways of coping with the netgeeotype or the epitome of

243Tom Cheesmariovels of Turkish German Settlement. Cosmopolite Fictis#s,

244 Aras OrenBitte nix Polizejl112

The alternati ve BdslLebénisteiDekhrawaasereis aoved mpl ex, sensi
character who takesatsam at i on al path to higher education, not

selim in Sten Nadolny‘s novel is a figure that <che
—epitomeodmomaoini t an victi mhoodl ; teadlosettetted Sel i m'*s ch

cosmopolitan identitffom Cheesmai(in Novels of Turkish Settlemgiaind Venkat Marin

Cosmopolitical Claimps have been charting for the migrant characters of recent Turkish German
literature—except that it would be open to debate whegherl i m* s nati onalistic Tur ki
him to live as a true cosmopolitan in Europe.

%47 Tom Cheesmariovels of Turkish German SettlemePosmopolite Fictions146173.
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—A Hindtt only aghe figure of victimhood but also in its birth of newer forms, as the
power holder, or power ridden maniac?

While trying to challenge and/or defy the Ali figure byweting and re
representing forms of Ali, what these different literatures have achis\gefigure born
of, and related withthings Turkish and German, and a figure sometimes equalized with
—Tur-&esmanness, I and other ti neanyatharngi ng f |
figure like Zam@l u‘' s _Kanake. ' Al i I's no |l onger the
mysterious figure with many extensions. Is he Turkish? Is he first generation Turk? Is he
German and Turk? In other words, as significant as overhauling the once universalized
vision and imagination of the objectified Ali, these diverse representations have revealed
Ali to be a composite figure and have broken down the myth of an original and authentic
Ali. In fact, the contemporary works, by creating a diversified Ali figure, revésal th
figure as signifying more than the first generation of migrants.

While —Alil is a construction and no ma
above trajectory about t hi s -Geimgnudergitiesis ut i | i
relevanttoAkn * s f i Il ms which contribute to the di
di verse creations of AlThé EdgeoBeaverdhvey do t he
about this once universalized figure as well as Turldshmanness? First, although the
father isfrom the first generation, his representation breaks away from the original image
of a personhood in clash with the Ger man d
German horse races, drinks at a German sports bar with the locals instead of aha Turki

café, talks both Turkish and German; in other words, he is assimilated, living at ease with
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two languages and with both Turkish and German cultural rédfiiéh i | e Akin‘ s Al

this sense represents an evolved picture, his heavy drinking, his je@odgys anger

that lead to his murder of Yeter downplay his positive image. After spending time in

prison in Germany though, we see him return to Turkey. He has the book Nejat had lent

him and is reading it. He goes out to the sea for fishing; he hasaghfn. Akin allows

him to cross a threshold, become a new person, and not merely disappear and vanish as

would have been the case in the former representations ejdmstration migrants.
GermanyinTransic k nowl edges t hat -ontelkeoAkid gener

have established affiliations across ethnicities that have transformed the image of what

and who i%InBisgeme Gernlanness is no longer an exdasiacategory

to Turkishness.n other words, being German does not necessitata& ancestors and

blood ties. Not only Akin but his characters also confirm this new and transformed

Germanness-especially in the characterizations of both Cahit and Nejat. There are two

considerations necessary to the above insightful reflection dratieformation of

Germanness by Akin‘s second generation cha

certainly Germans, they are also more than Germans, with Turkish linguistic and cultural

affiliations. On the one hand, it may seem more accurateitifg them as German

Turks primarily because they are born in Germaaylike the father character Ali, born

in Turkey. But since this would mean yet another categeajso by no means originally

set and definitive-instead of applying another term, 1 fifigoroper to acknowledge the

248 This idea is the same one | introduced in my introduction about 2aferoc ak ‘s expl ai nati on
situation—as an assimilated TurkisBerman with German citizenshigto comprise an existence of living
in two languages and two bodies: Turkish and German.

249 Germany In TransitNation and MigrationEds. Deniz Goktiirk, Dad Gramling, Anton KaedJ. of
California, Berkeley. 2007, p. 15.
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individual differences among characters of Turkish heritage while using the term
Turkish-German for them.

Second, as | have already mentioned, wh
from Nejat ' s, NeGahi'ts' sdicf If celfleaDicenable ffsatdoino n i r
approach performances$ Turkish-German identities apart from the lens of generations.

In so far as personalities are concerned, Cahit is more like the father Ali than his

generational partner Nejat. Heneeh i | e Akin‘s hybrid characte
of multiple identity affiliations and roles challenge what constitute Germanness, they also

pose a challenge to homogenized views of Tur@shmannes&° The two films and the

portrayal of their malel@racters, and specifically, of Cahit and Nejat, illustrate that
—Tur-esmannessll or as | hd&ermaneess@mhong at ed ab
second generations is also varied. Through various and diverse performances, what

Akin' s ¢ har amonexiseence & aneauwthentia os original & urkiSerman

identity.

| f the figure —AIl il i s —aultgral,social,r si ve pr o

political, ethnie—involving Turkish and German identities, characterizations of Ali,

Nejat, and Cahit revealithsubject in terms of Turkishness, Germanness, and both, as

well as in certain scenes whaimor®thand al | Hal
Turkish and/or more than Germ@iThe —morell in Halle‘s for mu
takes the shape of performance ik A rHeastOn. The portrayals of Cahit and Sibel

reveal how depending on their circumstances, they engagkegof Turkishness or

AKkints films themselves, in their visual optics ar
—Ger man national cinema as wel | .

#1Halle, German Film After Germanyniversiy of lllinois Press, 2008, p.167.
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Germanness while the spectator can see that they are more than the role that they take on.
The most dominant exampleofghi i s Cahit‘*s role of playing
parents’ house and &aheEdgehokleavedightights the Il n cont
complexity of its characters‘ identities a
moreat the intersections of ideties that are construed crisscrossing and/or familial. The
only exception to this is Yeter's i-dentity
taking and her natural familial role.

| have already discussed hoherchatadgten s pi c
does not destroy the subject of Ali and instead enlivens him and his life in Turkey. What
about the —AIl il figure conveyed through it
characterization reveal about his identity as both Turkish and Gerarasimore?
Before his decision to go to Turkey, we see Nejat as a German professor lecturing on
Goethe, cooking with his father and drinking Raki, talking in both languages, as a
melancholic wanderer on the train to Hamburg, and at his office in the middeks b
eating the —borekl Yeter gave him. Like hi
two languages and culture® f Tur ki sh and Ger man. Nevert hi
characterization, particularly his profession and his perfect Gertanlanguage he

usudly speaks except when the others speak to him in Turkrtray him more as

German.
It is particularly important o expl i cate Nejat‘s relocat.
Yeter‘s death originates Nejat®s journey t

his decision to buy a German bookstore from a German man who has owned it for ten

years. The scene of their exchange at the bookstore, a transitional space where
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trajectories are exchanged, creates another crisscross, revealing similarities between the
ownerand Nejat. This exchange and particularly the space of the bookstore are important

to ook at for the cr i saianinghs iim. hestenef and Ne
begins with Nejat®s entr ysakesignbutseleth ookst or e
window. The distinct classical German music immediately sets the location as German.

As Nejat walks beside the aisles of books, with each step and breath looking more
overwhelmed that he has found such a place, while turning a corner, he greets a man in
German. The owner seems exhilarated to have been greeted in German. After looking a

little while longer in fascination, Nejat initiates a conversation with Markus Muller by
asking him if he owns the store. After his
invitation for tea, in their ensuing conversation, Markus says that after ten years, all of a
sudden, he is homesick for Germany, especially the language. Nejat answers that he
understands. Is Nejat homesick for Turkish? What does his understanding imply?

Because Turkey is not a home to Nejat and rather a place of discovery, there is a subtle
difference between him and Markus as the rest of the conversation between them also
reveals.

When Nejat asks about the price for the
profession and when Nejat says that he is a professor of German, Markus is ever more
exhilarated and replies how f duwkisgk and fitt
professor of German | ands in Turkey at a G
seen contemplating for an instant, pausing
naiveand simple statement associdtegat with the category of Turkishness, at the same

time, it points out an interconnecting point on their crisscrossed paths. Tiheydd to
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dislocate from where they are and the space of the bookstore allows them to do this. On
the other hand, Markus sees an exact connection, a perfectly fitting intersection in their
rather similar situation: Markus as a German returns back ho@ertoany because he
is homesick and misses his native language, and it would be fitting for the Turkish
professor to | and in Turkey. But, as Nej at
illustrate, there is a subtle difference in their scenarios. Nejat fsame Turkey, but
rather has strong familial and linguistic ties with the country. And, precisely for this
reason, theinevenexchange with Markus is importarfor its generation of an
introspective moment about Nejauturas i dent it
realms.

In the bookstore, the scene with German music, books and the excitement we see
in Nejat delivers his performance as a German, but all of a sudden, one definitive remark
about his identity foregr ou mgvsrillsirasestiat r ki s h
he has not thought tims el f t hi s way before: as a —TurKk
not upset; his |l ook is puzzled. Hi s answer
Turkish professor of German to move to Turkeyipatl | y agr ees with Mar
his facial expression of puzzlement leaves open for contemptasind also for the
audience—not so much about the properness of the scenario as much as the subtle nuance
i n Mar kus® remar k. Nekslka butticeegemarla Burkishy knows h
professor of German in the way it is expressed, makes Nejat more than-berfalding
him to think of his Turkishness in a different way.

Nejat's dislocation from Ger many and hi

S i bsgolrneys, is not a return to a homeland, but rather a discovery and a new
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beginning. In fact, his journey and stay in Turkey can be seen to represent his
explorations around his identity comprising Turkishness. For instance, the following
sequenceofNeat ‘s drive on the opemviewndd Mafrtkeirs * h
remar k and Nejat's contemplation, shows an
landscape. After Nejat decides that he will stay, a long scene, a scenic long take, similar
to the one at the end of the film, but of longer duration, shows Nejat driving on a winding
road—with Turkish instrumental music, and a wide open road without an end alongside
the mountains and the day turning to night.

We do not know where Nejat is and whaeeis going. This is a significant
transitional scene of open spatemporality as Naficy defines the open fomnth its
—m i-esrsecene that favors external locations and open settings and landscapes, bright
natural lighting, and mobile and wanderinggliet i ¢ ¢ fr’aheaisutl epermesd
in which we see Nejat situatedvith an expression of contentmeralong with the
introspective sounding instrumental music symbolizeresition and the newness in
Nejat‘®'s | ife. The sc eandaelosayiomimdurkeyaerszvingNej at * s
t hrough, a new beginning. The scene‘s repr
contentment speaks for a secageheration Turkister man per son‘ s ease
Germany and beginning a new life in Turkey. The scene df/a dn an open road
without a beginning and end destination sy
journey to Turkey and his relocation there as an openr—+aaglmbolic sign, | would
venture to say, for the openness of his identity. In this scemd, siar t o Cahi t ‘' s

characterization ileadOn,Ak i n r epr es e n t-Ge rNeg mallt ‘isd enATtuirtkyi

%2 Naficy, Accented Cinemél53.
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through —a per f-arnmareaenso fofi de ntpirtoycless of b
revealing TurkishGerman identity in its openness and constructed nature

As in HeadOn, Akin represents yet anotheewerform of relationship—between
a second generation Turki§kerman person and Turkey. It is important to note that
although this relationship is new in the sense that it is not a return, it is nevertlog¢less n
without nostalgia. Or rather, Akin colors it nostalgic. Altough this is not the same sort of
_homesickness‘ about which Markus speaks,
the film delivers a nostalgic feeling of returning to a new placeimilas road trip by
Nejat shows the audience where Ali comes from. The beautiful green and lush rolling
hills at the edge of the Bl ack Sea, Nej at
along, his talk with a farming woman on land almost exoticalyy pr esent Al i ' s n
home. How can we interpret the effect of longing or, as Naficy names it, the nostalgic
and fetishistic effect revealed through th
and mountains, which fulfill the category of the opess of homeland films which
—emphasize boundl e s™¥3ireeswe daanoteéven seawdi,the s snes s
| onging is not his. | suggest that the eff
partially to Nejat—yet extended to and shared with thalience.

Thus, Ali‘*s journey back to Turkey, a h
completely new level and meaning; this traverses the original homecoming journey
narratives whereby we do not see Ali‘“s ret
his joy of arriving his home village; we only see him when he crosses the border at the

airport. Only through Nejat and our journey with him, we now see where Ali comes from.

The longing effect the scenery creates is what Naf
escape the homeland for another pl@zxented Cinema&28.
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What | am pointing out is the skil lylul rev
to his village in the Black Sea to a journey of discovery and new experience for both
Nejat and the audience. However, the scene slightly differs from the scene which |
di scussed earlier with regard to Nejat‘®s p
end scene also does not close off Nejat*®s
rather symbolizes a metaphorical threshold in the sense that Nejat choses to find his
father and goes back to his father®s vill a
—h 0 me c e—as saecgnlary to the aspect of a familial reconciliatitbanscends a
performance of his open identity.

I n the three scenes that | have explica
his identity in fluid transitions between Turkishnesd &ermanness. First, at the
bookstore—at the intersection with Markuswe witness how his German identity is
construed as more than Germain terms of Turkishness. Second, on the open road, we
see him welcome and perform his open identity as an adveatdisgovery and a
beginning, and third, during his trip to find his father and his wait at the sea, we see his
joyful arrival to hi s ahcastrdbregmns, t® Tubkkishmess, and t h
construed as part of a familial reconciliation. Thesenes along with his overall
characterization in the film, while exposing the ways in which Nejat measity
between Turkishness and Germanness, portray his identity unbounded by these cultural
categories, displaying his identity as transitional anachope

The portrayal of Yeter, a first generation TurkiSkerman womajyalso

undermines an essential and authentic form of Tw®&ghr manness. Parti cul

portrayal overhauls the stereotypes associated with the closed and victimized-Turkish
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Germanf emal e fi gur e. Howe v er HeadOnmceheaaf t o Si be
constraint and confinement on Yeter illustrate how differences of gender subdue her
identity*s openness, conveying simultaneou
After thefirst scene in which the spectator meets Yeter as a prostitute with blonde hair,
we next see her getting on a bus. She has brown hair and looks quite different in her daily
clothes. Two men sit next to Yetersand gre
both of their faces and says —nix verstehe
next to Yeter who tells her not to lie and that they have heard her speak Turkish. They
ask her if she is ashamed of her Turkishness. As the camera movesrtwh@is
| ooking out the window, the man‘s words —y
Upon asking her if she understands, Yeter finally answers in Turkish that she is not deaf.
The camera brings the other man in focus who says not to be funthe Agmera moves
back again to the first man telling her to repent because she is on the wrong path, the
second man‘s voice is heard, repeating the
back and forth between the men who threaten her; the first os¢hsdyshe should not
let them see her again around the area, and the second one continues that this would be a
shame for her.

During the reversal of shots between the two men and their threatening voices,
Yeter in this scene seems powerless exceptishiot that gives her the ability to mock
the men by simply looking out the window and then saying she is not deaf. When the
men get off the bus, the first man says the Islamic form of greeting again; as he gets off
and there is still no move or answerrfr’ eter, when the second one also gets up to

leave and says the greeting while looking intently at Yeter, she feels forced to reply back,
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and says —al eyk ume ap eHileashe.sllakek mer hedd,eshelomcs t ¢ | o
again looks outside, with tears her eyes. Yeter is Turkish and she speaks Turkish
comfortably with Ali as well as later with Nejat. In fact, she has no problem with her
Turkishness; however, her position as a prostitute causes a problem to the presumptions
of the two Turkish men who &fiee Yeter not only as Turkish but also Muslim.

These men take on the right to define Y
presupposed norms of a Turkish identity equated with Islam. Their act in so far as they
also perform a strict male, macho, fundamasitéglamic identity role, validates its
power by the very act of telling the Turkish Muslim woman who she is and how she
should behave herself. Their characterization is significant particularly because they
convey yet another type eflill—as the fundanmalist oppressor of women. Although
their inclusion in the film enacts the very power which the Islamic Turkish men hold and
wish to exorcise, the scene by no means gives authority to this power. Instead, the scene
ending with a clos@p of Yeter and showg her emotions forms affection and sympathy
withhe—whi | e at the same time having exposed
on her critically.

The scene portraying Sibel‘s patriarcha
confinements on her identishows how she obeys the power structure by speechlessness
and motionlessness. Yeter, in contrast, has to perform in adherence to the confinements
of an Islamic Turkish identity, to the power structure the two men represent, by first
speaking in Turkishrmd t hen using a word —selamunal eyk
validates the TurkistMuslim identity imposed upon Yeter. The scene powerfully

conveys how Yeter takes on this identity, certainly involuntarily, as a performative act,
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thereby, i | leuxcturl @dtuirmd lcowmv-etnhi i ons whi ch
instance, the TurkisMuslim greeting as a convention that symbolizes the Turkish

Muslim self, preexist the embodied selves, not vice véré®n the one hand, the scenes
of Si bel ' perfamadces¥rattand leave intact a representation of
Turkishness affiliated with a patriarchal and Islamic power structure, and portray the

c h ar a cliemveen situafions. On the other hand, both scenes enable the audience to

es

sympathize with Yeterrmd Si bel , by revealing their per-Hf

as part of the i den t9Furhermespite their peefamatve —bec o

acts of submission, their wide range of identity roles transgress fulfilling a predetermined,
authenticand homogeneous Turkish or TurkiSerman identity.

At first, Yeter's roles portr-arglesher i
enforced by her gender and Turkishness. She is a tough prostitute; then, upon
enforcement from the two Turkish males, 8las to act as an Islamiarkish woman. In
order to escape their threagbe entera relation of convenience with Ali. However,
after she begins to live with Ali and particularly in her interactions with Nejat, we also
see her play her role as a motteenatural side of her identity. Her performances in her
interactions with Nejat reveal her identity in terms of a generationattgmégured
relationship in which she trusts. Hence, Akin portrays her in a generational role,
specifically a motherly roléhat is natural to her.

For instance, in a scene that shows Yeter and Nejat on the bus, we see them

de

tal king about Yeter*‘s |ife. They are seate

BjJudith Butatewve—Retfsommd Gender Constitution, |
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with the two men. However, the framing differs in this scenth biejat and Yeter are
included in the frame as they talk, giving a sense that despite the uncomfortable topic and
their differing lives, they are equal. Nejat asks in German if Yeter has any children and
upon the answer that she has a daughter, he agtbavishe knows what Yeter does for
a living. Yeter says that she told her daughter she worked at a shoe store. After a little
while, Yeter says in Turkish that she did not want her daughter to be like herself; she
wanted her daughter to have a good edocand be someone educated, like Nejat, and
for her daughter, she would do anything.
I n another scene, when Nejat waters his
pick one, Nejat says that they should take one to his father. How happy he would be,
Nejat says, but after her first bite, Yeter begins to cry. She confides in Nejat that she
cannot reach her daughter and she misses her so much. The scene ends with Yeter crying
on the shoulders of Nejat. In another scene, she cooks borek and serves wheAlhe
refuses to eat it, she gives it to Nejat on his way to work. At first, how Yeter serves the
borek to Ali shows her as a traditional woman, but when he refuses to eat it, she swears it
off and goes her way. She then turns to Nejat and, like aemafives him the borek.
These various performances portray Yeter in diverse—+efi@sn a tough prostitute to a
forced IslamieTurkish femaleness and fragility; from a suffering mother to an
i ndependent woman when she refuses Ali ‘s s
The multiple roles in which Akin portrays his characters leave open room for

di fferences between his characters i dent i

3| am using this in the same way as Stuart Hall and Naficy explain and which | have already explicated in
my discussion oHead-On—identities fluctuating fluidly and always in the process of b&iog instead of
as fixed points of being.
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as a useful concept corresponding to a cul
homogerz at i on and essenti abandazsata omh alfl ecrud & ua cae
cultural cl aims GYArifDililecautiensagainst$osing tontexo we r , |
because of an abstract form of hybridity t
bet ween di ff &Y €hese difteiericéseange froeneclass, kthnicity and race
to gender. Whil e showing hybridity as 1ide
enable him to contextualize his characters with regard to their specifiediss. | have
previously explicated how, for instance, A
portrays the varying roles of their Turkish heritage in their hybrid identtiéasn Si bel * s
identity, her ethnic background plays a larger role in definerg\while in Cahit it is to a
much lesser degree. We have seen a similar portrayal of Yeter as well, whereby Akin
conveys not only ethnic affiliation but also differences between genders as influential to
her hybridity and her multiple identity roles.

AkKin®s hybrid characters are not abstrac
the same way. By showing how gender and ethnic differences come into play for male
and female subjects, the films pose Turkidérman identity and hybridity from more
complexand contextual grounds than a mere combination of Turkish and German
cultures. Therefore, Akin does not erase the play of differences stemming from gender in
Turkish-German contexts along with effects of constraints on the female subject through
theconvehi ons of the ethnic —Turkishll family o

complex identity is predicated on her differences awsmanof Turkishethnicity. On the

®Arif Dirlik, —Bringing History Back In. Il Of Diaspo
Dichotomies. Ed. Elisabeth Mudimtigoyi. (pp 93 127), 103104

27 bid.,106.
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ot her hand, as Sibel‘s transgressiisons and
female characters rise above the limitations of gender and ethnic impositions by
portraying them in various differing identity roles and transgressive performances.

Therefore, while Akin portrays the difficulties and complications of differences,
his portrayals invoke transgressions of differereesiltural, ethnic, national, as well as
political affiliations.The next set of relations taking place in Germany between Ayten
and Lotte, and Ayten and Susanne reveal the ways in which the film complicates
guestions of national and cultural identity.addition, the followingsectionwill reveal
how Akin poses a critical look at Turkish political questions not in isolation but rather
from a European dimension, which supersedes a Turkish and German binarjhabou
problems at stake.
Ayten-Lotte-Susanne:

Ayten is a terrorist group member and a political activist, fighting against the
Tur ki s h g exlesiomofmeinotitiesbecause of their ethnic and religious
differences, deprivation of human rights, ajtobalization. After the arrest of her
political group‘s members in Istanbul , in
and hopes to find her moth&¥ith her arrival in Germany-a foreign place to Ayten
who neither speaks the language nor is lggdlowed to reside-Ayten crosses several
thresholds, generating experiences of —Sch
inclusion and exclusioft® These threshold instances are important for portraying Ayten

in constant movement and crossings, mealevdonveying her shifting identity. First,

®4aldenfels explicates that crossincheeshold, like the entry to a house, and entering a foreign territory
are alike, generating moments of inclusion and excl
Grenzziehung, I 155.
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Ayten has to change her name, a rather important event in the film that pidggits
from learningher ral identityd ur i ng Lotte and Nejat‘s encou
Germany under a new name, Ayten bilgr attains a new identity, and becomes not only
an illegal refugee, but soon after her fight with the group of Turkish people with whom
she stays, she also becomes homeless.
In a scene that shows Ayten at the university where she seeks shelter, the
spe¢ at or first sees her at a back row sl eepi

then moves to Nejat who explicates a poem, which appears to be by Goethe, and the

scene ends with him reading the Iines —who
wint er ..everything to its own time.. only a f
intoxicationll; —secondl vy, I am opposed to
things as they create good new ones. I Thi s

linesNept reads and how they pertain to Ayten'
who wants to help Ayten by supporting her education, speak against revolutions, in her
image of homelessness, the spectator can see one of the consequences of the useless

revoluion which Ayten supports. In other words, the analogy with the untimely blooming

of a rose and revolutions is analogical to
name in Germany i s Gul Kor k maz: Rose Unafr
he | ast name —unafraid, Il she represents a

only left her education, but now as a refugee, she is also unable to create anything good.
Akin's picture of Ayten in thiswscene,
creates empathy for the homeless position which a young political refugee with good

intentions endures, and at the same time disengages identification with herteght.

246



audience senses that Akin does nodtorydogr ee w

pose a criticism of the problems and of the Turkish government against which Ayten

fights, while conveying the implications of these problems beyond Turkish borders.

Particularly, the film's extensadtmand of Ayt e

Susanne situates the political issues at stake from the lens of international dynamics.

While doing so, as my analyses below will illustrate, Akin portrays how Lotte and

Susanne‘s identities transfigur altdgseyond th
At first, Lotte explains her friendly gestures of buying food for Ayten, bringing

her to her mother‘s home and giving her cl

Susanne confronts Lotte about d#hetaetionas ar r i

exactly German; she reasons that they have to help Ayten because she is illegal and was

persecuted in her own country. While helping Ayten seems like a performative act that

Lotte takes on to defi ne h d&atAy@eshouldineni dent i

apply for asylum illustrates their differ:i

reason is suspicious, and plausibly wants to please Susanne and have her approval by

way of explaining her hospitality as German. The fact tlogtielfalls in love with Ayten

proves her attempts to help Ayten in terms

While she is in Istanbul trying to help Ayten in prison, she tells her mother over the

phone that her life has a meaning for the first tirh@wever, Lotte dies her attempt to

help Ayten retrieve the gun which the | att
Ayten wants the gun because the other women in prison pressure her about it;

Ayten says Lotte is neutral and someone will come and téi@mther. Yet after Lotte

retrieves the gun, street kids steal her purse. After a long chase, when Lotte catches the
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kids, one of them shoots and kills her on the sploé. scene almost repeats the original
scene in which Ayten hides the gun. Lotte goethepsame stairs and asks the same
woman to open the door. The woman even responds with a similar gesture, and next, we
see Lotte up on the roof where Ayten was. This scene is significant for paralleling exactly
the first scene and substituting the Turkeslaracter with a German one. Lotte is
unaware of what she is doing; however, AKki
same scenario explicitly twists her neutrality in an ironic way.

We know that Ayten is involved with a Kurdish group and can ongsg that it
could be the PKK because of the placards w
the demonstration in Istanbul. Given the fact of a large transnational Kurdish network in
Germany, and the protests and fights that took place in Gerdhany i ng Oc¢al an‘ s
in 1998, Germany and Germans have not been able to stay neutral to Turkish and Kurdish
problem$>®l n fact, Akin‘s film reveals how thes
micro and individual level, and how they have unpredictabléspil effects both
beyond Turkey and the confines of a group’
the sense that she does not know what she is doing, her innocent involvement with the
issue—by just retrieving the gurleads to her murder, andagadoxically, not by
terrorists but street kids whom she has to chase. The scenes of policemen chasing Ayten
and their arrest of Ayten‘s group member s,

without any purpose, powerfully expose the political andal problems in Turkey. The

film's scenes in Turkey are very important
29 For more detailed explication of the Kurdi$hrkish dynamicsiGer many see —The transn
mobilization of Ethnic conflict. Kurdish Seperatisn

http://lwww2.edu/~fredr/kurds.htm. The article includes facts about violence between not only Turks and
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about a Turkish nation which for two decades has been declaring its readiness and its

right to enter the European Union. These politorablems and the question of European

Union membership become transparent in the next episode between Ayten and Susanne.
However, while letting Ayten‘s voice artic
same time, Akin portrays how her approach eoldgically manipulated.

In a long take we see Ayten entering the kitchen where Susanne sits at a table
preparing cherries for a cake. Upon her en
Morgen,‘ the only Ger man phr & Busasiiesayu s e s,
that it is already noon, and that Ayten should not smoke on an empty stomach. Although
Ayten has not even asked for permission to
prepare her coffee, she simply says, it is ekayplying it is okay that she smokes on an
empty stomach. Next, as Ayten‘s back is tu
frame, Susanne asks Ayten about her political status, to which, without turning around,

Ayten replies that she is a member of a political restgtayroup. In a frame that includes
both, we see Susanne‘s face slightly turn
what exactly Ayten fights for. As Ayten replies that she fights for freedom of speech,

human rights, and education for everyone, shds up turning more fully toward

Susanne and explains that in Turkey only people with money can get edd®ation.

For the first time, Susanne looks up from the cherries and, facing Ayten, says that
maybe things will get better when Turkey joins the Ejjted moves toward the kitchen

table where Susanne is sitting; she seats herself at the table while declaring her mistrust

Kurds but also between different Kurdistganizations, as well as instances of Kurdish attacks on German
police officers through the 1990°'s.
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in the EU. She talks about how the EU is led by colonizing countries and lists Germany
as one of them. As the shot reverses to Susahpas still occupied with the cherries,
we see from her expression that she does not agree with Ayten; as a smirk appears on her
face, the shot reverses to Ayten saying that they fight against globalZation.
Ayten‘s wuse of t hestatkingaboathdodlielseconveye whi | e
how her political identity is predicatesh her adherence to a group identity and its
conventions. Her strong way of expressing herself illustrates how seriously she identifies
with the group and their ideologies. Inense, by defending her ideals, Ayten performs
her identity. Her political orientation serves as a difference, like ethnic affiliation and
ethnic conventions, by which identity can be defined and performed. For instance, when
Lotte offers Ayten some ofherl ot hes, Ayten‘s refusal of a
do not wear American brands reveals not only her own preference but how this
preference is closely linked to a particular iderti#y partisan identity of anti
Americanism and angjlobalization. Itis also important to note however that her betrayal
of the group at the end illustrates her ma
awful consequences.
Upon her angry remarks about her mistrust of the-Htue colonial powers, as
she calls them-Susanne then says that maybe Ayten is just a person who likes to fight,
and for an instant | ooks at Ayten as the r
am crazy?l I n another reverse shot, while

gueston, Ayten gets up fiercely and in a harsh tone continues to explain that one has to

#0The conversation between Susanne and Ayten takes place in English in a fitting manner to how Akin
portrays the issues at stake through an internatiensl

®laAyten i mplies the political group with which she i
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fight if a country kills its people because of looking or thinking different and wanting

freedom. In another reverse shot, we see Susanne stopping; as she puts hehéand on

cheek, for the first time she listens to Ayten for some duration. The shot moves back to

Ayten who continues to explain that they protest to have work, energy and schools. When

the reverse shot comes back to Susanne still facing Ayten, this timervaitiamatory

hand gesture, she repeats her exacts words
you join the EU.Il Susanne‘’s expressions 1in
with Ayten despite her willingness to listen to her.

Thedialgue at Susanne‘s house ends with Ayt
Union. She says —Fuck the EUIl as she wal ks
looking at the cherries, and with her face down, momentarily looking sideways, she says
to Ayten that she does natint her to talk like that in her house, and that Ayten can talk
|l i ke that at her own house. Then, with her
awaiting a response, we see her looking back sideways toward Ayten. Ironically, in the
beginningofthe nt er acti on, Ayten had used the wor (
actions with which Susanne seemed to disag
astoni shed face, she says _okayl while tak
and is oubf the frame, Susanne is in a focus shot showing relief with a sigh. Despite her
brief entry into a _home* |l ife at Susanne’
feels forced to leave-not because of her race or ethnicity but rather because oivher o

realization that she cannot stay there with her drastic opinions and manners. Hence,
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Ayten crosses another threshold by leaving the house; after her departure, she becomes
homeless and illegal®?

The interaction between Susanne and Ayten whichendswlbusanne‘® s wor
and with which Ayten has to agree, significantly draws borders and boundaries relevant
to the | arger context of the two character
Ayten and Susanne conveys an irony in that, while the hopeof K ey * s entry to
comes from a German character looking at this as a possibility and a solution to the
problems against which Ayten fights, the Turkish character is suspicious of this hopeful
picture. The general public opinion on the issue of Turkey possi bl e admi ssi
in the last ten or more years follows an opposite trajectory, whereby the Turks want entry
to the EU while they blame Germany and ot h
admi ssion. Susanne® s p oyrshowiagyher hopedulvesiont ur ns t
about Turkey®‘s entry to the EU. I n this se
than Ayten, who naively equates colonization and globalizatmmflating colonization

and the European Union as well as globalizatioda Amer i cani sm. Susann

answer, using the exact same words as befo
join the EU, Il i s apt and explicitly convey
from the government of Turkey for which Aytens f i ghti ng. Susanne®s

derives its logic from the fact that under the pressures of joining the EU, Turkey must

change its unjust living rights and standards. Thus, things will have changed when

#2\While her entry and inclusion to the house is part of crossing a threshold, as Waldenfels explicates leave

taking from a foreign territory as also crossiggpar eshol d, Ayten‘s departure in
t hr eshol d Sohwalememtgunéchst die-Haus oder Tempelschwelle, die wiglierenwenn
wir den fremden Raum betr et adenoder uhewieder entfdrnars sen, wenn

Significantly, this implies a metaphorical threshelth the sense that her identity is once again
reconfigured; she becomes homeless.
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Turkey enters t he EKresornatesdvihesgoing Gdntesnponarye * s r e
political adjustments Turkey has been undergoing under the pressure of European nations
for the sake of entering the E&?

The narrative validates Susanne‘s |l ogic
throughthecoursef events that | ead to Ayten‘s arre
Germany. Ayten has escaped from Turkey due to feeling threatened but not having
actually experienced persecution. When her asylum is rejected, she is told that she needs
not fear politicalarret or torture upon her return to T
expectation to join the EU. However, she i
begrudging willingness to overhaiis policies. On the other hand, the depictions of
Ayten'’ s pr i srthetdrturé sd homroestofiea presimedabout Turkish
prisons. She plays volleyball with other women, reads books, and can have visitors. The
threat or torture in fact comes from the w
portrayal of improved prisoconditions as well as humane treatment of the prisoners
illustrate that a major point of international criticism and one of the most striking
drawbacks in Turkey-the standard of its prisorshave been evolving for the better.

The handlingtbbht Apeeomescasateernational
reveals how Turkey takes on a different identity because of having to prove itself to the
international community in expectations of EU admission. While trying to gather
i nf ormati on a b dukish detective respansibte éontlheltase tells Ayten

that they do not care about her organization, rather they have an international crisis. He

23 |n recent years, Turkey has been reforming its governmental policies on the rights of minorities, such as
granting Kurds the right of speaking Kurdish and opening media channels to Kurds. Nevertheless, the
identity which Turkey has been performing largely through imposition of European nations still raises
guestions as to its genuine nature.
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explains that German ambassadors are forcing them to provide answers. Turkish officials

are worried about hothey will explain matters to European investigators. The way in

which Ayten's interrogation is worded reve

for Turkey at the point of the Ger man gove

treat ment @e@nuchAnpore mtansigely expose how the pressure from a

European country i mmediately changes the t
Hence, the film's portrayal of Ayten's

in it are significant for several reasons. Firstatveys the vexed identity conflict and

crisis of Turkey between the remnants of a nationalist identity, which both cause the

problems Ayten fights against as well as causes the continuation of terrorist activities,

and a transnational identity which meenghip to the European Union requires. In this

sense, there seems al most an anal ogical st

Ayten and Turkey‘s wait at the threshold o

unacceptable gestures of smokingande ar i ng i n Susanne‘s home,

unacceptable human rights standards cannot be tolerated by Europe; Turkey must adhere

to the European nations' expectations and

nationalist one it has been performing. Second, whidev eal i ng t hat Tur key

cannot be contained within the country, the film shows that both the world of Turkey and

the European world of which it claims to be a part, must work in cooperative ways for

change to occur, even if this change occurwsloy and not necessarily

genuine and free wil]|l. In this sense, whil

performance of a different identity in accordance with European expectations, the film

reveals the country‘'s identity in transit:.i
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Thus the dispute between Susanne and Ayten is also significant for portraying
each character‘s identity through their di
defines her identity by her political orientatiefnowever not in association with Turkish
natioral identity, rather as against the Turkish government. She transgresses the
limitations of national identity but she is a closed character in the sense of her attachment

to a political ideology and group. In contrast, Susanne represents a Europeantiuntit

entails her Germanness and openness to Tur
Lotte's identity, which is willing to comp
the other hand, we eventuallg hesrpattdafyt

lawyer fees in Germany during the case of her deportation. However, the spectator
witnesses her transgression of a German or
Susanne‘s arrival i n Tur ke y—atooncaneestiontd\y t e n .
Ayten and Nejat ' s #ifiratn wKe a clovealdok ab anssenaatitat t he e
shows crisscrosses during the characters"®
visually while they themselves are not aware of their cororecthemselves. While
connecting characters from diverse backgrounds, this scene exposes the similarities and
parallels in their experiences, as well as conveying the transitions and thresholds in their
journeys. Then | take a look at the crisscrossemguine border scenes in terms of the
effects they create.

Taking place in Ge rhiaacysscaobsingaf patfisetheer * s d

scene shows us two pairs of characters. Lotte has left home and Susanne to help Ayten

#4The spectator has already seen that Nejat is buying a German bookstore in Istanbul, so maybe, Nejat is
back in Germany before his relocation. This probably is the only explanation to this scene as well as
another one that brings Ayten and Nejat togethé& ermany—without their actual meeting.
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find her mother; Nejat hasftehis father and begun a new life with Yeter still on his

mind. In a long take, first we see Ayten and Lotte driving in the car, and as they move
forward, simultaneously, we see Nejat and Yeter on a bus. In a sense, the scene
represents Yeter, aftéerdeath, accompanying Nejas a ghosbn his bus ride. This

i mage proves the significance of Yeter to
other, both looking out the window; close ups show their sad face expressions. While

Nej at ‘s gviendow slightlytfaces toveard Yeter, her look is directed toward

Ayten in the car. Next, in the foreground, we see Ayten and Lotte, sitting side by side,

each looking worried. Indeed, in yet another instant, in the next shot, Lotte is stopped by
the policeand Ayten is arrested.

The scene immediately brings to mind the scene with Yeter and Nejat on the bus
when Yeter confided in Nejat what she does and expressed her wish that she wanted her
daughter to be someone like Nejat. However, in this frame, wiyder as homeless
and illegal, looking for her mother. Her company and support, the German character
Lotte—against the will of her motherhelps the illegal refugee Ayten. Meanwhile the
TurkishGerman character Nejathaving disowned his fatherand indebtedio Yeter
has the intenti ontotosufpuplofritl |Ay¥Yteetne' rs' se dwicsaht i
particularly significant because of the symbolic connection it creates between Lotte and
Nejat by showing their destabilized lives and broken familial ties giroleir
relationships with Ayten and Yeter. In a sense, they have chosen to become like-Ayten
sort of —revolutionariesl against their cu
literally homeless, the other two chose homelessness by breakingramayeir

relations with their homes and parents. In fact, the scene brings together three characters,
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a German, a Turkisfserman, and a Turkish character, of the younger generation and
around the same age, somewhere around Bremen in Germany, and &teddjmmn
their parental relatiorsin a mobile state of transitiorf®>

With regards to the characters® transit
look briefly at the crisscrosses during the border scenes for the similar effects they create
to the abovescen&usanne‘s arrival i n Istanbul take:
boarding the plane for Ger many. | mmedi at el
suitcasesoming out on the other sigdan Istanbul. Susanne has arrived. The sc#ne
exchange of places parallels the beginning
plane for Turkey while Ayten crossed the border to Germany. Although the coffins go in
the direction of the charactémigins, the loved ones of the deceasedghé other
direction, generating an uneasy and exciting effectensified by the instrumental
upbeat music, suggesting action. Deni z GOk
perspective beyond national huguwyredda rsi es hfi drt

transitions between Turkisness and Germanness, mutual mimicry, performance,

masquerade and humorll as possible tactics
from the earlier films of —cin&hbaveof dut vyl
al ready i | | usTherEdge ef tHeatemahievéskshiftarid sransitions

bet ween Turkishness and Germanness with re

Moreover, this is the only scene in the film that
l ooking out the window faces the direction of her d
metaphoricallyconnects the mother and daughtelespite their real separation and sadness.

_Turkish Delight, German Fright: Un Mapgpihdtieng Opposi
Margins, ed. Karen Ross &Derman, pp. 1792. p.188.
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However,The Edge of Heaverpresents at large a visual and narrative spkt
of shifts and transitions. Not only its opening flashback scene in Turkey cutting into
Bremen, but a constant _shift?® bet ween t he
which the border scenes and coffins exemplify. While the border scenel\ssyraify
the _traffic i n bodactionthey gererate unsettles o Turkishhaad nat u
German binary narratively as well. The first border scene and exchange of places,
bet ween Yeter‘s coffin and Aytsen ,hriemmloil dat
experience of arrival to Germany, as well
the same time, Yeter‘'s death brought about
leading to transitions between his German and Turkish identitya@this shift of
pl aces and consequential shift of relation
transitions and thresholds through their interconnections with one another. Next, |
examine Susanne‘s stay i n lasstoanatiorufdr her, whi c h
but also for the other two characters, Nejat and Ayten. Specifically, relations between
Susanne and Ayten, and finally between Susanne and Nejat, characterizes them as
transcending fixed identities defined by national, political, artural attachments while
portraying their parallels and similarities.

After her arrival in Istanbul, Susanne spends a terribly sad night at a hotel. We see
her mourning Lotte in a scene shot completely in the closed form style, with very dark
lighting, and a claustrophobic, depressing mood. After her meeting with Nejat the next
morning, she spends the next night in 1sta
apartment. In this scene, the room is very

contrast to her night before, the scene here creates introspective and retrospective moods
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of the open form, infused by intense white light. Susanne reads that Lotte understands
why her mom disapproves of her; she is too much like her mom. The diary reads that

Susanne had travelled through Turkey to India in a spirit of freedom and looking for

herself thirty years ago. Susanne‘s Vvision
' i ght, as we see Susanne | aying banlikg, with
face, reveals a moment of resolution to Su

morning portrays a transformed image of her. Walking down the same street as Lotte has
done during her stay at Nej at ® emeaplaingt ment ,
tavlia at a café in a similar walk of ease
she strides by; her picture evokes a sense of lightness for the first time in the film. Her
night in Lotte‘s r oom ame whichhesactersefne por tr
reconciliation with Ayten also prove.

When Susanne visits Ayten in prison, to
affectionately replies with her offer of help to get Ayten out of prison. This is a surprising
and drastic change imothe beginning and conveys how Susanne transgresses her
reservations about helping an illegal political activist. One could expect that because of
her daughter*s death while trying to help
her at all. NevertHee s s, not only in this scene but al
after Ayten leaves prison by repenting her actions and comes to visit Susanne at the
German bookstore, Susanne offers to help her again and invites her to stay with her at
Nej atc'es pPAllfa er Susanne pronounces the TurKki

corrects her, Susanne embraces her warmly.

259



In his recent threpage commentary on the film, Thomas Elsaesser brings

attention to the rel evanceHaméSchygullandsa use o

key factor in Akin‘s built up of a —mor al
cal cHes observes that —Schygulla as the ma
film's | iberal consci enece.-#asEIltshees sgavearr dpioasni

pl edgel extends —t he g e-GemaatH ool nlaylw oboudrlld edni aol
(Sirk was Ger man-Twkis—~rBulr ot poe aan’f2vhiderlangesmng u e .
with EIl saesser that Aki n*‘ s ofenéladiaroagicfionf Schyg
producti on, El saesser‘s remar k ambivalent |
by way of Fassbinder and particularly his character Schygilia oldest and most
famous female character of the new German cinema and an archeBgssbinder
films. While in EI salausrskdr rs‘hsl -Torkish-cern,matple e n4-G
dialogue maps out equivalently to the German Fassbinder and Turkish Akin, | suggest
that we also consider the implications of the European dialoguerthediistructs on a
narrative level-specifically through a web of interconnected German, Turkish, and
Turkish-German characters Akin deploys in his film.

Particularly through Schygulla‘s roles
cautious German mieér and simultaneously as a representative of an open European
identity, in engagements with both Turkish and Tu@#rman characters, Akin indeed

forms a triangular dialogue of Germany, Turkey and Europe. Further, however, | am

®"Thomas El sac€asen, uslit hiFidalm Comment-37p84ady/ June 2008

e explains that Akin inscr iFlmess bhiindeel fmeil mtda atmae |-
El saessear ‘s reflection insightfull ympporlaraces the gen
American, German, and Germanrkish directors, his explication that Sirk was Gerrbam, highlights

his Germanness to the Hollywood dialogue implicated

di alogue enabl ed by eAkmann nse sfsi,| nan dF afsksibni ‘nsd eTrursk iG ne s
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interestedinhow Schywl | a* s performances of Susanne i |
more than a European dialogue, extending into a global dialogue, conveying universal
compassion as a virtue that substitutes the values of an ethnic or continental identity.

In Istarbul, we ®e Susanne transgrdes former rgervations and transformto
a role of complete openness, forgiveness, compassion, andmpeakei ng. Aki n‘ s
particular use of Schygulla*s figure, with
Fassbinder and Germanyy fa role of a character who transgresses beyond her logic of
—Europeanl identity, and transcendence of
ironic, yet | venture to say that it works. And it works because of the universal theme
through which Akin portrays her transcending her former self and bond with the
character of Ayter-namely, death.

Lotte's death unites Susanne and Ayten
differences. Akin uses the most human and universal theme, death, as a tietblgavhi
brings his most separated charactenst only because of their national and cultural
backgrounds but because of their ideological opiristogether and portrays them both
transgressing their earlier i deamnotharwhes ‘® af
has lost her daughter instead of a German mother or a speaker in the name of European
Union, and Ayten, as a free young woman who has not only lost her lover but also her
mother—instead of a Turkish political activist. A scene of her atféingy, watching the
waves—s i mi | ar t o Nej at ' s—postrays herteansitidnto@anesvea i n t
beginning.

My last analysis, of the relation between Susanne and Nigjsirateshow Akin

moves not only beyond a Turkish and German binarytwfigties and cultures, but also
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how, while bonding his characters through shared experiences of loss and death, he
reveals them in their most human feran their human likeness. Susanne and Nejat meet
for lunch on the next tdedy afotoemr. SAwss arhreey’ sar
eating, to his question as to what they sh
says that Nejat should not take offense if she gets drunk but Nejat says that he might join
her as they toast and smile. Tdpectator knows the missed connection about both
characters® | osses: Lotte and Yeter receiyv
second generation motherless Turk@drman man. However, Nejat does not only
mourn the death of Yeter, the motherd ur e t o hi m, b wivhichthes o hi s
next scene in the film brings up to the surface and leads to another significant incident of
forgiveness as well as transformation.

The spectator hears the Turkish daily prayer Ezan during three slaotsasique
from different angles, while the next shot shows Turkish men walking down some steep
stairs. Next, we see Susanne watching thes
with wide windows opened fully. As Nejat slowly walks into the framestadds next to
Susanne, she asks where the men are going. When he says that it is the three day feast of
sacrifice, Susanne asks what is sacrificed. We are situated at the same height as Susanne
and Nejat, looking with their vision from high above at numnermen walking the steps
down. With the two characters side by side, looking down at the men, we hear Nejat tell
her the story, detailing how Ibrahim was ready to sacrifice his son Ismail to God for
proving his faith to God. After Nejat explainshowume ei ng | brahi m‘ s f ai

satisfaction, God instead sent a sheep to sacrifice in place of Ismail, Nejat and Susanne
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|l ook at each other and | ooking in Nejat"®s
auch. Il (We have this story too)

This scene &éginning with Ezan and highlighting the Islamic grounds in Turkey,
as wel | as thematizing Turkey®s religious
and question is particularly important for two reasons: first, while revealing yet another
crisscross-t he shared religi ous—tlsetseneyn faotfisesAbr aham
above religious and cultural differences between the Islamic and the Christian world. In
this sense, the scene is yet another example of how Akin poses a Turkish, German,
Europeardialogue that goes beyond binaries. Against the difference of Islam, through
which public discourse excludes Turkey from Europeanness, Akin focuses on a
connecting stor-between three religious groups; Muslims, Jews, and Christians. While
the story couldhence be seen as illustrative of a connection with the spectator across
religions and cultures, as well as playing into the Turkish, German and European triangle
of dialogues, Akin‘s continuation of the s
fromthemacr o to the micro | evel, revealing its
instead of a Turkish or German world with which he identifies.

To Susanne‘s remark that they have this
personal story about how he hadexkis father if he would sacrifice Nejat. In a close
up, with shaking voice, Nejat expresses how he feared the story because his mother died
when he was young. In the reverse clupeSusanne waits a minute; with her eyes and
smile full of compassion, skes ks, what his father replied.
father would even make God his enemy to protect him, in the next close up of Susanne,

her eyes filling with tears, she asks, if
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why the scene iso important to the overall film lies with how Akin individualizes

Abraham‘s story and makes it meaningf ul on
and Susanne, but even Ali. Susanne who jus
response, declaringmar ent “s wi sh to protect his chilc

between the parents of the film, despite gender and ethnic differences between them.
They all love their children and want to protect them.

As i n HaddOmwvhese he deploys open wioms and a balcony in
revealing Sibel*®*s and Cahit's relative per
transformations, here in front of another wide window, almost like a balcony, suffusing
the spectator with a feeling of highness and openness simulsyewse see the
generation of a moment of personal revelation to Negatransformative moment.
Susanne‘s question whether his father stil
witnessed the deaths of a mother, Yeter, and a daughter, Lotte. While atefetrdly
reply, and the shot moves to the men walking down the street again, he asks if Susanne
can take over the bookstore for several da
his father. Akin‘'s wuse of tltd agmattieals' opan
standing above the men who are going to the mosque reveal less the differences between
t he men and Susanne and Nejat, and more th
the shared story. Susanne'‘esapersoawhalstersr her e
with open ears and eyes, and with her question, she becomes the generator of forgiveness
and peace.

Akin‘s stories of ¢ uThe kdgeaol Heavesunpassest and

HeadOn by way of creating characters not onlyTafrkish-German background but by
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way of including Turkish and German characters and by interweaving all of their stories.

In doing so, he usefully unsettles the geditical Turkish versus German outlook and is

able to expose these problems beyond tihampeters of Turkish political landscape and
geography. However, he also presents tales of love and death crisscrossing through
generations and familial sets, all along showing the spectator how alike the characters are
in their losses and sorrows. It is lo@ramatic and exaggerated and sbléadOn. Yet, it

i's my hope that my analyses of both fil ms
these films are of utmost significance to the Turk{Serman culture and our

understanding of its contemporary taurs, as well as the trajectory of TurkiSterman

film.

With regards to my above observations, it is important to clarify that, although
Akin*s films are certainly not social docu
convey us more open and eimgc venues about the contemporary whereabouts of
Turkish and German cultural realmi&Also, both films build more hope for individual
growth and transformation. This brings me to the second value in these films, namely, the
transformation Akin enables fromhe —ci nema of dutyll fil ms r
people, its community and experiences in Germany to these transnationat films
regardless of their uses of melodrama, spectacle, and exaggesadmevertheless
indicate a new direction. Akin does rwily break away from the paradigm of

victimization and portrayals of TurkisBermanness through a lens of dominant culture

29 Akin is in a privileged position to portray these insightful stories because although the films do not

depict social reality, they spring from a distinctmind s | al ready expl itcated in te
conscd u s n-eamdsallspirit who knows the two realms and their relations quite well. For instance, to the
guestions HeddOn® Il r && i ni as replied that tHMHead®On I m i s ¢
is the result of Ak isabos hissowmsogakzationl AkiGaegen®die $Vand.\Dast i 0 n

Buch zum Film mit Dokumente¥iaterielen, InterviewsKiepenheuer& Witsch: Kéln, 2004. p.234.
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versus minor culture, but also enables an alternative paradigm of movements and
transitions with his films that trace a twiirectioral route, going between Germany and
Turkey. On this route, while iHeadOn—along with portrayals of alternative
homecomings to TurkeyAkin represents the transformation stories of two young

second generation TurkisBermans, immhe Edge of Heavehe presnts us with

transitional and transforming identities of Turkish, German, and Tw®&isiman

characters interconnected in a Turkish and European world that is also gradually shifting

and evolving.
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Conclusion

| began this dissertation assertingslie A | son‘ s poi-Getmat hat Tur
literature is not a tirgbld bridgebetween two fixed worlds arfdllowing her proposal
to treat TurkishGerman literature as a threshsjohce. As Adelson explairtbe image
of a threshold lets emerge the appearans®wiethinghew Accordingly, | posed a set of
guestions about what we can see that is new and difiergsits which portrayrurkish,
TurkishGerman and German characteesellingbetween the two countries and
negotiating interactions in both TurkishdaGerman cultureS? Consequently, what the
analyses have shown actually enallssb see how these texts servdalagsholds, in the
sense of creating unique crossioger effects and thereby generatprgductive and
positiveeffects regarding identitseand cultures.

In thepreceding chapters, | examindifferent examples of thresholds in terms of
crossing boundaries as well as in terms of the unsettling effeethairconstitutes
various borders. ignificantly, | explicatedhe tireshold in termsf a space that allows
reaching new realmsimplying attainments of new identities, becoming a new person,

becoming more than what one was before. Accordingly, the most indicative effect shared

°Adel son explains the —mewl that emerges in the thr
interpretatorm bout Paul Cel an' s -bppaent rTya:wa-dFag r tthhee bJeda pveereens eo f
language poetry does not mark a border (Grenze) between two distinct worlds but a thBxthetdl€)a

site where consciousness o0+FAgsao nmestth iBneg wneeew :f |Aa sMaensi fi
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by all the texts is the manner in which they allow their attara to transform into new
selvesandob e c ome _ mor e’ t htherbegimriing of theirmargtives.e r e a't
Underlying suctiransformations of the individual characters #mel
transcendence ¢f h e-b et weenll mode, howeyv thetextsialow t he m
for a destabilization andnundermining of thebetween two worldsparadigm. This is
particularly important for the unsettling eéits the narratives create around the
presumably separasad stable worlds of Turkey and Germany. In aapergense, this
body of literature and filgdepicting traversals in Turkish and German cultural and
geographical scapgis uniquely able to map the dynaiof two complex andhanging
Turkish and German worlds withter-connections—a configuration thais closer to
lived reality than the fictional two worlds paradigm. In order to view the ways which
each chapter‘s texts enatlegardungidentitesaseell _cr o
as theTurkish and German worldswlould like to at this pointeturn to these effects
more individually.
The first cSelanpdereie Gabe derdredadDer weinende
Granatapfelintroduced us to the German protagonists Alexander and Ferdimhaad,
both think withinthe boundaries of the two worlds paradiguring their travels in
Turkey. On tle one hand, the novels portridng manner in which the protagonists think
with cultural binaries and essentialisn@n the other hand, both texts, whidilize
uniguenarrativestructure create threshold effects ihe sense that they deconstruct the
cultural fable of two worldsimportant to this effect is the way in which the texts reveal
Turkish cultural and spatial landscape a mix of East and West¢co-mingling of both

modern and traditional and-salled Asan and Europeaelements, whickerdinand and
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Al exander view throumgédveaalitwg twhe |l gsdt dgenrsi
worl dsll t hi nki nhygeaesatinghe ilusdryretiect sugraundaied
cultural fixations, the novels enable @cdnstruction bthe fable of two fixed worlds-
East and West, Orient and Occiderats mapped respectivelytoriTurkey and Germany.
Further, inSelim oder die Gabe der Redlee addition of diary entries to
Al exander ‘s aut Debwemaendedzmdtdpfe| she fandastid doubhng of
Ferdinand with the Sufi poet function likereshold for the readers as well as the
protagonists. Throughout the narratives of both novels, the readsses ovérfrom
witnessing Alexander and Ferdinanddat Turley in fixated terms-with the lens of the
two worlds paradigrm-to recognizinghe paradigm and its ugethe narratives as
illusory. At the same time, through their travels and experiences in Turkey, both
Alexander and Ferdinand cross over their own boutitieling; they pass beyond a two
worlds paradigm, thereby attaining newaiternateself understandings
The second chapter analyzed how the noSelam BerlirandDie Briicke vom
Go | d e n e ryoutygnotagdrssigoing back and forth between TurkisidaGerman
city scapes and cultural reallmsr oss over to open _transcul t
from sociacultural and national identifications. In addition, as this chapter explicated,
the novels*' depictions of Tvuerrkte yt haen d—bGeetrweae
worl dsll paradigm by representing Turkey an
Furthemore the portrayals of specific locations, such as Kreuzberg and a travel agency
in Selam Berlimand the Bosporus and the Golden HiorDie Briicke subvert stabilities
of Turkish and German worlds by depictisignificant transitions in Turkish and German

Ci t i esandprgsess t
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For instanceYadeKara portrayed the transition in Kreuzberg after the Wende,
revealing the diverse pluralityf its inhabitants antherebysatirized—a ut hent i cll c | @
of Turkishnes about the area as well as abhatTurkish peopleDzdamar usethe
bridge metaphor in new ways destabilizeessential notions of vet constitutes Europe
and Asia By uilizing the Bridge of th&olden Horn, she conveyise intermingling
nature of Asian and European elemenitin the two sides of Istanbuitraditionally
presumed to be equally divided as Eastern/Asian and Western/ European. Rgyticular
her use of thBosporusstaitand hernarat or *s | i teral <c¢crossing a
by ferry createsa threshold by revealing these polar entities as flowing into each other
rather than as isolated, thereby also portragfiegdeas of tradition andodernity

associated win each sidas cemingled.

Furthermore, t hi spadidularpointsrofcennettierxands r ev e a
intersectiorbetween Turkish and German worldghe past and presetfitor instance, in
Selam Berlinthe protagonidia s an ‘* s p a upamntessectin@ point withehe
historyof the Wall, ironizedbHas an‘® s f at her ‘ BastdrmlWest e | i f e |
Germany. InDieBricke t he connection between Turkey
and | s tespectivestuderd movementsa link furtherextended through wider
global contexd—enable to cross beyond binary worlds. These examples indicate some of
the ways in which Turkish and German worlds in their evolutions have been intricately
connectedatherthan separated.

The last chapter explicatédw Fath Akin s i dent ity whatrtrayal s
constitutes an authentic Turki€herman identity. The various portrayals of characters in

the filmsHeadOnandThe Edge of Heaveshow how TurkiskGerman identity implies
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more than a constahtidged couwlition between two culturaides A k i portrayals of
TurkishGerman charactergeate a threshold effect by destabilizing the fixity ofuaey

hyphen andby subverting the concept of a pdetermined TurkisnhGerman identity. In

this sense,imiilarlyt o Oz d a ma r of the twioedes ot Bosparus as fluidly

connected Aki n‘ s portr a-Garhan ddntitiesisuwggest that theltwor k i s h
sides, Turkishness and Germannessgxist opaly, transitingfrom one side to the other,

to varying, unpedictableextents.

While showing TurkiskGerman charactergentities in experiences of fluid
transitions and thresholds, Akin®snvarious
bet weenl t ntead,caminiscent @sn.oclak ‘s geeanayalk s, t he
indicate that living with two cultees and worlds cannot be seen along a straight line,
narrowy definedas being either Turkish or Ger man.
between Turkish and German worlds reveal fi@ms of becoming, alwing oneto
recognize how these identities fluidly transition from being Turtasimore German or
vice versa—aswas the case for Cahit. Significantly, while both films enalpleto see
the openness lnerent inTurkish-German identity, they also providdternateroutes of
journeys with implications of personal thresholds for seagemkration TurkistGerman
characters like Sibel and Cahit, as well as for a German cha@Bgsanne. ITheEdge
ofHeaven Akin‘s interweavi nglissuéintatheshamativea ng Tur
serves to indicate how Turkey as a country in transition stands in relation to Europe
instead of a direct opposition to Germany. Furthernmibine, Edge of Heavamrovides an
unbounded crossing over effect through the interconmectfdiverse characters in a

humanist sense, conveying tin@nscendence of ethnic, natioreadd cultural boundaries.
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Fati h Aki n‘ s @assing ihe Bridgbegiyns with al view of the
iconic Bosporus Bridge-the bridge that connects Asiafand Eope. Akin® s filr
i nterrogates the <concep ttopas bf brdgesbetweerefiredt wo w
worlds from thevery onset of the film, when one of thei | imerveewees simply and
beautifully articul at es haivadoncepBlr iHleg ienxgp rtehses
his opinion thatthemyta bout East i s East and West i1s W
of ci vi | jaghe putsatrnhe hotion thdie East starts in Istanbul and goes to
China andheWest starts in Greece agdes to LA is ridiculous. Indeed, while the
criticism expressed by these words in front of the Bosporus questions the geographical
stability attached to the notions of what
asksoneto reconsider the notiored what ispresume to be Eastern and Western,
Eur opean an dprimasyimaterial in fis film i$ngsic and the filrmarrates
the evolution of Turkish music througibservations and interviews done with Turkish
musicians by the &man musician Aleander HackeAkin shows how the music of a
country conceived often as Eastern or Asian has at its roots been European and has been
undergoing a process of modernization and of mikEagpean styles until this day.

While Akin maps the complexity and trsitional nature of the Turkh music
onto the transitionsthath e —A s i a n/ E u nuldhasexeriénced,ihe guestlosst a n b
the stability of he divide between set binare&ast/W\est, Asia/Europe, Turkey/
Germany. Akin' s pi c theseworlds mmmdt ecartectiamddi cat es
intermingleTherefore, the film performs a destabilization &fth —b et ween t wo wo
paradigmby undermining the bridge metaphor as well as the exclusive stability of the

worlds on the two sides of the bridge. This fil,m  tCros$singetheBridge i s excel | e
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for uncovering the fact thathough the bridge is literally there, it is crossed; in other
words, the bridge is only a construction, and as the title implies, by crossing from one
side to the other, what onendis is many similarities between the two sides.
What Akin significantly allows us to conceive is that the bridge is only a utility
and what stands on the two sides are not only changirgyéaiso not necessarily
separated by a cultural divide. Furthene, in addition to this ossing beyond the
fixities of Europe and Asia, by bringing Alexander Hacke to Istanbul in this picture, Akin
enables another form of crossingeaersal and aew metahor in TurkishRGerman
film—as was also the case wiils other filmsexaminedn chapter three. This move
functions to cross the bounded nature of TurkiGerman film within the boundaries of
Germany. | believe Akin could have made the film withidatke but his choice in
portrayingthe hybrid nature of Turkishmui ¢ and with it a country
through the narration of a Gemossiagrevemmosei Cci an
accentuated and poignant.
At this point then) would like tocons d e r A k icnossisg bynsakingo f
Crossing the Bdgeas well as his other films that | disssed in this dissertation in the
context of a reflection by Leslie Adelsabouthow critics do not imagine the migrants to
cross the bridge of perpetuity and land somewhere’’* While Adelson criticizes the
corception of TurkishGermans as suspestion the bridge and incapabldaridng

anywhere new, she explicitly means Germany and the German context as the new place

"Adel son, —Against Between: A Manifesto, Il —Migrants
in perpetuity; critics do not seem to have enough imagination to picture them actually crossing the bridge
andlandiy anywhere new. — 22.
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where the migrants have already lan@&dhkin, with his films, not only literally and
visually enabla the crossing ahe bridge but more thanerely aandingby Turkish
immigrantsin Germany, dgicts landings and crossingsthre other directior—to Turkey.
| am not suggesting that these are landingst he sense bfpoidslobsed —ar
finality. Ratheras | discussed above, they portray more open episodes of comings and
goings, transcending ethnic and national boundaries. Therefore, in the manner that
Akin*s recent films depart from stories in
new routes for Turkisiterman and German characters in Turkey, we can conceive this
as a metaphorical@val at openness-an arrival abpen identities, open roads, open
relations. In this sense, by crossing the bridge of perpetuity in the other dir&cton,
Germany to Turkey, and creating new arrival stories in Turkey, ikimleed crossing a
threshold—enablingwhat we understand as Turki&erman cultural productivity to
attain a newer identity.

Akin*s films, as the iimrdatsosuggesiaan al f ame
strong indication of a new stage in the Turkidérman realm that enables us to realize
that old fixities about individual identities and oppositional Turkish and German worlds
are being left behind. Rather, as conveye@nossirg the Bridgeand inThe Edge of
Heavenas well as irbelam Berlirand inDie Briicke more hopeful and open visions
unsettle the —between two worldsll paradigm
Germany as unfixed worlds in transitional states asell as in points of connectedness.

We can askhen whether this has not always been the case, for instance, especially after

272 pndelson situates this landing particularly with regard to the entry of Tufkésiman narratives into

Ger man spaces. For instanc?¥e,noicmkt hndn d—aari iefodst @a,sll he
interventions into the Germandore xt , particulary into —the spaces of
32),and later her readings in therkish Turnabout other TurkistfGer man narr ati ves _ inte

the German historical contexts serve as the examples of threshold.
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the Turkish guestvorker recruitment to Germany. And although certainly this has been
the actual social reality, the timétoansendingthe two worlds paradignwhich has
obscured these connections by fixating changing complex worldgtitms of stability

has arrived;He varying literature and filma productionin this dissertaon can be seen as

the forerunners thaut this hgeful imagination to creative work.
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