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Preface

This book is the outcome of a long intellectual and personal journey that has taken me
across archives, film screenings, and conversations in Paris and beyond. Conceived during my
postdoctoral research in France in late 2022, it reflects not only my own inquiries into the
trajectories of Turkish filmmakers in France but also the invaluable support and insights of
many individuals whose generosity and expertise have shaped these pages.

This book was also born in quiet reading rooms where the dust of decades slept on
folders, in corridors where faint echoes of film reels seemed to linger, and in long
conversations that unfolded in cafés on winter evenings in Paris. It began, quite simply, as a
question: What remains of a filmmaker when the lights go down, when the audience leaves,
when history remembers only fragments?

In search of an answer, I entered the archives of French cinema—not as a visitor, but as
someone walking into a house whose foundations he somehow already knew. There, I
encountered the handwritten notes, drawings, and exam papers of Alp Zeki Heper, a
filmmaker often portrayed as marginal, misunderstood, or forgotten in Turkish cinema history.
Yet in those fragile documents, I found a young artist fiercely engaged with philosophy, form,
and the ethics of the image. The archive did not merely preserve Heper; it revealed him.

From those pages, this journey expanded into the living present. I spoke with
filmmakers who navigate life and creation between Tiirkiye and France, between mother
tongues and chosen tongues, between the weight of memory and the necessity of reinvention:

Hiiseyin Aydin Giirsoy, Onur Yagiz, Miiret Isitmez, Deniz Inceoglu, and others whose
voices shape a new cinematic map. They are not simply “immigrant directors.” They are
architects of transnational sensibility, filmmakers who belong to more than one place—and to
no place entirely.

Cinema, I came to understand, is a kind of border in itself: at once a line of separation
and a meeting ground. In dark screening rooms, where strangers breathe the same story, a new
geography becomes possible. One that does not erase difference, but listens to it.

This book is shaped by three intertwined forces archives, where memory resists
disappearance; films, where identity becomes visible and audible and voices, where belonging
is negotiated, sometimes painfully, sometimes playfully.

It is not a definitive history. It is a cartography of encounters—between generations,
nations, and imaginaries. Between the cinema that once trained Turkish directors in Paris, and
the cinema that their successors now make across Europe and beyond.

My hope is that this work opens a small door;
—into the complexities of being Turkish in France and French in Tiirkiye,

—into the creative strength hidden within cultural in-betweenness,
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—and into a future where cinema is not simply watched, but understood as a space of
democratic imagination.

I owe immense gratitude to those who welcomed me into their archives, their offices,
their homes, and their memories; and to the institutions whose support made this path
possible. Most of all, I am indebted to the filmmakers and scholars whose trust, honesty, and
generosity animate these pages. May this book serve not merely as research, but as an
invitation to read more closely, to watch more attentively, and to remember that sometimes, a
film is not only a story on a screen. It is a passport, a threshold, a return.

I wish to express my deepest gratitude to Professor Timour Muhidine (INALCO) and
Professor Nicolas Monceau (Universit¢ de Bordeaux), whose scholarly perspectives and
encouragement provided both guidance and inspiration. Their work on cultural and political
exchanges between France and Turkey created a fertile intellectual ground upon which this
research could take root. My sincere thanks also go to Mehmet Basutgu, journalist and critic,
whose knowledge of Turkish cinema and careful reflections illuminated the reception of
Turkish filmmakers in the French context. Similarly, Deniz Inceoglu, festival coordinator and
scholar, shared with me not only her professional expertise but also her unique observations
on how festivals mediate cultural encounters and shape the public perception of cinema.

Equally important were my conversations with filmmakers of the younger generation,
whose voices form the living heart of this book. I am indebted to Hiiseyin Aydin Giirsoy, Onur
Yagiz, and Miiret Isitmez, who shared with me their experiences, challenges, and artistic
visions. Their willingness to engage in long, open, and reflective discussions gave me an
extraordinary window into the realities of making cinema between cultures, languages, and
identities.

I would also like to extend my warmest thanks to Dr. Matthias Steinle, my host and
advisor during this research stay, and to the Institut de Recherche sur le Cinéma et
I’Audiovisuel (IRCAV), Sorbonne Nouvelle University, for welcoming me between
November and December 2022 with such generosity. Their institutional support created the
environment in which this project could be realized.

Finally, I am profoundly grateful to the French Embassy in Ankara, to Campus France,
and to the French government scholarship programs, whose invaluable support made this
unique research experience possible. Without their assistance, this book could never have
taken its present form.

To all of these institutions and individuals, I owe more than words can adequately
express. Their insights, encouragement, and trust transformed what might have remained a
solitary research endeavor into a collaborative intellectual journey. It is to them, and to the
future of transnational cinema they so vividly embody, that this book is dedicated.

My passion for French cinema and for the transnational cultural stories it tells has been
a guiding force throughout my academic and personal journey. I am deeply fascinated by the
ways in which cinema travels across borders, carrying with it fragments of memory, identity,
and belonging. This book is also a reflection of my enduring commitment to introducing
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French cinema more widely in Turkey, and to fostering a richer understanding of the
intercultural cinematic journeys that bind our two countries. In pursuing this work, I see
myself not only as a researcher but also as a mediator, striving to expand the space in which
French and Turkish audiences, scholars, and filmmakers may encounter one another.

Dr. Serhat Yetimova

Paris / Sakarya, 2025
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Introduction

This book has its roots in the postdoctoral research I conducted in Paris between
November and December 2022. That period was exceptionally productive, not only because
of the archival discoveries I was able to make but also because it offered me the opportunity
to trace, in concrete and historical detail, the trajectories of Turkish filmmakers in France
across several generations. My aim was to map the presence of Turkish directors in French
cinema—>both those who studied in Paris before returning to Turkey, and those who, in more
recent decades, have chosen to remain in France and embed themselves within its cinematic
and cultural networks.

In the earliest phase of this history, figures such as Alp Zeki Heper, Attila Tokatli!, Ulas
Inag, Reha Erdem, and Omer Kavur stood out. Each of them engaged with the French film
world at a time when opportunities for transnational collaboration were far less structured
than they are today. They came to France to study, to absorb the techniques of French cinema,
and to take inspiration from European film culture. Yet, most of them eventually returned to
Turkey, where they pursued careers that, in different ways, remained shaped by the French
training and intellectual formation they had received.

There are many filmmakers who were educated in France and work within the shared
Turkish—French cultural sphere; several examples are listed below. In Turkey, a considerable
number of studies (articles, interviews, theses, etc.) exist on these following directors?.
However, there has been no scholarly work specifically focusing on Turkish directors active
in France after the year 2000 (such as Onur Yagiz, Miiret Isitmez, Yasemin Akinci, Hiiseyin
Aydin Giirsoy, and others). Following the generation of Alp Heper and Attila Tokath, we
encounter the filmmakers mentioned here. Although these directors—whose short biographies
appear below—are highly productive, the vast majority of their creative output has been
realized in Turkey. Yilmaz Giiney, on the other hand, went to France as a political exile. His
1983 film Duvar, produced by Martin Karmitz (mk2), was selected for the “Jury Prize”
competition at the Cannes Film Festival in 1984.

For instance, Omer Kavur, born in Ankara in 1944, grew up in Istanbul. After studying
journalism and sociology at the Ecole des Hautes Etudes en Sciences Sociales in Paris, he
pursued film studies at the Conservatoire Indépendant du Cinéma Frangais. He began a
master’s degree in Film History at the Sorbonne but did not complete it. Returning to Turkey
in 1971, he began working on documentaries and commercials.

As to Reha Erdem discontinued his history studies at Bogazi¢i University to study
cinema and moved to Paris in 1983. He graduated from the Cinema Department of Paris VIII
University and completed a master’s degree in Plastic Arts. In addition to the short films he
made in France, Erdem also directed an original staging of Jean Genet’s Les Bonnes (The
Maids) at the Istanbul State Theatre in 1991.

! Please see for more: A Turkish director in France in the 1950s: Attila Tokath (Interview with Assoc. Prof. Dr. Tung Yildirim
on Cinematic Journey YouTube Channel — in Turkish: https://www.youtube.com/watch?v=1wQMErcEyk0&t=1s

2 The biographies of the directors mentioned above were accessed through the following sources: Imdb, IKSV, Kamera
Arkasi, Metis Yayinlari, and Can Yaymlari. For a more detailed examination, please refer to the bibliography of the book.


https://www.youtube.com/watch?v=1wQMErcEyk0&t=1s
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Ulas Inan Inag, born on 21 July 1972 in Ankara, went to France after high school to
study physics and simultaneously enrolled in the Paris Conservatory. At the end of his fourth
year, his interest in the conservatory took precedence, and between 1995-1997, he worked as
a contracted artist at the Paris Opera. inag, who had been writing stories since childhood,
explains that these eventually evolved into screenplays. His screenplay Picasso Kotiidiir
(“Picasso Is Bad”), a satire of contemporary France through the eyes of a Turk, was purchased
to be adapted into a film by Deiutrum Pro. In 2000, he directed the TV film Le Couronnement
de Poppée, and later achieved significant success in Turkey with his film Tiirev (2005).

Melik Saracoglu was born in Istanbul in 1984. After graduating from Galatasaray High
School, he completed undergraduate studies in cinema and literature at Lumicre University in
Lyon and at the University of Vienna. He directed one medium-length film (Jajambo) and two
short films (Bozkir Tepesi and Telefon). His film Goziimiin Nuru (Eye Am, 2013), featuring
avant-garde characteristics, attracted considerable attention in Turkey.

Hakki Kurtulus was born in Istanbul in 1980. He completed an associate degree in
communication and cinema at Galatasaray University, and then continued his education in
Lyon, earning degrees in cinema and German studies at Lumiére University and the Ecole
Normale Supérieure Lettres et Sciences Humaines. He completed his master’s degree at the
Ecole Pratique des Hautes Etudes in Paris and conducted academic research in Tiibingen,
Berlin, and Weimar. He also pursued a second master’s degree in cinema at Paris 3 Sorbonne-
Nouvelle University.

Attila Tokath (b. 1934 — d. 21 February 1988), a contemporary of Alp Heper, was the
brother of film director Erdogan Tokatli. He graduated from Galatasaray High School and
studied for a period in the Department of Philosophy at the Faculty of Letters, Istanbul
University. In 1956, he went to Paris and pursued studies in philosophy at the Sorbonne
University. He graduated from IDHEC, the French national film school. Tokatli returned to
Turkey in 1960. His 1961 film Denize Inen Sokak (The Street Descending to the Sea)
received numerous awards both nationally and internationally. He collaborated as a
screenwriter with Atif Yilmaz and Kemal Tahir. With his 1970 translation of Elsa Triolet’s
Beyaz At (The White Horse), he received the 1971 Turkish Language Association Translation
Award. He passed away in Istanbul on 21 February 1988 (Koyuncu, 2019). During my
research period in France, I unfortunately could not locate any archival records related to
Tokatli in the national archives.

The extensive interview I conducted in Paris with Mehmet Basutcu provides an in-depth
panorama of the artistic approaches and cultural productions of the above-mentioned
directors. You may listen to this interview—conducted in Turkish—on the Sinematik
Yolculuklar (Cinematic Journals) channel. Mehmet Basut¢u was born in Kiitahya in 1952.
After graduating from Galatasaray High School, he pursued doctoral studies in chemistry and
nuclear physics in France and settled there permanently. Alongside a long-standing interest in
cinema, he worked professionally in this field for many years. Since 1980, he has written on
cinema and theatre in both Turkey and France, practiced journalism, and participated in film
festivals. In 1996, he curated the “Turkish Cinema Retrospective” at the Georges Pompidou
Cultural Center in Paris and edited the accompanying book Cinéma Turc. He also taught
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courses on Turkish Cinema at INALCO (Institut National des Langues et Civilisations
Orientales) in Paris.

Photo 1. The extensive interview I conducted in Paris with Mehmet Basutcu provides an in-depth panorama of the
artistic approaches and cultural productions of the Turkish directors in Tiirkiye, France and Europe.

By contrast, the younger generation of Turkish-origin filmmakers after 2000s—
including Deniz Gamze Ergiiven, Melik Saragoglu, Onur Yagiz, Hiiseyin Aydin Giirsoy,
Miiret Isitmez etc.—have chosen a different path. Rather than treating France as a place of
temporary study, they decided to stay. They sought French financing, collaborated with
French producers and technicians, and participated directly in the infrastructure of co-
production that sustains European cinema today. Their films are not only Turkish or French
but genuinely transnational: born of the cultural, linguistic, and institutional exchanges that
define contemporary European cinema. The difference between these two generations—
between return and permanence, between temporary passage and long-term integration—
forms one of the central contrasts in this book.

From the outset of my stay in Paris, I sought to document these generational shifts
through both archival research and direct encounters. I began by creating a timeline of Turkish
filmmakers in France, a cartography that allowed me to situate each individual within a larger
historical continuum. This work quickly revealed how uneven the archival traces are: while
some directors have left behind rich documentation, others appear only fleetingly in
filmographies, reviews, or scattered mentions. It became clear to me that the writing of a
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transnational film history is as much about absences and silences as it is about visible
evidence.

One of my first and most significant discoveries was a dossier on Alp Zeki Heper at the
French National Archives. This file contained more than five hundred documents—exam
copies, sketches, scenarios, and conceptual drawings from his student years at IDHEC/La
Fémis. To encounter such material was to encounter Heper himself, a figure often described in
Turkish cinema history as a marginal or “cursed” director, but here revealed in the very
process of formation: as a student, an artist, and a restless mind. Digitizing and cataloguing
these materials allowed me to see beyond the mythology and to reconstruct the intellectual
environment in which his cinema took shape.

My research also led me toward other, more elusive figures. For instance, Attila Tokatli,
who was present in the French film world as one of the authors of the screenplay for Docteur
Laurent, left behind almost no archival documentation. Likewise, Ulas Inac, who lived in
France for many years, first as a physics student and later as a conservatory-trained opera
singer before turning to screenwriting, seems to have vanished from the archival record
despite a highly active Parisian life. These silences are not trivial: they remind us of how
fragile cultural memory can be, and how much the history of transnational cinema depends on
traces that are partial, scattered, or missing altogether.

Other figures, by contrast, are far more present. The films of Omer Kavur and Tung
Okan (Bay Okan) generated significant critical attention in France, and I was able to locate
and scan more than a hundred press reviews and critical essays at the Bibliothéque Publique
d’Information and La Cinémathéque. These documents reveal how Turkish cinema was
received in France not only as an artistic practice but also as a cultural phenomenon—framed
by critics within discourses of exoticism, political engagement, or auteurist innovation. To
reconstruct these critical receptions is to reconstruct the cultural positioning of Turkish
cinema in the French imagination.

Finally, my time in Paris was enriched by interviews with directors, scholars, and critics
who have all been involved, in different ways, with Franco-Turkish cinematic relations.
Among them were Timour Muhidine (INALCO), Nicolas Monceau (Université de Bordeaux),
the critic Mehmet Basutcu, the festival coordinator Deniz Inceoglu, and filmmakers such as
Hiiseyin Aydin Giirsoy, Onur Yagiz, Miiret Isitmez, and Yasemin Akinc1. These conversations,
each lasting several hours, were invaluable. They revealed not only the personal experiences
of filmmakers negotiating identity and belonging but also the institutional challenges of
funding, distribution, and audience reception. Festivals, in particular, emerged as strategic
sites of cultural diplomacy, where questions of representation, visibility, and politics are
constantly renegotiated.
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Photo 2. Scenes about my practical post doctoral research on Alp Heper at the National Archives of France

This introduction, then, is not merely a preface to the book but a record of the
intellectual journey I undertook during those weeks in Paris. It brings together archives and
interviews, presences and silences, documents and memories. Above all, it frames the central
question of this book: how can we understand Turkish cinema in France not as an isolated
chapter of national film history but as an ongoing negotiation of borders—cultural,
institutional, and psychological?

This book brings together in-depth interviews with a younger generation of directors
such as Onur Yagiz, Hiiseyin Aydin Giirsoy, and Miiret Isitmez, while also incorporating an
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analysis of archival documents related to earlier figures that studied cinema or spent formative
periods in France, including Alp Zeki Heper. The films of Onur Yagiz, Hiiseyin Aydin Giirsoy,
and Miiret Isitmez will be the subject of a separate academic study. What follows here is
conceived primarily as a scientific field investigation—rooted in official documents preserved
in archives and enriched by extended conversations with filmmakers—that seeks to
reconstruct the historical and cultural contours of Franco-Turkish cinematic relations.
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Photo 3. I scanned and recorded the reviews and press releases of films by Turkish directors shown in France in
Parisian libraries (La Cinémathéque francaise, Bibliothéque publique d'information, Bibliothéque du cinéma
Francois Truffaut)
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PART 1

A BRIEF HISTORY OF IDENTITY POLITICS IN
FRANCE AND THE IDENTITY DEVELOPMENT OF
NEW GENERATION TURKISH IMMIGRANTS

Identity Politics in France throughout History and Current Issues

In order to understand the situation of Turks in France, it is necessary to look closely at
the developments in immigration, integration and security policies in France in recent years.
This general situation is the main developments affecting all immigrants in the country. It
would then be more useful to look at the more specific position and development of the
Turkish community in France.

France has been battling suburban riots since 2005. In 2005, 2 young people aged 16-17
hid in the electrical transformer while fleeing from the police and died by hitting the wires. In
2005, the electrocutions of Zyed Benna, 17, and Bouna Traore, 15, after they hid from police
in a power substation in the Paris suburb of Clichy-sous-Bois sparked three weeks of rioting
throughout France. The nationwide riots raged through housing projects in troubled
neighborhoods with large minority populations. Although they stemmed from the teens’
deaths, they were fueled by deeper problems of discrimination, unemployment and a sense of
alienation from French society (Petrequin, 2023).

The social conflict in France has many dimensions. It is possible to list them as follows:

1. The security and strictness of the laws.

2. Suburbs and ghettoization prevent the formation of a common identity.

3. The lack of vision and polarization of French politics, the rise of the extreme right
and the loss of representation of the left.

4. Police support of the extreme right, their training and the inadequacies of the system

5. Problems of the French economy's loss of productivity and its inability to include
immigrants

The wave of rebellion spread. It took 20 days. Paris, Lyon and Bordeaux burned with
the fire of rebellion. A state of emergency was declared for 21 days. After that, after 2005,
structural reforms started and more social housing, more human-friendly buildings and living
spaces were designed. 60 billion Euros were allocated by the state to increase municipal
services, hospital and school facilities. Despite these, a radical break occurred in 2015. On
January 7, 2015, the Charlie Hebdo attack took place due to the cartoon crisis. In 2020, due to
the cartoon crisis, a teacher named Samuel Paty was beheaded by an 18-year-old student of
Chechen origin outside the school in Paris. On top of that, security measures have been
increased even more. The police organized protest demonstrations. Although left-wing
politician Jean-Luc Mélenchon said to withdraw the law in 2017, the law was not withdrawn.
On June 27, 2023, 17-year-old Nahel Merzouk was shot dead by a police officer during traftic
control in Nanterre, a suburb of Paris, France.
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In the 2000s, Muslims and Romanians were at the centre of the international migrant
problem in France. Especially in the formation of xenophobia, the practices of the years when
Nicolas Sarkozy was the Minister of Interior in 2005 and the President between 2017-2012
have a very significant importance. During 2005 riots Sarkozy said that the events will be
approached with a "zero tolerance" approach and that these places will be cleared of these
people (Sezginer, 2006). France's post-2000 immigration policy develops in two axes. The
first of these is the selection of immigrants who will be beneficial to the country, and the other
is the integration problems of general immigrants. When we look at the new sanctions brought
by the immigration law enacted in France in 2011, it focuses on penalties and deportation
rules rather than integration (Ozer, 2015, p.19-25).

In 2017, a legislative amendment was made and the powers of the French Police were
increased and it was given the opportunity to control the social media accounts of citizens
with permission to shoot at it. (Jabkhiro and Foroudi, 2023) Researchers Sebastian Roché,
Paul le Derff and Simon Varaine, who have produced a statistical analysis linking the increase
in the number of deaths to the law, said a similar rise in deaths by shooting didn't occur in
neighboring countries. They have also questioned the lack of appropriate training for police
officers. “There’s a very clear correlation between this change in the law in 2017 and the rise
in fatal police shootings,” Roché told Le Nouvel Obs media. “On average, there are 25%
more shootings, and five times more lethal shootings. Since 2017, there has been a clear shift
in police practices towards an increase in police shootings™ (Petrequin, 2023).

According to AFP, 97% of French police vote for a right-wing party. French police are
racist and aggressive. Security and right-wing ideological bias is dominant in the French
police. Police unions had defended the right to fire. The strong Nazi connection in Germany
shows that security policies are very common in Europe. The French police also have
structural problems. Insufficient budget, insufficient education, few personnel, institutional
loneliness is among these. France, for example, is trying to solve problems in a largely
security-oriented way. The French state cannot provide adequate and comprehensive
education, hospital and rehabilitation services to immigrants living in the suburbs, and in this
sense, the French police feel alone in the solution process (Altundag, 2023, Jacobin, 2022;
France24, 2022; Burrows, 2017). For instance, Polisse (2011, Maiwenn) is an influential film
about such difficulties in the French police. The French police, who have to deal with a world
of problems at the same time, experience the feeling of burnout and loneliness at a high level.

In the movie Damien Veut Changer Le Monde (2019, Xavier de Choudens) criticizes the
racist laws in France. In the movie, the lead actor named Damien is a left-wing Frenchman
who has officially agreed to be the father of refugee children, even though it is illegal, in order
to help them get a residence permit in France. He criticizes the racist laws in France. But the
police finally catches his voluntary but illegal act. While his brother, who is a lawyer, defends
his brother Damien in the courtroom, he argues that everyone who receives education is a
French citizen. He draws attention to the compatibility of this with the principle of fraternity
and argues that immigrants should benefit from the French education system.

According to a report compiled by Al Jazeera (2023), the UN and EU do not only
condemn racism by the police. Similar situations exist in workplaces. According to the French
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official report Discriminations et origines : l'urgence d'agir, in France, real or alleged
immigrant background is the second most common criterion for discrimination after sex, and
"11% of people have had an immigrant origin or reported that they were exposed to more than
one discrimination based on skin color. The report also mentions that “Men who are
descendants of immigrants from North or Sub- Saharan Africa [...] have an average monthly
salary that is 7% lower than that of men with no migratory ancestry. “It’s even worse when it
comes to access to housing: “people with an Arabic- or African-sounding names are 27% and
31% less likely respectively to get a first meeting with the landlord,” according to the same
survey. What we see here is a systemic interweaving of economic exploitation and racism
(Muncer, 2023; Red, 2023; Cgt, 2020).

Economic inequalities, which are the result of neoliberalism, come first at the root of the
suburban problems. On the other hand, there is the problem of political representation and
shrinkage of union activities, ethnic exclusion, and constant search by the police, violence and
urban congestion (Y1lmaz, 2006, p.48; Astier, 2012; Akpamuk, 2023).

The French Communist Party, which has been on a revisionist line since the 1930s, has
indirectly denounced the necessarily violent protest movement in the face of strong state
repression, calling for "peaceful" demonstrations. Jean-Luc M¢élenchon, leader of the left-
wing Populist Party Unyielding France, urged rebellious youth out of anger not to damage
schools. These words of the leader of Unyielding France were interpreted as he did not
understand at all what was going on in terms of immigrants in the country. As sociologist
Pierre Bourdieu once proved in his 1964 book Les hériters (The Heirs), young people from
the suburbs in so-called "republican schools" are preparing for a future they will never have.
Upward social mobility, access to a permanent job, or even ownership of property is nearly
impossible. For this reason, the French education system is conflicted in establishing a social
republic. Mélenchon has been criticized for failing to grasp these realities of the suburbs and
for praising the French Social Republic. However, it is obvious that Mélenchon, like others, is
condemned for being a prisoner of the so-called prosperity period for the French working
class between 1945 and 1975. In the face of current events, the "extreme left" - climate
activists, feminists, anarchists, Trotskyists, Marxist-Leninists, Maoists, etc. - got stuck in their
common comments and attitudes. For this reason, the French political left has difficulty in
perceiving the real problems of immigrants in the ghettos (Muncer, 2023).

When we look closely at the suburbs, the features of the houses are also remarkable.
Although the block buildings here functioned positively after the Second World War, these
large blocks have become the centres of inequalities and isolation as they are outside the city
centres. Worker immigrants from the colonies and other countries stay here. The average
annual income of the people living here is around 12.000 Euro. That is, they are in the low-
income class. 5 million people live in these residences. The number of doctors and teachers is
very few in the ghettos. 60% of the people living here live below the poverty line. Theft,
drugs, snatching and motor bike use are quite common (Altundag, 2023).

French immigrant cinema and French cinema, which focuses on immigrants, have been
discussing suburban issues for years. La Haine (Mathieu Kassovitz, 1995), which is one of the
films that effectively show the problems of the suburbs, effectively showed the culture of
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being in-between, not accepting the immigrant and French identity, young people who have
no hope for a future in work and education, street French, dressing up and rebellion. 17 years
after the production of the film and 30 years after the first riots in the suburbs of France, it is
striking that the source of the problem has not changed much. Unemployment, discrimination,
resentment, the informal economy, the rise of extremism, anger and violence that have taken
over Europe are cited as the cause of the uprisings in the suburbs (Euronews, 2011).

Today, we do not see many representatives of political movements and parties in the
Ghettos. But in the past, in the 1980s and before, the communist and socialist party had close
relations with the suburbs, but this was abandoned. The last state of political representation
was recognized by the movement against discrimination and exclusion called “SOS racisme”
by those living in the suburbs. After that, the left movements started to break away from the
ghettos. We see that the bureaucratization process is accelerating in the left movement. The
presence of non-governmental organizations is also very limited in the ghettos. However, the
youth of the suburbs are constantly pushing the channels of exit in this closed system, which
clearly squeezes themselves into a narrow space. It can be seen as a start that the NUPES
(Social and Ecological New People's Union) movement, led by Jean-Luc Mélenchon, has
recently become more interested in the problems in the suburbs. In addition, it can be
considered as a light that some suburban youth with high school graduates are interested in
the political field and even appear in local governments. However, it is a fact that a large part
of the French poor abandoned to the suburbs support the anti-foreigner French nationalists
(Poyraz, 2023).

According to Giddens (2012, pp. 402-403) individuals are the product of circumstances
as well as sometimes “social exclusion”. Alternative identities emerge in the ghettos and since
the feeling of alienation and disconnection is very high, all individuals are affected by it. For
example, “People living in a dilapidated housing estate surrounded by bad schools and few
job opportunities are effectively deprived of opportunities that create better conditions for
them. However, this is not the case for many people in society (...) For example; Banks may
refuse to issue a valid bank account or credit cards to individuals living in a particular zip
code area.” These situations are examples where social exclusion affects individuals. These
examples are quite common in France.

A climate of violence breeds crime, according to an approach called the Broken Glass
effect. When the police are more violent and racist, immigrants living in ghettos are generally
affected. If one of your friends is killed, it affects the others. Violence breeds violence. This is
a mass psychology. This is how despair spreads. Stories can affect people negatively. The
ghetto culture hinders adaptation because its integration with the city is physically hindered.
Immigrants mostly live in the suburbs and thus there is social and identity separation. And
when the economy and services are inadequate, the problems become more complex. Directed
by Malian director Ladj Ly, Les misérables (2019) eftectively documents the disproportionate
violence of the French police.

According to the French left political view, the integration policies of the French state
are problematic and inequalities abound. For this reason, a culture of rebellion prevails in the
suburbs. Job, health, culture, education, nursery services are insufficient, teachers and doctors
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are few in number. Immigrants also carry the psychological burden of colonial history.
Conditions are bad in this sense. These young people do not feel French because of
ghettoization they do not prefer or dislike their French identity. This is why brutality and
looting are common. Although the reason for the anger is not understood, the social inequality
of the ghettos is the main reason. The French right-wing political view, on the other hand, is
dominated by a security approach. According to those who think about security, immigrants
do not follow the rules, they use drugs and resort to violence. They clash with the cops. The
real problem is the behavioural disorder and criminal tendencies of these people. However,
the French state gives scholarships, opens schools, offers cultural centres and services, but
immigrants do not prefer these.

When we look at the historical roots of the conflict, an exclusionary feature of the
French national model is noticed. For example, french nationalism, French language,
secularism, republicanism, positivist enlightenment, and active citizenship force non-French
people to change their identities. The French do not accept alternative immigrant identities.
This is why France is having a hard time creating a new social contract. Fundamental
extremism, religious orders and madrasas, which have become common among immigrants,
adversely affect the social contract. The largest Muslim community, however, is in France.
France cannot offer these immigrants a common identity. In order to follow French Islam,
Macron imposed a requirement for imams from Turkey to speak French. The aim was to
monitor and control the Muslims. French politics is an elitist example in this sense. Statistics
show that 4 out of 6 presidents of France are Science Po graduates. The elitist and republican
approach is not concerned with the expectations of the immigrant community. So, France and
Germany also had stopped the activities of the Ulkii Ocaklar1 which are ones of the nationalist
political clubs founded by Turkish nationalists (grey wolves). The goverment regarded the
Ulkii Ocaklari as a radical and violent organization of the Turkish minority in France.

The Turkish minority living in France has a very different position, problems and vision
than African or Asian immigrants. This issue will be discussed in more detail in the following
paragraphs, and the fact that they migrated for purely economic reasons, that the immigrants
belonged to the working and peasant classes, that they migrated during a period when
feudalism was widespread in Turkey (1960-1980s), that their education level and literacy
were significantly low, and that they had conservative Islamic values as a fundamentalist
understanding of religion are the characteristics that should be emphasized when defining
their sociological character.

A Key to Understanding the Situation of Turks in France: Kastoryano's Concept
of Identity Negotiation

This research is based on Riva Kastoryano's‘“Negotiating Identities” discourse together
with the Teun A. van-Dijk’s critical-discourse discourse analysis method. Critical discourse
analysis allows all institutional structures produced by the society and the state to be based on
a political and ideological basis and to be read in this direction. For this reason, this method
was preferred, and it tries to understand how the interviewees approach the ideological and
political aspects of living in France; France's claim of fraternity, freedom and equality, and the
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similarities and differences in the culture of life between France and Tiirkiye. In the
theoretical framework, Kastoryano's “Negotiating Identities” approach was preferred because
it still maintains its validity. In Van Dijk's critical discourse analysis method, each of the
words, their frequencies, intonations, proverbs and idioms, highlighted persons, institutions
and values, events, facts, developments and historical contexts have a special importance. In
this research, it will be tried to reach the discourses of the people who were interviewed in
depth in a comparative way with Kastoryano's statement of “Negotiating Identities”.

Kastoryano sees the presence of immigrants as a factor that causes ambivalent social
structures. Kastoryano thinks that it causes tension between “logic and passion, economic
interests and national ideologies, democratic morality and traditions” and states that the
environment of conflict created by religion, race and ethnic groups leads to the questioning of
values such as the nation state, universality and democracy (Kastoryano, 2000, pp.15-16).

Schleisenger defines the French model as a national model formed on the basis of
universal, republican and individualist values. For this reason, ethnic, religious and cultural
identities constitute an issue of assimilation within the universal republican model and this
means a right for France. Schleisenger, who suggests looking at the American model in order
to better understand the French model, sees a country that recognizes “cultural, national,
religious and even sexual communities” and is “divided into nations” as the “anti” of the
French model (Kastoryano, 2000, p.18).

While Horowitz and Noiriel state that the differences created by immigrants have turned
the issue of how the nation will maintain its homogeneous identity into a problem, Kastoryano
reports that in the context of protection policies, countries such as America, Germany and
France engage in common cultural policies, discourse, tactics and bargaining in order to
eliminate existing inequalities. According to Kastoryano, today, “contrary to the ideas of
republic, unity and equality that nation-states put forward in the context of their founding
representations, their general tendency today is towards identity bargaining.” Identities that
are the subject of bargaining can be material in both domestic and foreign policy in terms of
economic and political interests (Kastoryano, 2000, p.21).

Kastoryano states that there are two sources in the formation of identity and that
identities have a dynamic character. One of these is the identity that is nourished by the idea
of a nation based on a common past, and the other is the source that undergoes transformation
by coming into contact with current economic, political and social conditions. Just as
minorities differ on the one hand with the language they speak and the culture they have, on
the other hand they enter into social interaction with the society they live in and their ties with
other minorities. Similarly, nations are in a constant dynamic relationship by interacting with
both other nations and the social groups that make up that nation. This situation points to the
structure of the nation and its identities, which essentially claim to be homogeneous but
cannot remain so. According to Kastoryano, these structural characteristics of identity make it
difficult for countries such as America, Germany and France to find formulas that will allow
differences to live in harmony (Kastoryano, 2000, p.22).
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Based on this theoretical framework, the following hypothesis can be produced. In
today's cosmopolitan and digital world of global communication, it is becoming impossible to
maintain homogeneous identity and cultural forms. In the contemporary world, citizens live
together as citizens, customers and individuals and make a bargain with the nation states they
are in. They prefer whichever is profitable and take pragmatic steps towards the goal they
want to achieve. This study also attempts to understand whether there is such a bargain.

Within the scope of this research, in-depth interviews were conducted with directors
who play active roles and make films in the field of cinema in France. As interviewees are the
young generation of film and festival directors Miss Deniz Inceoglu, Mr. Hiiseyin Aydin
Giirsoy, Miss. Miiret Isitmez, Mr. Onur Yagiz who are living in France on the one hand, they
feel French by speaking advanced French, and on the other hand, they maintain strong
cultural and identity-related ties with Turkey. Living in both cultures and using both
languages effectively positively affects their cultural, economic and political adaptations and
production. Identity bargaining is not only a tool used by politicians for their own political
future, but also a method used by immigrants to make themselves successful. All interview
recordings were made in Paris in November and December 2022. All interview recordings
were recorded, edited and broadcasted by the author of this article on the Cinematic Journeys
YouTube channel . The numbers in parentheses in the findings section indicate the minutes of
the interviews published in Turkish as open access on the Cinematic Journeys (Sinematik Yol-
culuklar) channel.

When we look at the common characteristics of the interviewees, it is seen that each of
them was born in France or came to France at an early age and spent their education there.
Each of them speaks both Turkish and French at an advanced level. Each of them has an
active education and production life in the post-2000 period. Each interview recording lasted
more than an hour on average and includes in-depth interview features beyond the interview.
Brief biographies of the interviewees are provided below.

Deniz Inceoglu is the female coordinator of the Paris Turkish Film Festival. The festival
is organized by ACORT (Assemblée Citoyenne des Originaires de Turquie — Turkish Citizens’
Assembly). The Turkish Citizens’ Assembly (ACORT) is an association that has been working
for immigrant rights in France for over 30 years. It carries out its activities openly to all
immigrant groups so that minority groups can have equal rights with dominant communities
and to combat discrimination against them (Hubert, 2020). Hiiseyin Aydin Giirsoy was born in
Turkey in 1988. He has been living in France since the age of three. After studying theatre for
ten years, he turned to cinema and directing. After directing several short films, he founded
the company Quadrangle Productions with his two partners in 2011. He produced his first
short film, "The Fourteenth", and shot his second short film, "8 Months" in 2013, in Turkey,
in the village where he was born, with the support of the Ministry of Culture. In addition to
his master's degree in Computer Science, he is working on his next short film called "Spider
Web" with the production company "Origine Films" and is developing his cinema-related
projects. Turning to Dust (2020) is the director's fourth short film shot under Takami
Productions (Accesible Film Festival, 2024 and Kamerarkas:1 2024). According to
information on IMDB (2024), Onur Yagiz was born in 1986 in France. He is a director and
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writer, known for Fatih le Conquérant (2023), Toprak (The Earth, 2017) and Patika (2013).
As to Miiret Isitmez was born in 1979 in Strasbourg. She is the youngest of a family of six
children, originally from Tiirkiye. She left her hometown at the age of 20 to study cinema in
Paris. She graduated from Denis Diderot University (Paris VII) and the Ecole Supérieure de
Création Audiovisuelle (ESRA-Paris). She co-founded the film production company “MIML
Production” with Maxime Labruyére, also a graduate of ESRA. Together they produced his
first documentary film titled My Mother and Father (Cinematheque-documentaire, 2024)

The following questions will be answered within the scope of the research:

1. How do the young generation of Turkish-origin film and festival directors living in
France interpret living in two cultures and languages, and how does this affect their
production?

2. How do these young Turks interpret France's oppressive, nationalist and
homogenizing immigration policies of France?

3. How do these young Turks approach the current cultural and political climate in
Turkey?

4. What kind of comparisons do the interviewees make between France and Tiirkiye?

The Historical Change of French Identity and the Transformation of the
Perception of Frenchness

The revolution in France at the end of the 18th century was one of the important events
in the birth of the idea of nationalism. The main purpose of the revolution was to abolish the
privileged political rights of the noble and clergy of the society. The Enlightenment move-
ment was another important issue for French nationalism, in that the individuals forming this
unity were political subjects and constituted the intellectual source of the idea of nationalism.
The society, which was organized within the intellectual motivation revealed by the
Enlightenment movement, saw the privileges gained through theological or blood ties as a
problem. The existence of a rational person in social life as an individual should have
removed the discrimination based on blood ties in the legal context. This intellectual advice of
the Enlightenment movement for the individual formed the basis of the concept of the citizen,
which formed the consciousness of the French nation (Kokerer, 2023, p.38). Renan's
definition of nation is open to "everyone willing" to learn the language and history of the
society, regardless of ethnicity or color (Akkaya, 2004, p.71-73).

The common feature of French and English nationalism, which is considered to have a
significant impact on the Western world, is the dominance of the interests of the middle class
(ie the majority) that started to exist in the capitalist and mercantile economy that emerged
with the collapse of feudalism as a system in which the absolute monarchical structure was
nourished. In this case, the king, who represents the central authority, becomes passive in the
face of the people who represent the majority. The existence of such a historical starting point
is seen in the development of this understanding of nationalism, which is dominant in
England, France, Switzerland and Flanders. Concepts such as civil society, citizenship and the
public have been shaped around a common understanding of power brought together by a
pluralistic management approach. Therefore, in such a structure, the existence of
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discriminations regarding minority groups such as sect, ethnic origin, language and sect is
also excluded. It is accepted that such distinctions weaken the power of the people against a
monarchical power (Emiroglu and Aydin, 2003, s.591-592).

However, Wenden (1998, pp.41-43) exemplifies the changing character of French
nationalism through historical periods. Weden (1998) states that citizenship in France was
given to those who embraced the values of the revolution during the revolutionary years. But
the 1793 constitution made it a little more difficult and introduced a measure of official proof.
In 1946, it was seen that Algerian Muslims could not vote in the elections, except for a very
small educated minority, until the legal change in 1947 in France, which gave women the
right to vote and be elected. This is an indication that some nationalities have not been able to
attain citizenship status. With the 1980s, it is seen that the old French citizenship tradition was
tried to be revived.

First, in the 2000s, there was a return to strict discriminatory policies. For example,
during the World Cup in 2014, the peaceful demonstrations of Algerians, who defeated
Russia, on French streets were criticized by the far-right leader Marine Le Pen, and it was
emphasized that dual citizenship should be abolished. According to the National Institute of
Population Studies, 5% of the French population between the ages of 18-50 has dual
citizenship (Ozer, 2015, p.34-35). As a matter of fact, the documentary Les Bleus une autre
histoire de France (Directors David Dietz, Sonia Dauger, Pascal Blanchard, 2016) shows that
French football players with immigrant background are severely criticized by French
politicians, even if they are successful.

French nationality is different from the English liberal type. French nationalism is not
suitable for Muslims and is very strict. Today, the headscarf ban still continues. Religious
symbols are prohibited in public (Ozer, 2015, p.23). Muslims perceive this as an interference
with their lifestyle and a kind of assimilation. The reasons why immigrants stay in France
despite these difficulties are: economic opportunities of France. Immigrants do not want to
leave because of their economic prosperity. But today's Western Europe and France's
economy is not growing. The Europe of the 1970s no longer exists. Mediterranean type
economy dominates in France: monetary aid. Industrial production shifted to the Far East.
France produces luxury consumer goods such as perfumes and is fed by tourism revenues. It
cannot produce information technologies like America. The main problem of France is that it
cannot have a productive economic growth in this sense (Altundag, 2023).

The Yellow Vests, which started with demonstrations in France on Saturday, November
17, 2018 and consisted of non-immigrant French citizens, were also complaining about the
economy. Decreased state aid, tax injustice, more investments in cities, less investment in
rural areas and suburbs, economic contraction, unemployment were the main issues they
complained about. This shows that the economy is at the forefront of the problems that the
French complain about as much as the immigrants (Koyuncu and Gokkus, 2023; Altundag,
2023; Arayici, 2018).

In the movie called At War (En Guerre, Stéphane Brizé, 2018) the workers are fired
even though the factory they work in makes a profit. They cannot make their voices heard by
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those responsible and state officials by acting in solidarity. The film, which includes a critique
of the neoliberal economic order, also criticizes the silence of national governments towards
multinational companies. A management approach that sees workers as a cost is insensitive to
the economic depression that workers and their families are in. The Yellow Vests are a
psychological outward reflection of this situation.

An Intergenerational Assessment of Historical and Cultural Changes among
Turkish Immigrants and Current Debates

The first immigration agreement between France and Tiirkiye was made in 1965. In
particular, it is aimed to feed the construction and automotive sectors. (Cited from Ali, 2005,
Danis and Ustel, 2008, p.4-6) The migration flow was interrupted in 1974 and the flow began
to be made more according to certain special needs. The settlements of the first Turkish
immigrants were around Paris, Alsace Lorraine and Rhones-Alpes regions. However, due to
the contraction in the employment market in 1980, Turks dispersed all over France (Petek
Salom, 1998 as cited in Danis and Ustel, 2008, p.4-6) This contraction in the employment
market can be explained by the measures of the globalizing world in terms of foreign
investment, cost reduction and increasing the use of technology in the field. According to the
data of the Turkish Ministry of Labor, the factors affecting the migration of Turkish
immigrants to France are the 1971 memorandum, the 1980 military coup, and the intense
conflicts in Eastern and South-eastern Anatolia in the 1990s.

Kaya (2008, pp.38-39) presents the following statistics about the Turks in France.
"According to the data obtained in the Euro-Turks study, 30% of French Turks stated that they
came to France to work, while approximately 49% of them stated that the main reason for
their coming to France was marriage (27%) or family reunification (22%) they have stated.
These figures show how different dynamics international migration has and in this sense, it
presents a continuity that cannot be prevented.”

Kaya (2008, pp.47-49) reached the following conclusions as a result of observations and
interviews held in France. Young people experience differences between street and home life.
They have to act like a Frenchman on the street and a Turkish at home. Not being able to enter
business and education life brings anger. Young people develop anarchist attitudes that do not
belong anywhere. Inability to hold on and future anxiety are at high levels. The expression
"you can be a terrorist" in the language of these young people is gaining popularity. While
Turkey is hated, France is also hated. The young people who make up the anger society are
not only Turks but also Arabs, Africans and French. There is a shared anger. There is a
disconnection between the family and the street life. The father does not take care of his child
because he works day and night. Therefore, he rules the family by pressure. The street is a
symbol of freedom. The child oscillates between this oppression and freedom. Both the actual
and symbolic existence of violence feeds traumatic behaviors. Even within groups, young
people feel lonely and only wish for normalization.

When it comes to 2022, it is seen that the situation has not changed much. Continuing
his research in Science Po, Mehmet Yasar Altundag (2022) seems to have reached quite
interesting results in his research on the younger generation Turks living in France. Young
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generation French Turks are different from previous generations. Unlike their parents, they
were not born in Turkey; they were born and raised in France. They are going to university.
On the other hand, they feel unrepresented in French politics. They think that the isolated
Turks do not represent them either. The new generation of French Turks has an intense
interest in both French politics and Turkish politics. They do not vote for Jean-Luc
Mélenchon, which many Muslims vote for. On the one hand, they deal with the problems of
French politics, on the other hand, they personally experience the desire of the French Turks
not to integrate in the previous generation. They think that neither the French nor the isolated
Turks represent them. They are on the side of the secular state and as a Muslim; they feel the
heavy rules on their necks. Against the violence of the Bozkurt; but they think Turks are being
treated unfairly. Nationalist sentiments sometimes outweigh. Melanchon's support of the PKK
leads them to the Green Party. For the younger generation of French Turks, going to
university means growing up with the values, politics and institutions of France, while staying
in the suburbs and in a closed Turkish community brings with it social and political isolation.
Although they find Turkishness and Islam important and valuable, they think that the
increasing visibility of Muslim women with new generations is one of the reasons for the
increasing Islamophobia in France. Previously, headscarved women used to stay at home, but
now they are on the streets and everywhere. According to them, "Islam in France is being
heavily influenced by all over the world. France doesn't know how to react to it." But on the
other hand, they also state that they are uncomfortable with France's funding of religious
activities by other countries. For example, France went to Morocco to create its own imams
in order to break the Turkish influence among the imams.

Turkish immigration to France followed a three-stage phase. The first of these is labour
migration in the 1960s; the second is the neoliberal-led labour force specific to special needs
that continued in the 1980s, and the skilled-educated migration coinciding with the post-
modern era with the post-2000 digital revolution.

During the Cold War period, 1945-1990, people adopted either American capitalism or
the socialist worldview. From the 1950s to the 1990s, France took part in moderate
republicanism during the De Gaulle era and in the socialist bloc under Mitterrand’s political
leadership. As stated in Le promeneur du Champ de Mars (Robert Guédiguian, 2005), France
became a supporter of American policies during Mitterrand’s final years and after his death.
This political climate caused generations to become politicized as well. While the pre-1990
French policies were socialist and in favour of immigrants, in the 1990s the existence of
immigrants turned into an identity bargain which was mentioned by Riva Kastoryano and
immigrants were perceived as a security threat and came to the fore as an argument in the rent
race of the right parties.

The strict nationalist and secular structure in France causes the general outlook to result
in segregation and marginalization. As a matter of fact, Entre Les Murs (The Class, Laurent
Cantet, 2008) shows the strict nationalist attitudes behind these segregation situations within
the education system. In the film, school administration and teachers have potential prejudices
about African-origin students and the administration does not treat everyone equally. The
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Turkish student in the class is out of the conflict. This is due to the cultural legacy of the
historical conflict between French society and African immigrants from colonial backgrounds.

But after the 2010s, Turkey’s separation from the EU axis and shifting to the Eurasian
and Middle East axis, and its conservative-nationalist and Islamist position triggered an
approach against the political populism of Turkey in France. This structural change has also
affected the young immigrant generation living in France. As a matter of fact, Samim
Akgoniil’s book La Turquie « nouvelle » et les Franco-Turcs. Une interdépendance complexe
[The “new” Tiirkiye and the Franco-Turks. a complex interdependence] draws attention to this
interaction and tension between France and Turkey (Yégavian, 2020; Akgoniil, 2020b). The
French started to show a more intolerant and strict attitude towards the Turks, and the Turks
showed a more conservative reflex conjunctural. As a matter of fact, although young
generation immigrants know French culture and language well, they also show that they are
committed to Turkish and Islamic values. The film Fatih le Conquérant: Directed (2023) by
Onur Yagiz, whom I interviewed, clearly shows this ambivalent situation.

Samim Akginiil

La Turquie « nouvelle »
et les Franco-Turcs
ance complexe
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Photo 4. La Turquie nouvelle" et les Franco-Turcs'— by Samim Akgoniil (Author). The author’s work represents an
important field study in this area that I red it in the Library of Bordeaux University.

Akgoniil (2020a, pp. 55-60) demonstrates that the Turks he interviewed and their
families are directly and strongly influenced by the current religious, political, and cultural
climate in Turkey, as well as by prevailing preferences and tendencies. The following
excerpts, drawn from Akgoniil’s extensive, long-term research, illustrate not only the lived
experiences of the Turkish community in France but also reveal the effectiveness of Turkey’s
cultural diplomacy—particularly since the 2010s—in shaping identity and cultural
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construction among this diaspora population, Below, you will find these findings presented in
their original French form, accompanied by their English translations:

« En effet, depuis la fin des années 1980, un nombre impressionnant des organismes
étatiques en rapport direct ou indirect avec les émigrés se ramifient. Ceci étant dit, quelques
organisations d’encadrement prévalent depuis les années 1990 et ont supplanté d’autres
organisations telles que 1’Office du Travail et du Placement (Is ve Is¢ci Bulma Kurumu). Il
s’agit surtout du ministére de I’Education nationale pour l’envoi des instituteurs et des
enseignants dans le cadre de |’Enseignement de Langue et Culture d’origine (ELCO), et la
Direction des Affaires religieuses (Diyanet Isleri Baskanligi) dépendant directement du
Premier ministre (et de la Présidence de la République apres la présidentialisation du
régime) pour l’envoi des imams et des imams-prédicateurs ainsi que pour la gestion des
mosquées turques. Depuis les années 2010, deux autres réseaux se sont ajoutés pour parfaire
cet encadrement paternaliste. 1l s’agit des établissements de la fondation Yunus Emre, prenant
I’exemple des Instituts Confucius de la Chine, et des écoles Imam Hatip dépendant de la
fondation Maarif qui essayent de supplanter les anciennes écoles giilenistes. Par ailleurs s’il
n’y a pas en Turquie, un ministére des Expatriés comme c’est le cas au Maroc par exemple,
un organisme appelé Yurtdisi Tiirkler ve Akraba Topluluklar Baskanlig1 (La Direction des
Turcs expatriés et des communautés apparentées) fondé en 2010 est devenu en une décennie,
une organisation d’encadrement et de contréle trés dynamique. A travers ces organisations
étatiques, mais également a travers un discours nationaliste, les responsables turcs, dans une
tradition ultra-paternaliste, ont eu tendance a s’immiscer dans quasiment tous les domaines
de la vie des populations émigrées mais aussi de leurs descendants nés et socialisés en
Europe. Dans cette politique ou on peut déceler un manque de confiance en les ressources
propres des individus (a [’intérieur ou a [’extérieur de la Turquie), il faut distinguer deux
courants complémentaires mais qui se distinguent selon la nature de la population concernée.

« Premierement Ankara s’intéresse de prés aux minorités turques historiquement
présentes dans les pays limitrophes avec des visées généralement politiques. Mais on ne peut
négliger la volonté d’encadrement idéologique de ces populations. Surtout depuis les années
1980, un discours de plus en plus appuyé sur la notion de « Turcs de [’extérieur » (les Duis
Tiirkler) englobe ces minorités historiques. Mais en [’occurrence, ce qui nous intéresse est le
regard que portent les responsables turcs sur les populations issues des migrations en
Occident. La aussi, et plus encore, nous sommes témoins d’une politique interventionniste
suscitée par la peur qu’ont les autorités turques d’une « dérive » idéologique et politique de
certains groupes. Ces dérives potentielles concernaient principalement l’'intégrisme religieux
et le séparatisme politique, dans les années 1990. Avec [’arrivée de [’islam politique au
pouvoir en Turquie, les mouvements islamistes turcs en France ont été, bien au contraire, des
appareils d’intervention officiels ou officieux au service de I’Etat. Il est assez frappant de voir
que méme pour la « troisieme génération » née en France, d’au moins un des parents
également né en France, la demande d’intervention de | 'Etat turc en matiére d’éducation et
de religion est toujours assez forte ».

« Mes enfants vont a [’école frangaise ou ils n’entendent que des insultes sur l’islam et
sur les Turcs. Alors il est normal que je cherche des gens qui leur raconteront des vérités sur
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nous. Grdce a Allah, notre patrie nous envoie des imams, des enseignants et il y a méme des
écoles maintenant. Sinon ils oublieraient qui ils sont » (Entretien n° 19).

« Justement le deuxieme niveau d’encadrement concerne la religion sunnite (pour les
alévis il n’y a aucune initiative de I’Etat turc). L’islam est connu pour son aspect totalisant.
Ses préceptes, ses obligations, ses recommandations dépassent largement les limites d’un
culte ritualisé ou d’une morale éthique pour englober toutes les facettes de la vie individuelle
et collective des étres humains : la fagcon de travailler, de dormir, de manger, de s habiller, de
commercer, etc. C’est en ce sens que [’encadrement religieux des Turcs européens par 1’Etat
turc influence [’ensemble du processus de socialisation de ces derniers vis-a-vis de la
population majoritaire. Donc il serait naif de dire que les imams envoyés par Ankara pour
précher la parole de Dieu et celle de son prophete ne sont la que pour des raisons cultuelles
et spirituelles. Leur fonction dépasse tres largement le cadre purement confessionnel et a des
effets sur la maniere de se comporter dans la société majoritaire 1l faut préciser qu’a la
volonté d’Ankara d’encadrer la pratique religieuse des Turcs en Europe, a la fois pour des
raisons religieuses et nationales, répondent des efforts d’encadrement dans des pays
d’accueil obligés de trouver des solutions de compromis aux problemes posés par la non
régulation de l’islam ».

« Les imams envoyés et salariés par I’Etat turc posent néanmoins un certain nombre de
problemes a la communauté turque et a la société d’accueil. Puisqu’ils ne connaissent
généralement pas la langue et la culture du pays d’accueil, une sorte de marginalisation
s’opere vis-a-vis des jeunes geénérations turques et vis-a-vis de la société européenne
majoritaire. Pour les anciennes générations des immigrés turcs, ces imams sont des liens
indispensables avec lislam a la turque et par conséquent constituent un lien identitaire
nécessaire. Chaque pere (et chaque mere) veut inconsciemment ou consciemment que son fils
ou sa fille lui ressemble, ressente les mémes choses que lui a [’égard de la Turquie. Or il est
eévident que cela est impossible. Ainsi, sans dire que le réle de ces imams soit catégoriquement
nié par les jeunes générations, il faut signaler les activités de certaines franges, marginales il
est vrai, de ces jeunes turcs-européens afin de former un islam européen affranchi de
[’emprise de la Turquie. Ceci est considéré comme un gage de leur « intégration ».

Below, you will find these findings presented in their original French form,
accompanied by their English translations (Akgoniil, 2020a, pp. 55-60):

“Indeed, since the late 1980s, an impressive number of state organizations with direct
or indirect ties to emigrants have branched out. That said, a few supervisory organizations
have prevailed since the 1990s and have supplanted other bodies such as the Office of Labor
and Employment (Is ve Is¢i Bulma Kurumu). Chief among these are the Ministry of National
Education, responsible for sending primary school teachers and instructors as part of the
Teaching of Language and Culture of Origin (ELCO), and the Directorate of Religious Affairs
(Diyanet Isleri Baskanhgi), which reports directly to the Prime Minister (and to the
Presidency of the Republic after the shift to a presidential system) for the dispatch of imams
and preacher-imams, as well as for the management of Turkish mosques. Moreover, although
there is no Ministry of Expatriates in Turkey, as is the case in Morocco for example, an
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organization called Yurtdisi Tiirkler ve Akraba Topluluklar Baskanligr (Directorate for Turks
Abroad and Related Communities), founded in 2010, has within a decade become a very
dynamic body of supervision and control.”

“Through these state organizations, but also through a nationalist discourse, Turkish
authorities—within an ultra-paternalistic tradition—have tended to interfere in almost every
domain of life of emigrant populations as well as of their descendants born and socialized in
Europe. In this policy, where one can detect a lack of trust in the individuals’ own resources
(whether inside or outside Turkey), it is necessary to distinguish two currents that are
complementary yet diverge according to the characteristics of the population concerned.
Firstly, Ankara takes a close interest in the Turkish minorities historically present in
neighboring countries, generally with political aims. However, the desire to ideologically
supervise these populations cannot be overlooked. Especially since the 1980s, an increasingly
insistent discourse built around the notion of “Turks Abroad” (Dis Tiirkler) has come to
encompass these historical minorities. But in this case, what concerns us is the view held by
Turkish authorities regarding populations originating from migration to the West. Here too,
and even more so, we witness an interventionist policy driven by the fear Turkish authorities
have of an “ideological” and “political drift” among certain groups. These potential drifts in
the 1990s mainly concerned religious fundamentalism and political separatism. With the rise
of political Islam to power in Turkey, Turkish Islamist movements in France have, on the
contrary, become official or unofficial instruments of intervention serving the state”.

“«

t is quite striking to see that even for the “third generation” born in France, with at
least one parent also born in France, the demand for intervention by the Turkish state in
matters of education and religion remains quite strong”’.

“My children go to French school where they hear nothing but insults about Islam and
about Turks. So it is only natural that I look for people who will tell them the truth about us.
Thanks to Allah, our homeland sends us imams, teachers, and now there are even schools.
Otherwise, they would forget who they are.” (Interview no. 19)

“Precisely, the second level of supervision concerns Sunni religion (for Alevis, there is
no initiative by the Turkish state). Islam is known for its all-encompassing nature. Its precepts,
obligations, and recommendations go far beyond the limits of ritualized worship or ethical
morality, covering all aspects of human individual and collective life: how to work, sleep, eat,
dress, trade, etc. In this sense, the religious supervision of European Turks by the Turkish
state influences their entire process of socialization in relation to the majority population.
Therefore, it would be naive to claim that the imams sent by Ankara to preach the word of
God and of Its prophet are there solely for religious and spiritual purposes. Their function
goes far beyond the purely confessional framework and has effects on how they behave within
the majority society. It should be noted that Ankara's desire to oversee the religious practice
of Turks in Europe—motivated by both religious and national reasons—is met with
supervisory efforts by host countries, which are compelled to find compromise solutions to the
problems arising from the lack of regulation of Islam”.
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“The imams sent and salaried by the Turkish state nevertheless pose a certain number
of problems for the Turkish community and for the host society. Since they generally do not
know the language and culture of the host country, a form of marginalization occurs both in
relation to the younger Turkish generations and to the majority European society. For the
older generations of Turkish immigrants, these imams are indispensable links to “Turkish-
style” Islam and therefore constitute a necessary element of identity. Every father (and every
mother) unconsciously or consciously wants his son or daughter to resemble him, to feel the
same way he does about Turkey. Yet it is clear that this is impossible. Thus, without claiming
that the role of these imams is categorically rejected by the younger generations, it is
necessary to point out the activities of certain groups—admittedly marginal—of these young
Turk-Europeans who seek to form a European Islam free from Turkey's influence. This is
regarded as a sign of their “integration.”

Photo 5. I examined the above book by Akgoniil in the library of Bordeaux University. I must thank Professor Nicolas
Monceau, who was helping me work at the library of the University of Bordeaux and with whom I collaborated
intellectually on my research.
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Analytical Commentary: Akgoniil through Kastoryano’s Lens

Akgoniil’s findings (2020a) reveal how the Turkish state has built an extensive network
of institutions—educational (ELCO teachers), religious (Diyanet imams), and cultural (Yunus
Emre Institutes, Maarif schools)—to exert a continuing influence on its diaspora. This
institutional presence is not neutral; it represents a systematic attempt to sustain Turkishness
abroad and counter perceived ideological “drifts.” Kastoryano’s concept of identity
negotiation is instructive here: she argues that migrants are constantly engaged in bargaining
between the expectations of the host society and the symbolic claims of the country of origin.
The Turkish state’s proactive stance adds a third pole to this negotiation: rather than being
passive subjects, emigrants are placed in a triangular field of identity construction involving
Turkey, the host society, and their own agency.

Akgoniil notes that this policy framework is deeply paternalistic, revealing a lack of
trust in migrants’ ability to autonomously shape their identities. In Kastoryano’s framework,
this is an attempt by the nation-state to fix identity in a homogenizing narrative of belonging,
even across borders. The discourse of Dis Tiirkler (“Turks Abroad”) is emblematic of this
symbolic claim: it constructs the diaspora as part of the national body, regardless of their
naturalization or socialization in France. This aligns with Kastoryano’s observation that states
use diaspora politics to extend sovereignty symbolically, negotiating the nation’s boundaries
beyond its physical borders.

One of Akgoniil’s most compelling points is that religious supervision is not confined to
spiritual matters but shapes the entire socialization process of European Turks. This resonates
with Kastoryano’s claim that identity is not static but dynamically reshaped through contact
with social structures. Here, religion becomes both a resource and a field of negotiation: for
the Turkish state, it is a tool of cohesion; for host countries, a site of regulation and potential
conflict; and for migrants, a marker of difference and sometimes resistance. The emergence of
a “European Islam,” as mentioned by Akgoniil, represents a renegotiation in which younger
generations assert autonomy from Ankara’s influence—an example of what Kastoryano calls
the redefinition of identities under new socio-political conditions.

The persistence of demands for Turkish state intervention even among the third
generation is significant. It suggests that identity negotiation is not a linear path toward
assimilation but a process marked by oscillation, tension, and selective appropriation. Third-
generation Franco-Turks may adopt French language and civic practices while still seeking
symbolic and practical ties to Turkey, particularly in education and religion. This dual
orientation exemplifies what Kastoryano describes as the ‘“ambivalence” of immigrant
belonging—simultaneously engaging with and resisting the host society’s assimilatory
pressures.

Akgoniil’s work highlights how Turkey’s cultural diplomacy, especially post-2010, has
become an instrument of soft power, reinforcing a transnational sense of Turkishness.
Kastoryano’s framework interprets this as a form of state-driven identity bargaining, where
emigrants are reminded of their obligations to the homeland while also being expected to
succeed in the host country. The result is a form of “dual loyalty” that is not necessarily
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conflictual but often politicized, particularly in moments of crisis (e.g., Erdogan’s speeches
encouraging diaspora mobilization).

When read through Kastoryano’s “Negotiating Identities,” Akgoniil’s research shows
that the Franco-Turkish diaspora is not simply a community caught between two poles but an
active participant in a triadic negotiation. Turkey’s institutional presence seeks to anchor
identity in a national framework, France insists on secular republican assimilation, and
migrants navigate between these pressures, creating hybrid forms of belonging. Far from
being passive recipients of state policies, Franco-Turks constantly reinterpret, accept, resist, or
transform the meanings attached to “Turkishness” and “Frenchness,” producing a complex,
layered identity that reflects both constraint and agency.

Sections from Other Studies on the Turkish Diaspora in France and Generational
Relationships

There are various studies on 3™ generation Turkish immigrants in France. For example,
it can be said that the third-generation Turks living in France did not assimilate because they
did not want to deny their origins, but they adapted very well to French society. According to
Sabatier Et Berry’s theory of cultural adaptation, integration orientation is defined by the
individual’s desire to preserve the heritage culture and at the same time acquire another
culture. When the third-generation Turkish youth living in France were asked whether they
lived according to the Turkish culture, all the participants stated that they tried to live
according to the Turkish culture. Most of them stated that Turkish culture is a naturally
developed way of life for them because they were brought up with this culture in the family
environment from the day they were born. Although Turkish youth are under the influence of
two cultures, they do not allow French culture to overtake Turkish culture (Akdogan Oztiirk,
and Ytcelsin Tas, 2018).

In another study, it is seen that the majority of Turkish immigrants do not read books in
French. 17 out of 19 young people stated that they did not read a book in French; states that
they only read daily newspaper news on social media. These young people, like their
ancestors, did not immigrate from another country to France. Since they were born and raised
in France and embarked on school and business life in this country, they have not been
exposed to any integration process. However, the number of French Turks emphasizing their
ethnic identity while describing themselves is very close to the number of those who call
themselves dual identity. Here, all participants emphasize their Turkishness in their personal
descriptions and highlight their Turkish identity (Candemir, Sarag, Akinci, 2022). Turks in
France show a reflex to protect their ethnic identity, although less than other minorities. This
is closely related to the dominant character of French nationalism.

On the other hand, in the 1990s, the 2™ generation of Turks and 3™ generation children
of Africans were finishing secondary school under difficult conditions, and many of them
went into business before starting their high school education. It was not so easy for young
people of foreign origin who faced discrimination to find a job. At that time, the journeys of
Turkish immigrants and African immigrants to the future in France would not be the same.
The Turks have the empire and state tradition behind them, have a strong national identity and
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cultural values, a strong family structure, and being more enterprising and hardworking in
business, causing them to leave the suburbs and ghettos they settled in earlier. Today, a
significant part of Turks are their own bosses and live in their own houses outside the ghettos
(Tasdelen, A.R. 2023). As a matter of fact, the presence of Turkish investments in France
between 2002-2014 reached 134 million Euros. This figure is increasing (Capanoglu and
Servantie, 2015).

Evrim Kuran’s (2019, p.5) examines the cultural characteristics of generations in her
book titled Generation Z, shows that historical and technological conditions affect people’s
worldviews and behaviours. According to this table, 1927-1945 was the Silent Generation
and struggled with war and economic depression. The generation between 1946—64 became
known for its anti-war, human rights struggle and communicated with the radio. The 196579
period came to the fore with the oil crisis, the neoliberal economic model, and the effects of
the 68 generation and cinema. The new wave movement in France likened cinema to a
firearm. 1980-1999 was called Generation Y. September 11 came to the fore with global
warming and the internet. The period after 2000 was called the Z generation. The core values
of this era were global terrorism, cloud technologies and bitcoin. As can be seen from
literature, 3rd generation Turks in France think more rationally, make comparisons, follow the
media closely, and compare with Turkey, unlike their families and backgrounds. In this case,
it can be said that the new generation young Turks are academic, analytical and professional.
This research, unlike previous studies, will examine the political tendencies of young Turkish
immigrants, who were born after 2000s, in comparison with their educational experiences.

On the other hand Samim Akgdniil (2023), who has conducted research on the new
generation of Turks in France, sees the relationship of this generation, which he calls the third
generation, with culture and art as problematic:

"A large portion of young people of Turkish origin, born in France, living in France are growing up in
conservative environments. The 2017 report of the French Institute of Statistics (INSEE) clearly demonstrates
this. In these family and association environments, "art" is always evaluated under the magnifying glass of
religion, and any activity related to dance, ballet or sexuality is considered 'non-existent'. Of course, for these
young people, 'Turk' is only and only Muslim. Only then can they deserve the title of 'our artists'. Armenians,
Jews and Levantines from Turkey, no matter how great artists they are, cannot reach the rank of 'our artists'.
Again, the same survey shows that a significant portion of these young people are much less able to make social
leaps than other immigrant communities. The class issue is of course reflected in art and culture, and some
branches of art, such as opera, theatre or modern dance, are excluded from the perception mechanism. Of course,
there is also a generational issue here. Not only among Turks but among all young people, there is a noticeable
unfamiliarity with artistic activities that we might call high culture (...) What I mean to say is this. The cultural
separation and alienation from each other in Turkey also exists in the diaspora. In fact, sometimes it is even more
obvious. And although these young people have difficulty imagining it, we have hundreds of artists in many
fields on French soil (Akgéniil, 2023).”

The Role of Contemporary Film Education in France in the Development of
Democratic Identity

As part of my Short-Term Scientific Mission (STSM, on 15-25 September 2025)
conducted in Paris within the framework of COST Action CA22149 (CHANGECODE), the
interview I carried out with Assoc. Prof. Dr. Perrine Boutin and Zeynep Adiyaman became
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one of the most significant components of my field data for understanding the role of
contemporary film education in France in the development of democratic personality.
Supported by academic meetings, institutional visits, and in-depth analyses of pedagogical
materials, this interview offered valuable insights into how French film pedagogy fosters
democratic modes of thinking and critical engagement. During the discussion, Perrine Boutin
emphasized that cinema education functions as a space that resists “official readings,”
empowering students as active subjects and cultivating critical thinking, aesthetic awareness,
and a culture of democratic debate. Zeynep Adiyaman highlighted that, unlike the structured
and participatory tradition of film education in France beginning from high school, film
interest and education in Turkey largely depend on the individual efforts of teachers. In
alignment with the COST Action’s focus on cultural, cognitive, and narrative dimensions of
legitimacy, the interview demonstrated that French film pedagogy provides a
transdisciplinary, pluralistic, and inclusive learning environment that supports the democratic
personality development of young people.

During our interview with Perrine Boutin, she shared various reflections and
observations on film education in France. Her insights focus on the philosophy behind this
form of education, the challenges it faces, and its future.

According to Perrine Boutin, the aim of film education is to cultivate in students the
ability to think critically and deeply. She believes that cinema is a tool that encourages young
people to question their habits and to accept a certain degree of destabilization. This
pedagogical approach pushes students to move beyond a single or “official” reading of films
and instead express their own subjective viewpoints with a flexible and critical attitude. For
Boutin, cinema creates a space where different perspectives, stereotypes, and the invisible can
be questioned. She stresses in particular the importance of screening provocative films that do
not adhere to conformist expectations or so-called “normal” behavioural norms.

Boutin notes that film education in France currently faces several difficulties. When
students are exposed to unusual or disturbing films, teachers often encounter complaints from
parents. Families may feel uneasy about their children watching works that do not align with
their own values.

Another challenge is the way students watch films: viewing on small screens such as
smartphones radically transforms the cinematic experience, diminishing its emotional and
physical impact. In addition, young audiences’ habitual consumption of very short formats,
such as TikTok, makes it increasingly difficult for them to maintain sustained attention during
feature films of 90 or 120 minutes.

Despite these difficulties, Boutin emphasizes that there is a strong willingness in France
to preserve and further develop film education. Very often, students watch films in actual
cinema theatres, experiencing them collectively. This shared experience is essential in
teaching them how to experience and express emotions as a group. Film clubs organized in
schools and high schools also serve this purpose.
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To minimize distraction, strict measures such as banning mobile phone use in secondary
schools have been introduced. However, she notes that “this only increases frustration, so
students rush to their phones even more as soon as they leave school.”

Within national programs such as College au cinéma, teachers may receive training
before watching the films with their students. Moreover, digital or printed pedagogical kits
containing in-depth analyses of the films are provided to help teachers prepare. Their use,
however, is not mandatory—many teachers simply organize screenings to broaden their
students’ horizons and familiarize them with cinema.

Boutin considers cinema one of the best tools for addressing sensitive topics such as
social inequalities, discrimination, racism, and sexism. For this reason, she argues that
existing educational programs, as well as initiatives like film clubs, should be reinforced and
multiplied so that young people develop the habit of discussing and deliberating through
films.

During the interview, Boutin also developed detailed reflections on the didactics of the
image and mediation. These concepts refer to how films are used as pedagogical tools and
how cinema connects to other learning environments such as the school.

She explains that school and cinema represent two opposing worlds. While school is a
normative institution that forms standardized individuals and fosters critical thinking within a
predetermined value system, cinema is a medium that “explodes” all these values and opens a
space for sensitive, intuitive thought. The bridge between these two worlds is what she calls
mediation, which operates as a link uniting these contrasting spheres.

Boutin emphasizes that this process of mediation is never neutral. It is shaped by
various actors—teachers, institutions, and students. Through this dynamic interaction, the film
transcends its status as an artwork and becomes a space for dialogue and deliberation.

The core objectives of this approach are:

e Encouraging students to move beyond a single, “official” reading of films

o Supporting the development of flexible, deep, and critical thinking

o Allowing students to express their own subjectivity, question stereotypes and the
invisible, and consider different perspectives

Boutin highlights that this process is profoundly multilayered. While films reflect (or
mediate) reality, teachers act as mediators by interpreting films for students. Students, in turn,
actively participate in constructing meaning by generating their own interpretations. This
dynamic, multi-layered process transforms film education into a space where meaning is
negotiated—an idea directly linked to deliberative democracy.

She adds that mediation does not occur only between people (teachers and students); it
is also shaped by technical tools. Watching a film in a cinema, on a classroom television, or
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on a smartphone deeply affects its reception and meaning. For example, a film watched at
school may be perceived as a “lesson,” whereas a screening in a cinema might feel like an
“outing” or a social event. Thus, both human and technical dimensions of mediation enrich
the learning process.

In the interview, Boutin strongly emphasizes cinema’s power to address social issues
and its role in representation. She does not see cinema as merely hedonistic entertainment;
rather, she positions it as a deep tool for social dialogue.

Cinema allows individuals to discover social environments and lives they would not
normally encounter. Viewers realize that people with different experiences share similar fears
and emotions. Boutin describes this as the “magical” dimension of cinema—the possibility of
encountering the Other.

Film education encourages students not to consume complex social realities passively
but to discuss them actively. Post-screening discussions create democratic spaces where
diverse ideas can be expressed and where students learn to listen to one another. Through this
process, students experience democracy through deliberation. Cinema is thus not only an art
form but also a space of dialogue and negotiated meaning.

When asked whether cinema is primarily a pleasure-driven (hedonistic) activity, Boutin
does not fully agree. She argues that spectators do not go to the cinema solely seeking
aesthetic perfection (artificial beauty, flawless characters, polished settings) or pleasure-
oriented emotions such as violence, fear, or action.

She notes that it is difficult to generalize about spectators going only to see “clean,”
“well-made,” action-filled films. Cinema-going practices are varied and cannot be reduced to
a single motivation.

Ultimately, Boutin adopts a nuanced position regarding Marvel films. She
acknowledges that these big-budget productions often reproduce the same narrative and
aesthetic patterns, which may impoverish artistic diversity and reinforce consumer culture.
However, she stresses that it would be reductive to condemn them outright—even commercial
cinema can contain meaningful or thought-provoking elements. In her view, any film—
whether auteur cinema or action—can become a tool for analysis and learning. (Sometimes,
she adds, auteur cinema can also fall into repetitive or even commercial cycles.)

Boutin argues that even a genre as explicitly pleasure-focused as pornography can,
when approached critically, provide new perspectives and stimulate reflection. Pleasure-
oriented content, too, can be a starting point for critical dialogue.

She therefore does not consider cinema to be a merely hedonistic tool of pleasure, but
an indispensable platform for social dialogue and critical reflection. For her, cinema’s true
power lies in its ability to move, disturb, provoke thought, and introduce individuals to other
experiences of life—thus enhancing social awareness.
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Boutin also provides practical clarifications about national programs such as College au
cinéma and Lycéens et apprentis au cinéma. Teachers participating in these programs can
obtain specific training before screening films with their students.

Pedagogical kits—formerly printed, now mostly digital—containing in-depth analyses
of the films are made available to teachers. These resources aim to help them become almost
“experts” on the film. In the past, students also received postcards related to the films, which
they could keep or send, but this practice no longer exists.

Crucially, Boutin notes that teachers are not required to use these resources or analyze
films in detail in the classroom. Many simply take their students to screenings to broaden their
horizons and give them a collective experience.

According to Boutin, somewhat ironically, the box-office success of mainstream
American films like Marvel actually helps sustain diversity in French cinema. In France, a
portion of every cinema ticket sold is redirected to the CNC (National Centre for Cinema and
Moving Images). The CNC uses these funds to support the production of independent, artistic,
and diverse films. Thus, popular films indirectly finance works with limited commercial
potential. Moreover, these big-budget films attract spectators to cinemas, helping theatres
remain financially viable. Without them, the survival of cinemas would be extremely difficult.

To make film education more democratic, Boutin believes that existing practices should
be expanded. She highlights the value of student-run film clubs in schools and universities,
which have recently experienced a resurgence. These clubs create democratic spaces for
discussion. She advocates increasing the number of post-screening debates, as these
conversations allow people who might not otherwise meet to gather and listen to one another.

Boutin stresses the importance of organizing screenings for specific groups so that
everyone can express themselves confidently. For instance, events reserved for women or
particular communities can help individuals who might hesitate to speak in mixed contexts
gain confidence. After practising self-expression in these safe spaces, they can then contribute
more comfortably in mixed environments.

Toward the end of the interview, the question was raised as to why Turkish cinema is so
underrepresented in pedagogical materials in France. Boutin explains this as follows: films
from Turkey that are known in France generally fall within auteur cinema and address adult-
oriented themes such as love stories or marital problems—topics that are unlikely to attract
children or young audiences. Unlike Iranian cinema (for example, the films of Abbas
Kiarostami), Turkish cinema rarely features child characters or narratives through which
young spectators can identify. Iranian cinema, having often used the perspective of children to
express social critique while navigating censorship, lends itself particularly well to
educational contexts. The film Mustang, however, is a notable exception, as its youth-centered
perspective has allowed it to be included in pedagogical resources.
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Photo 6. interview with Perrine Boutin and Zeynep Adiyaman at Natiom Campus of the
Sorbononne Nouvelle 3

In the interview I also conducted with Ms. Zeynep Adiyaman, she reflects on the
differences between the Turkish and French education systems based on her own experience.
Her observations focus particularly on teaching methods, curricular flexibility, the importance
placed on critical thinking, and the academic formation of students.

Adiyaman explains that she comes from a “very privileged” background, having
attended a French high school (Notre Dame de Sion) beginning in primary school. Her
educational journey in this institution differs significantly from what the Turkish education
system generally offers:

Her interest in cinema was sparked in high school when certain teachers, on their own
initiative, screened films during class. In particular, her geography teacher used cinema as a
tool to enrich lessons, stimulate critical thinking, and make learning more enjoyable.
Although films were also shown in history and English classes, it was in geography that this
practice had the greatest impact.

She emphasizes that these practices were not part of the official curriculum but
stemmed entirely from teachers’ personal efforts. In the traditional Turkish education system,
teachers usually follow the textbooks and programs provided by the Ministry. However, she
notes that in some French high schools in Turkey, there is greater room for flexibility.



Generational Shifts in Transnational Cinematic Flows: Migration, Belonging, and Identity in Turkish—French Film Cultures
From the Archival Footsteps of Alp Zeki Heper to Contemporary Young Turkish—French Film Directors in France | 34

Watching and discussing films encouraged interpretative rather than mechanical
responses, creating a more democratic classroom environment where students could express
themselves freely, encounter new perspectives, and strengthen dialogue.

After studying law for one year at Galatasaray University, Adiyaman moved to France
to study cinema. She identifies several major differences. Upon her arrival, she noticed that
students coming from French high schools had stronger foundational knowledge of cinema, as
the subject is offered as an elective. She also observed that French education places special
emphasis on philosophy, argumentation, and critical writing. Coming from a Turkish system
based mainly on tests and memorization, she initially struggled to adapt to this new mode of
thinking and debate.

French universities combine large lectures in amphitheaters with smaller discussion-
based sessions called travaux dirigés (TD), which allow students to delve deeper into the
material and ask questions. While participation is difficult in large lectures, it becomes much
more active in TDs—especially at the master’s level.

Assessment in France is far more diverse than in Turkey. Students may be required to
give presentations, research and present an original topic, or produce a creative work based on
an artistic piece. This approach encourages not just repetition of knowledge but research,
interpretation, and the sharing of personal findings.

Attitudes vary: some professors adopt a more authoritarian posture, while others prefer
interactive pedagogy. At the master’s level in particular, student critiques regarding course
content and methodology are often taken into account by the administration, leading to
revisions. Adiyaman sees this as a democratic and participatory feature of the system.

In summary, she believes that the Turkish system—especially in privileged schools—
can offer flexibility thanks to teacher initiative, but that it remains generally rigid, program-
centered, and exam-oriented. The French system, by contrast, is more structured and
academically demanding, guiding students from the beginning toward critical thinking,
argumentation, and a strong philosophical foundation.

Adiyaman also analyzes how film education in France promotes democratic behavior
through course structure, evaluation methods, student participation, and pedagogical
resources. The dual system of amphitheater lectures and TDs fosters closer dialogue with
teachers and helps democratize learning. Although some professors are authoritarian, others
adopt interactive approaches that encourage active engagement. In upper-degree levels,
students become more responsible and participatory. Classroom debates—sometimes
heated—are, for Adiyaman, a natural stage in learning how to converse with opposing views.
These discussions generally take place respectfully, reinforcing a democratic atmosphere.
Students are offered varied options (presentations, research projects, creative assignments),
which stimulate autonomy and creativity and contribute to democratizing learning spaces. She
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emphasizes the importance of the fact that student critiques of courses are genuinely taken
into account by administrators—evidence of a concrete democratic mechanism.

Adiyaman highlights the democratic and pluralistic approach guiding the creation of
pedagogical kits. Film selection criteria include gender balance among directors, inclusion of
underrepresented genres such as comedy, and narratives involving minorities or plural
identities. The goal is to break away from homogeneous, drama-centered catalogs. These
committees bring together students, representatives of the Ministry of Education, film
professionals (production, distribution), and filmmakers. Their composition ensures diversity
of viewpoints and collegial decision-making. Thus, Adiyaman views French cinema
education as fostering democratic behaviors by encouraging active participation, valuing
feedback, diversifying evaluations, and promoting plurality in pedagogical resources.

Beyond her personal experiences, Adiyaman points to additional aspects of the French
system, including university identities, student profiles, and political culture. Institutions are
not homogeneous but possess distinct identities. For example, Panthéon-Sorbonne attracts a
particular political profile Assas (Paris 2) is known as more conservative; Paris 8 is known for
its left-wing orientation. These divisions sometimes escalate into physical confrontations,
particularly on campuses such as Tolbiac, where different political tendencies coexist. This
highlights the highly political and dynamic nature of university life in France. French
universities have a strong tradition of collective action. Students even block elevators as part
of protests, and institutions like Paris 1 or Paris 8 are regularly closed due to student
occupations.

She also mentions the challenges of adaptation. Unlike in Turkey, where secondary
education is largely exam-driven, the French system centers on philosophy and critical
thought. Despite her Francophone background, she initially struggled to understand academic
French and to adapt to a new intellectual framework. The combination of lectures and TDs is,
in her view, an effective system for strengthening learning. Professors may be more
authoritarian in introductory courses but become more interactive and collaborative in
advanced classes.

Finally, she describes the experience of a Turkish student applying in France.
Applicants undergo an interview at the French Cultural Center in Istanbul (Campus France) to
assess their language level and motivation. In her case, her decision to abandon law for
cinema was questioned, but she encountered no major difficulties in the admission procedure.

Perceptions of Culture and Identity of People Living in France and Playing Active
Roles in the Field of Cinema

Within the scope of this research, in-depth interviews were conducted with directors
who play active roles and make films in the field of cinema in France. As interviewees are the
young generation of film and festival directors Deniz inceoglu , Hiiseyin Aydin Giirsoy, Miiret
Isitmez, Onur Yagiz who are living in France on the one hand, they feel French by speaking
advanced French, and on the other hand, they maintain strong cultural and identity-related ties



Generational Shifts in Transnational Cinematic Flows: Migration, Belonging, and Identity in Turkish—French Film Cultures
From the Archival Footsteps of Alp Zeki Heper to Contemporary Young Turkish—French Film Directors in France | 36

with Turkey. Living in both cultures and using both languages effectively positively affects
their cultural, economic and political adaptations and production. Identity bargaining is not
only a tool used by politicians for their own political future, but also a method used by
immigrants to make themselves successful. All interview recordings were made in Paris in
November and December 2022. All interview recordings were recorded, edited and
broadcasted by the author of this article on the Cinematic Journeys YouTube channel . The
numbers in parentheses in the findings section indicate the minutes of the interviews
broadcasted in Turkish as open access on the Cinematic Journeys (Sinematik Yolculuklar)
channel.

Sinematik Yolculuklar - Cinematic Journeys
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Photo 7. Recording of the interview we conducted in Paris broadcasted in Turkish on the Cinematic Journeys
(Sinematik Yolculuklar) YouTube channel (https://www.youtube.com/channel/UC7z1gMnK9ussWOJ10SmY Vpw)

In the interview with Deniz Inceoglu (2022), she stated that he managed the mobile
film festival between 2017-2019 and later became the manager of the Paris Turkish Films
Festival (Festival du Cinéma de Turquie a Paris) organized by ACORT. The common point of
all these festivals is that they are rights-based (human rights, women's rights, minority rights
or climate crisis, etc.). The mentioned France Turkish Films Festival is not a competition
festival but an exhibition festival. 70% of the films shown are from Turkey (shot in the last 2
years): Film selections are democratically chosen by the association members by watching
and voting together. As highlighted in the interview, the ACORT association is a human rights
association, and in addition to dealing with residence permit issues for immigrants of Turkish
origin, it also provides French lessons and information on citizenship rights. The association
is a women-oriented association that is far from active politics. Inceoglu also mentions that
they have another organization called La P tite Istanbul En Féte. This organization stands out
as a multicultural event where Armenian, Turkish and Kurdish artists sing and exhibit
together.
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Photo 8. Recording of the interview with Deniz inceoglu we conducted in Paris.
You can listen to the full interview in Turkish on the Cinematic Journeys YouTube channel.

Turkish Airlines and the Ministry of Culture decided to cut off sponsorships as of 2013.
According to Inceoglu the rights-based nature of the films shown at the festival and the anti-
government Gezi Park protests may have been influential in these decisions. Inceoglu said
that the festival screens films that have been subject to financial censorship, as well as films
dealing with Kurdish and Armenian issues that have been subject to censorship in Turkey. She
also noted that films by the Armenian and Kurdish diaspora in France and films by directors
of Turkish origin living in Germany are included in the festival selection. Inceoglu
emphasizes that they also screen films by "French directors of Turkish origin and German
directors of Turkish origin" (11:22), that they try to establish intercultural dialogue/bridges by
inviting French and other minorities to the screenings (11:52), and that they increase the
visibility of the films with question-answer interactions.

According to Inceoglu, the French National Cinema Institute (CNC) is not very
generous in terms of film production support, while Germany has much more diverse funds.
CNC is not only secretive towards the Turks but also towards the French (12:53). For this
reason, directors in Germany are more productive. inceoglu did not make a comparison
because she thought that Tiirkiye had a system that was incomparably different from France.

Inceoglu does not prefer the word "mosaic" when describing the nature of these
activities; she thinks that the definition of “cultural difference” is more accurate (14:30).
According to the information she provided, they do not keep track of the audience numbers at
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the festival, asking where you are from can be a waste of time in France, and sometimes
people introduce themselves as French even if they are from Turkey.

Inceoglu prefers to use the term “cinemas of Turkey” instead of Turkish cinema. This
concept shows that she accepts the existence of different ethnic groups in Turkey. She also
states that their aim is to show the films to foreigners rather than to show them to our own
search (18:57). She adds that they also want to show films where Turkey is a minor producer.
In the meantime, they show films that tell of human rights violations in Turkey (for example,
the victims of the Gezi protests in 2013). It is an important criterion that the films they show
are not shown on Netflix, they may have been shown on platforms such as Mubi, Arte, Canal
Plus (23:00).

Inceoglu who stated that she studied historiography through television dramas, also has
remarkable views on popular Turkish and French TV-dramas (soap operas). According to her,
the well-known Turkish drama Magnificent Century is not a propaganda drama. This dramas
made people pay attention to the common culture-history-perceptions of the audiences (in
other words, Hurrem destroyed the male-dominated Ottoman cult). In fact, the Giimiis series
started this trend of feminism. According to her TV-dramas are tools of soft power. You can
show your country as you wish. The French drams, on the other hand, have a rather
inadequate drama culture instead of Turkish ones. Recent dramas are about the identity of the
“New Turkey”. On the other hand in the drama of Magnificent Century domestic and human
situations (civilian) are more prominent: “The same cult approach that was applied to Ataturk
is also applied to the Sultan. A cult perspective that says he doesn't drink alcohol, doesn't have
a sex life, and can never lie (36:00) dominates TV dramas. In these dramas, the sultans change
but the same character is always produced. In this sense, there is no difference between
Suleiman the Magnificent and Payitaht Abdulhamid (The Capital: Abdul Hamid). Series like
Dirilis Ertugrul (Resurrection: Ertugrul), Payitaht Abdulhamid (etc.) are not about yesterday
but about today and support today's political actions."

Inceoglu also offered views on the education system in France. According to her, being
in France brings with it being multi-disciplined. A one-sided perspective is not accepted in
France, and it is necessary to include the perspectives of other disciplines. This is called the
French thesis and it tries to bring together perspectives that look at each other as states in
French “A la croisée des regards” (39:50).

Inceoglu, who thinks that conservatism and nationalism are on the rise in the world,
cannot see Turkey as a comfort zone in terms of production (47:28) and states that even a
character who is not very political cannot survive in films due to different identity
preferences.

The second interview was with Miiret Isitmez (2022), a documentary director of Tunceli
(a city in eastern Turkey) living in France. Miiret made a documentary called Ma meére et mon
pere (My Mother and Father, 2015) and shared her thoughts on immigration along with his
own family's immigration story. She stated, "In our culture, it was not accepted to talk about
private lives. My father did not appreciate me so that I could do better" and offered a
perspective on the culture she came from. It can be said that growing up in France made her
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curious about Tunceli. According to her, migration is a multidimensional issue and is not only
based on economic reasons, there are many other factors such as family, region, traditions,
customs without unemployment, etc. She says, "I also wanted to show the side effects of
migration" and adds, "I wanted to tell the story of those left behind more than the migrants".

The relationship between her mother and her father (Miiret's grandfather) is particularly
striking in the documentary. (Miiret also learned this story during filming). Her mother says in
the documentary that she misses her father very much, but they have no common story, she
does not remember them, and is content with looking at their pictures. However, the
relationship her mother had with her father in her own imagination is still very much alive.
Her mother married someone new after her father's death, but she did not accept him. Miiret's
mother continues to experience the pain of her father's absence and not being able to create a
common story year later. This detail is one of the most important subjects of the documentary.
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Photo 9. Recording of the interview with Miiret isitmez we conducted in Paris.
You can listen to the full interview in Turkish on the Cinematic Journeys YouTube channel.

According to Miiret, France is not racist, people from all nations live in this country, she
says "I have never had any difficulties" in this sense:

"In the past, those who spoke French were rich, French culture was perceived as a high-level culture, but
those who were born and raised in France were not like that (41:58). Those who come from Africa can
sometimes be subjected to racism, but this is mostly the case for men, not for women. The Front National
(extreme right-wingers) perceived the situation of migrants as being related to economic reasons (job, money,
position, etc.) But I think those who migrated may have other reasons. "These people come because they have to.
The artist's duty is to remind. I wanted to show and remind this in my documentary. When I look at my own
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family, there were wounded and dead, there was poverty. My father was struggling with unemployment in
Turkey and he was forced to in the end. My father struggled in his own country before coming to France. My
mother's situation is similar. She had experienced the difficulties of being a woman in Turkey. I tried to show the
French the sociological reasons for the difficulties my mother had in learning and speaking French. The school
was built but my mother was not sent to school. There are many similar factors." (45:00).

The documentary does not include military and political developments in Tunceli. It
includes a more humane perspective. "Reducing the documentary to political problems would
be a method that would ignore the humanitarian drama. Everyone knows that anyway," says
Miiret. Her mother talked about historical exile in the documentary, albeit briefly. This was
enough for the director. This was not the story of the documentary. But it would not be
complete without mentioning exile. The people of Tunceli criticized the director for not
paying enough attention to this issue in the documentary. "My documentary is not a tool for
judgment. I am not suing Turkey with my documentary" (52:15) says Miiret.

Although Miiret's thoughts and expressions have nothing to do with active politics, they
do contain a certain political stance: "When we came to Tunceli, soldiers welcomed us. It was
a little unsettling. I was sad when I saw the soldiers. They were brought there by force and
they don't want to be there. (55:40) I didn't want to bring up issues from the past. I preferred
peace instead of fighting again" (56:05). She admits that her cinema education in France and
gaining a more sociological/humanistic perspective helped him to produce a documentary in
this direction.

According to Miiret, French people working in private companies work with high
quality. Those in public institutions are not like that (for example, the Post Office). French
people are also disciplined but not like Germans. They are at a medium level in this regard.
They do not only have business life but also have fun and hobbies. They are not late for work.
Her father was also a disciplined person at home. Her siblings were raised like that at home
and they were also hardworking. Her father was like a soldier, there was a hierarchy in their
house. Her father did not talk much. He would speak by giving commands with his eyes. He
also had a lot of love. He would also play with his children, hug them, kiss them. Discipline
and love go together.
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Photo 10. I am grateful for the documentary that Miiret Isitmez gifted me.

According to Miiret, French people are a nation that speaks openly, values freedom,
they do not hold back their words and adds "I am like that too but I am a little calmer. I love
France very much, I do not want to leave here, I cannot see myself anywhere else" (51:30).
But I would like to visit countries like Africa. I would like to take my backpack and travel the
coastlines of Turkey. Film means audience and money, everyone in the industry pays attention
to this. I don't want to be famous, I just want to make art (56:28). I try to protect my freedom
(56:57). 1 don't care about people's appearances (58:20), I don't care about external beauty
either, as a woman [ don't like to show myself, I like to live a secret life (1:00:12). It's also
very difficult for me to talk after the film. I say what I have to say in my film, there's no need
to say much. The pressure of fame, close attention, and excessive attention bother me. I like to
walk freely on the streets and avenues. I prefer to be anonymous" (1:07:30).

As to Hiiseyin Aydin Giirsoy (2022) comes from a family that worked in the textile
industry. He came to France when he was 3 years old because he had a leg injury and wanted
treatment. His father always wanted to return from France: “Now I chose French citizenship
and I feel better in France (3:35)” he says.

When Hiiseyin's family came to France, they could not get an official residence permit
and were in a state of fugitive status. In this situation, they would work late and not get paid,
and there would be fights between them and their boss (16:30). This situation was quite
traumatic for Hiiseyin. For this reason, his father wanted to return, but his mother did not want
to return despite everything that had happened, and neither did his siblings. For this reason,
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Hiiseyin made a film about the tension within the Turkish community, called Turning to Dust
(2020). Not having an official residence permit caused them to tolerate every problem. In a
way, Turks in France were making a dig at other Turks they employed by paying their salaries
late, incompletely, or not at all. (20:42) According to Hiiseyin, he does not think that Turks in
France are a unity, and complains that there is a lot of jealousy even among themselves.

Hiiseyin talks about making his films to make the physical conditions he is in more
visible and to confront his psychological reality. The common purpose in his films is that
becoming French or marrying a French person may not be so bad or that adopting the values
of French society is not something to be afraid of. In the films directed by Hiiseyin Aydin
Giirsoy, the main characters are people who are interested in art and who closely follow the
lives of French artists. They listen to their inner voices and follow their dreams. Although
Turkish families approach this situation of their children with fear and anxiety, their children
try to exist by doing art and practicing it professionally. What the families see as becoming
French, their own children see as a job and a lifestyle. Theatre, cinema and writing are not
becoming French but rather becoming human, in a way for Giirsoy.
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Photo 11. Recording of the interview with Hiiseyin Aydin Giirsoy we conducted in Paris.
You can listen to the full interview in Turkish on the Cinematic Journeys YouTube channel. Image source:
https://en.unifrance.org/directories/person/400571/huseyin-aydin-gursoy

Hiiseyin who explains his reasons for making films, documents the situations he has
experienced. For example, it is an important reason that a French police officer sees a person
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he encounters while searching for people in a fight as Turkish even though he has a French ID
(25:45). According to him,

“France cannot overcome some things as a society: systematic/bureaucratic/covert racism still continues
in France (26:17). For example, being a French citizen is not enough; in the same job application, those with a
French name stand out more (26:56). Since France is a colonial country, there is a judgment of “inferior human
being” for people in Maghrebi countries. Colonialism continues to live in the subconscious (27:35-27:42). 1
decided to become a French citizen and use a French name during the Iraq war. I officially preferred the name
Rafael Aydin on my ID. This choice made my job easier during the job application process. I also added Hiiseyin
Aydm Giirsoy as a pseudonym. I use this in my films and Rafael in the business world. I separated the business
world from the cinema. I make independent cinema with the money I earn. It bothered me a little bit that they
called me a French director in Turkey at the festival. (32:10) For this reason, I also added the Turkish name to
my ID as a pseudonym. (Hiiseyin Aydin Giirsoy: Psydenom). I preferred this method to get rid of covert racism.
Covert racism is very evident in situations such as renting a house or getting a SIM card.”

Hiiseyin Aydin Giirsoy made the following observations regarding the adaptation
process to France and the differences between the two societies:

"I grew up with the French, primary and secondary school and high school. This situation made my
adaptation easier. There were people we met on internet forums. We were able to meet with these people for art
(theater and cinema). I didn't have many Turkish friends. My only mutual friend was Onur Yagiz, who is also a
filmmaker. I distanced myself a bit from the Turkish community in France. Because when you are studying at
university, art and philosophy, you start to lose your ability to create a common agenda with the Turks (01:03:00-
01:05:05). The Turks don't have a cinema association among themselves, we had established a breakfast club
once, but it didn't work very well. I don't think the idea of making a joint film just because they are Turkish is
right, what you want to say is more important than anything else. For this reason, I prefer to work with the
French more. (5:51-3rd section). The Turks are mostly in the construction, wall painting and ready-made food
(doner, pizza, for example) sectors.”

He also stated about a term of "transfuge" that is well known concept or phenomenon
called in France (01.08:56) and it is used for those who have risen socially and reached a
certain level in society, for those who have surpassed themselves and become professional for
example. Changing levels. According to him it is a value in France.

Hiiseyin Aydin Giirsoy continues to express about his thoughts on the controversial
movie Mustang, which has a French perspective,

“I think it is successful in terms of cinematography, it won an award in France, it has impressive
cinematography, but it was criticized in Turkey because it has a French perspective, it may have been criticized
as someone looking at the subject from an outsider's perspective. When I watch a book or a movie, I look at who
is narrating, who wrote it. This is called appropriation culturelle (looking at a culture as a foreigner) in France. I
don't find this right. I don't find it right to look at a country and society as a foreigner. For example, Senegal. It
was exploited by the French. A Frenchman telling about a Senegalese who was exploited legitimizes the
exploitation” (13:00-12:57-Part 2 of the interview).

He doesn’t want to break his ties with Turkey and states:

“I try to go every year, his wife is Turkish, I had a son, we named him Teoman in Turkish (19:33-Part 2).
The French cinema system pushes you to be original and wants this from you (21:03-Part 2). CNC does not give
primary support to those who are not cinema graduates, I always received side support such as image de la
diversity (support given to those from minority communities who want to make films) (29:15-Part 2).

The director of the movie Toprak (Earth, 2017) , Onur Yagiz (2022), says that he is the
child in that movie and emphasizes that in his time, children had to work from an early age
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and some had to run around as translators like him. Commenting on the immigration situation
in France, Onur Yagiz states that Turkish is spoken at home and adds:

"We neither belong here nor to Turkey completely. I am just a man who lives here and does his job"
(3:34). When I was a child, we lived as if we were going to return, but after we got dual citizenship, we gave up
the idea of returning. When an 8-year-old child came here, he could not really live his childhood. The cheap
expat stereotype in Turkey annoys me, I hate it, because we work incredibly hard and struggle here” (11:10).

Photo 12 While Interviewing Onur Yagiz in Paris 2022

Onur Yagiz says that sometimes it is necessary to put a distance between cinema and
politics and to look at and evaluate all kinds of movements and film examples in a way that is
far from ideology.

"I think sometimes we should look at cinema only as an art. Some directors in Turkey are said to be
orientalists. What's strange about being an orientalist? It's very normal for there to be an orientalist cinema in
Turkey because that's where we come from (12:46) But there are also some derogatory ones among orientalist
films, such as Rabiye Kurnaz Against George W. Bush (Rabiye Kurnaz gegen George W. Bush, 2022). I don't
think the people who made this film know the Turks very well (13:06). A director like Nuri Bilge Ceylan came
out of this country as a 'production error (!)', normally such a director wouldn't come out of this country, what are
you trying to do with the man, enjoy your art (13:25). For example, I am against the ideas of Frangois Ozon in
some of his films, but he says what he wants to say very well. I think a good film is like that. (14:32) Semih
Kaplanoglu made a very good film called Commitment Hasan (2021). The public adopt that the director is
politically close the conservative-nationalist-Islamist party (AKP) so they don't prefer to watch his movies. We
shouldn't classify directors according to their political views. There is a harsh criticism of Turkey like in the
movie The Wild Pear Tree (Nuri Bilge Ceylan, 2018). (15:50). We don't have to agree, intelligence develops with
differences (16:56) As for the film Mustang (2015), I didn't like the movie, that's all. I think that movie looks at
the situation of Turkey very superfi-cially. In Turkey, girls and boys don't enter such a river together, if they do, it
is clear what will happen to them. In this respect, the director is unaware of Turkey. I wish those female
characters were expatriates and were born and raised in France and came to a Turkey they didn't know and
experienced these things, it would have been more meaningful/logical in terms of the script, there is an issue
called honour case in Turkey”(18:31-19:41).
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Photo 13. Recording of the interview with Onur Yagiz we conducted in Paris.
You can listen to the full interview in Turkish on the Cinematic Journeys YouTube channel.

Onur Yagiz also criticizes the Turkish community in France and emphasizes its
contradictions:

"The ordinary Fatih character in the movie Fatih le Conquérant (2023) is not brave, on the contrary, he is
a coward. The Turks here live with contradictions. He thinks he is an Ottoman in a country where bells are
ringing. It is very funny to be born and raised in France and think you are an Ottoman. We are Turks or from
Turkey, whatever. I am also tired of this ambivalent discussion. There is no such thing as an Ottoman right now.
Returning to the Ottomans is not really possible. Since we are a Third World country, we glorify the Ottoman
Empire. The fantastic Sultan Fatih in the movie also serves this ideal. The real and ordinary Fatih believes in a
sultan he created in his own mind. The Turks in the movie speak French, but their culture is Turkish. For
example, the actors wonder where the girls are from (which province or region). Asking this is considered
shameful in France, for example. (20:30-24:00) On the other hand, the Sultan Fatih image is an image that
evokes a harem (seraglio), and the ordinary Fatih character in the movie dreams of such a fantastic world with a
harem” (27:17).

Continuing to share his observations about Turks living in France, Onur Yagiz describes
the stereotypes and contradictions he encounters with the following expressions:

"Turks here are more conservative than Turks in Turkey. For example, flirting is not welcomed. Yes, these
are changing but they still exist. Fatih in the movie is also a man with this mindset. In other words, he is both
traditional and untraditional. In our families, there is a fear of marrying a French man or woman. There is a
pressure or expectation that you marry a Turk. (24:55-27:00) I think people did not flee for political reasons after
the 1980 coup; the main issue was the economy. They came because they were hungry. This situation prevents
integration in a way. Even if Turks live in France, their minds are in Turkey and they perceive life as a Turk.
Sitting in cafes and then reading Victor Hugo was both a time-consuming and a luxury for them. We do not have
a vacation in our minds; the boss gives us permission and we go to Turkey on leave. When we go from France to
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our village in Turkey, we give everyone a gift. There is an expectation that we have to bring it. No one realizes
that we work 44 hours a week and the difficulties we are in" (30:17-32:20).

Onur Yagiz criticizes Turkey and Turks, but on the other hand, he does not hesitate to
criticize France and its education system. But on the other hand, he also argues that as he
starts to show himself (as he speaks good French and adopts French culture), the system
transforms in a way that will benefit him:

“In Turkey, our Turkish and in France, our French were made fun of. In French schools, we were thought
to be stupid. I was humiliated a lot at school. In fact, I was smarter than them, and after I realized this, my grades
suddenly started to rise (36:10). Emre (who played the character Murat in the film), who was like me at school,
was very smart, but they told him that he was also untalented, so he felt stupid. When I offered him a role in the
film, he could not believe that he had the ability to memorize (38:10). We overcome the traumas we experience
by making films (38:36). What caused us to become like this is both the degrading attitude of the French and the
introversion of our own families. The French do not take a step towards us and we cannot get out of here (there
are very talented people but they get stuck in the barriers). I criticize both my essence and what I have become. I
think people should be criticized. But peo-ple generally criticize those they oppose. I think the culture of
criticism and humour is something I gained from here. Our people swear and have no tolerance for humour.
There are incredible things that the school has taught me here. They taught me that your freedom ends where
someone else's freedom begins. You have to believe that you made the first mistake. They say clean in front of
your own door first, it is a proverb. Development happens like this. Why are the Jews developing? These people
have a culture of self-criticism. They have figured out the importance of art and cinema. Even though they do not
have land, cinema increases their culture of unity" (40:50-44:10).

Although he thinks that there can be good and bad examples everywhere, Onur Yagiz
thinks that there is a chronic system and security problem in Turkey. He thinks that people
cannot tolerate criticism and that there is no advanced competitive environment:

“Good and bad situations are experienced in Turkey as well as in France. I would like to give an example.
One day, two Imams were appointed to France from Turkey. I met them somewhere. One of them told me to
leave these things behind, referring to filming. He saw cinema as the work of the devil. The other one argued that
we instill beauty in society through art and said that you earn rewards. In fact, there are good and bad things in
Turkey. But I must also say that I lived in Turkey for 4 years and almost died of stress. I lived during the Covid-
19 pandemic. I understood many things. I said I do not belong to Turkey. I do not even have the right to tell
people that they are doing wrong. Because people cannot tolerate criticism. I understood that day that I do not
belong there. Even walking alone on the street is very unsettling. Cars, traffic, etc. (44:19-51:46) Making a film
is as difficult here as it is in Turkey. There are very good directors here, there is incredible competition. The
conditions are more difficult than in Turkey. Preparations take an average of 2 years. It is difficult to convince
the committee. The crew, script, etc. must be very good. Sometimes the committee members criticize so much
that if you did it to the Turks, there would be a fight. It suddenly comes to my mind, but I try to keep my cool.
First you have to convince the producer, then the funds, then the director of photography, etc. You have to
convince everyone. It is hard work” (53:20-56:33).

Generel Evaluation on Culture and Identity Perceptions of Young Generation
Turkish Movie Directors through Kastoryano's Perspective of Identity
Negotiations

It was observed that the interviewees spoke both French and Turkish effectively. This
situation made them bilingual and therefore able to think like both a Frenchman and a Turk at
the same time. This situation also played an active role in increasing their social and
emotional intelligence. In this respect, the interviewees were able to compare the socio-
political-cultural and economic conditions of both France and Turkey, which facilitated their
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adaptation. On the other hand, it also played a role in developing their production capacity in
terms of ideas and physical aspects. It can be said that the interviewees' experience of the
French education system at an early age was effective in their positive development. On the
other hand, seeing and experiencing examples of Turkish culture at home and in the
environment provided them with a variety of experiences and improved their awareness.

The characteristics of the French perspective are clearly seen in the interviewees. Their
ability to see the contradictions in both societies, their critical and humorous approaches, their
secular perspective, their rational, civil and sociological perspective that makes concrete
comparisons, is a form of acculturation they received from the French education system. In
addition, their conceptual thinking skills and their self-criticism are also remarkable. Although
they seem to have an opposing stance in terms of Neo-Ottomanism, they are not overly
political either. Although they are aware of the hidden racism in France, the fact that they do
not carry the heavy sociological burden of colonialism is a factor in their not being very
interested in the discrimination that Africans are subjected to. They mostly experience their
immigration status in Turkey.

Although the interviewees mentioned the oppressive and colonialist aspect of France
towards immigrants, they stated that they were not subjected to systematic racism like
Africans. This situation is consistent with the information in the literature. The fact that Turks
did not come from a colonial past and were relatively fewer in number compared to African
immigrants prevented them from becoming targets in French society. On the other hand, the
fact that Turks were introduced to the French education system at an early age, their own
work culture and discipline, and their permanent attitude in France due to the unstable
economic conditions of Turkey helped them climb the career ladder more determinedly and
permanently.

On the other hand, the interviewees are aware that immigrants in France will be
excluded if they do not speak French well, do not have work discipline and do not adopt
French national values (equality, fraternity, freedom, secularism, criticism). For this reason,
they either have to speak French very well, work in a highly qualified job or in the field of
arts, or, as in the case of Hiiseyin Aydin Glirsoy, they have to take a French name.

It is possible to see that Kastoryano's theory answers the questions here. The
interviewees show that they adopt French and European values together with Turkish culture
in order to survive in France. Engaging in the French education system, respecting personal
rights and freedoms, and having to show superior work and discipline are mandatory in terms
of their integration into the French national system, and they act maturely in this regard.
Otherwise, the exclusionary reaction that French nationalism applies to African immigrants
who act in a communal manner will also be directed towards them.

On the other hand, the bargaining continues. Namely, these Turkish directors also
maintain their ties with their country of origin, Turkey. They are constantly familiar with
political developments, cultural and social events in Turkey. They try to bring films from
Turkey to France or find the subject of the films they shoot in Turkey or try to make their
voices heard by the Turks by sending the films they shoot to festivals in Turkey. This duality
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shows that they feed on both sides. Because the way to be original is to tell their own personal
stories. The Turks interviewed within the scope of the sample choose their subjects from
Turkey and their own experiences, but they seek/find support for their projects by telling this
with French aesthetics or in good French. At this point, identity negotiation comes into play
and these directors bring both sides together in a balance. Kastoryano stated in his thesis that
identities are transitive and dynamic. We understand from these examples that the new
generation of Turks living in France live both cultures (French and Turkish) together and
instrumentalize them to climb the career ladder.

This instrumentalization situation distances them from a nationalist or conservative
discourse and takes them to a more pragmatic and rights-oriented position. Today's young
generation (the class we will call Generation Y or Z) puts aside their emotional attachments
such as land, identity, language and traditions and acts more professionally. This new
generation of Turks demonstrates the characteristics of a generation that can criticize both
societies and cultures, stand at an equal distance from both sides and make comparisons. This
generation works to produce its own cultural capital and experiences a kind of transfuge
against the expectations of its own society; when necessary, it breaks away from its traditional
society and seeks a meaningful place for itself in the business, art and culture industry, aiming
to embody its spiritual talents. This situation is also an indication that today's individuals and
society are moving towards a transnational position.

Apart from these questions, it was observed that the Turks interviewed were able to
criticize the values, politics, education and culture of both societies in a multifaceted way and
were courageous in this regard. The fact that they were able to look at both societies from the
outside was partly due to their close follow-up of films from both countries, especially world
cinema. These Turks, who are united in a kind of world citizenship identity, look not only at
the problems of Turkey and France but also at the common global problems of world
societies. The climate crisis issue is one of these. On the other hand, France's generous funds
and institutional recognition of individual rights and freedoms, despite the fact that it is
assumed to have a colonial past or a racist appearance, are among the important reasons why
Turks do not leave France. In order to further develop this study, the cinematic languages of
the interviewed directors should be examined through their films and their contributions to
transnational cinema should be understood through close analysis.

This study demonstrates that the cultural, political, and pedagogical conditions
surrounding young people of Turkish origin in France transform identity formation into a
multidimensional field of negotiation. The interviews reveal how film education, in particular,
provides a fertile space where identities are questioned, reinterpreted, and reshaped.

As Perrine Boutin emphasizes, French film education creates a democratic learning
environment by resisting singular, “official” readings and encouraging students to express
subjective, critical, and plural interpretations. This approach offers young immigrants a
cognitive and emotional framework through which they negotiate between French republican
values and the cultural heritage they inherit from Turkey.
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Zeynep Adiyaman’s reflections on the Turkish and French education systems further
illuminate how these structural differences directly shape this negotiation process. Whereas
the Turkish system remains largely exam-oriented and centralized, the French tradition
privileges debate, argumentation, and critical thinking. These educational divergences foster
hybrid forms of identity among Franco-Turkish youth, who often feel connected to both
cultural spheres while belonging fully to neither.

Taken together, these perspectives confirm that the identity of young people of Turkish
origin in France cannot be reduced to assimilation or isolation. Instead, their identity is a
dynamic, continuously negotiated construction shaped by political discourse, cultural
expectations, pedagogical environments, and personal agency. Film education emerges as a
powerful tool that not only reflects but also deepens this ongoing negotiation, offering young
citizens a democratic space to encounter difference, question representations, and articulate
their own voices.
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PART 2

ALP HEPER'S CINEMA PERSONALITY AND
IDENTITY OF IDHEC (LA FEMIS) ACCORDING TO
ORIGINAL DOCUMENTS IN THE NATIONAL
ARCHIVE OF FRANCE

This chapter is dedicated to a unique archival journey that illuminates one of the first
Turkish movie directors who was Alp Zeki Heper’s cinematic education and creative
formation during his years in France in 1960s. As part of this research, I consulted the French
National Archives (Archives Nationales), specifically the collection titled “Institut des hautes
études cinématographiques (IDHEC). “Dossiers de scolarité des 14e a 41e promotion (1957—
1988).” Within this collection, Heper’s student file appears under 17" Promotion (1960—1962)
in folder 20100338/70, recorded as “HEPER Alp (1960—-1968).” This archival series offers
significant insights not only into Heper’s education but also into the pedagogical climate of
IDHEC during the 1960s.

Photo 14. 17th Promotion (1960-1962) in folder 20100338/70, recorded as “HEPER Alp (1960-1968),
Soruce: French National Archives & Archives Nationales en France
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Photo 15. While working on Heper's files in the archive

The structure of this chapter follows the material organization of the archive itself. Each
entry begins with a visual reproduction of the original document. If the material contains
handwritten text, it is presented first through a transcription, followed by an English
translation and an interpretive analysis. When documents are typewritten or printed, the
chapter proceeds directly with translation and in-depth commentary. This method preserves
the authenticity of the documents while making their historical and artistic implications
accessible to contemporary readers.

Importantly, the documents are examined not in chronological order, but in accordance
with the folder and file arrangement of the National Archives. This decision respects the
institutional logic of the archive and reconstructs Heper’s formative years at IDHEC within
the rhythm and memory structure of the institution itself.

In the concluding section of this chapter, all documents will be analyzed collectively
along three interconnected axes:

1. The institutional identity and pedagogical philosophy of IDHEC,

2. Heper’s artistic explorations and political positioning,

3. Representations of identity and cinematic orientation as reflected in the archival
materials.
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Through this multi-layered reading, the chapter aims to move beyond the common
portrayal of Heper as a “marginal” or “cursed” filmmaker. Instead, it seeks to render visible a
disciplined, intellectually rigorous, and deeply reflective artist shaped in part by the cinematic
culture of France.

Beyond its archival depth, this chapter holds particular significance because it brings to
light a body of documents that has remained largely untouched within French institutional
memory. Alp Zeki Heper is often evoked in Turkish cinema history as an elusive, marginal, or
even “cursed” figure—someone whose artistic vision exceeded the categories available to his
contemporaries. Yet the materials preserved at the French National Archives reveal a different
portrait: a young filmmaker rigorously trained within one of Europe’s most influential
cinematic institutions, engaged in continuous experimentation, theoretical inquiry, and visual
research. By examining these documents in detail, the chapter contributes to a long-overdue
reevaluation of Heper’s place within both Turkish and transnational film history.

Moreover, this chapter serves as a rare bridge between archival studies, film pedagogy,
and auteur analysis. IDHEC—Iater La Fémis—has shaped generations of filmmakers, but its
impact on foreign students, particularly those from Turkey, has never been systematically
explored. Through Heper’s file, one gains direct access to the pedagogical structures, aesthetic
expectations, and artistic debates circulating in 1960s France, a period marked by the
Nouvelle Vague, heightened political consciousness, and radical formal experimentation.
These documents offer an unprecedented opportunity to trace how an artist from Turkey
navigated, absorbed, and transformed this environment. In doing so, the chapter not only
reconstructs an essential chapter of Heper’s trajectory but also illuminates the broader cultural
flows that have long connected French and Turkish cinematic practices.

This chapter presents the first systematic archival investigation ever conducted on Alp
Zeki Heper, bringing to light documents that had remained untouched for decades in the
French National Archives. For the first time, Heper’s creative formation, academic trajectory,
and early artistic experiments can be traced directly through primary sources. This
unprecedented access allows us to move beyond mythologized narratives and reconstruct
Heper’s cinematic identity through the material record of his years at IDHEC—offering a
foundational contribution to both Turkish and transnational film history.
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Sections of Alp Heper's Life, Milestones, and Filmography

Born in Istanbul in 1939, Alp Zeki Heper enrolled at IDHEC after completing his
education at Galatasaray High School. Two years later, he was named the school's "best
student director" (Bayazoglu, 2004, p. 19).

He began his short film career in Paris, directing 4 Woman (1963) and Dawn (1963). In
"Dawn," he criticized "the oppression of women and the social treatment of people as
property." (Bayazoglu, 2004, p. 19) 4 Woman won the IDHC award in 1963, while "Dawn"
won the award from both the IDHEC and the Austrian Ministry of Culture in the same year
(Kara, 2019).

After returning to Turkey, he worked as an assistant director alongside O. Liitfii Akad.
In 1966, he established his own film production company and began working as a producer-
director. His first film, Love Stories of Pale Nights, was directed in 1966. In this film, Alp—
said to have applied the cinematic language he had learned in France—stepped outside
Yesilcam’s star system and worked with amateur actors. Considered an experimental attempt
at a poetic and abstract love story, the film was met with great interest by directors and critics
of the time (Kara, 2019).

This was the first cinematic attempt outside Yesilgam, both economically and
thematically. Lacking any commercial prospects, the film was made during the post-May 27
era, when social-realist works in 1960s of Tiirkiye such as Yilanlarin Ocii, Susuz Yaz,

3 Official Website of the French National Archive: https://www.siv.archives-
nationales.culture.gouv.fr/siv/rechercheconsultation/recherche/ir/rechercheGeneralisteResultat.action?formCalle=GENERA
LISTE&searchText=Alp+Heper
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Topragin Kam, Karanlikta Uyananlar, Duvarlarin Otesi, Otobiis Yolculari, and Kuyu® were
celebrated. It was met with hostility instead of interest. As a result, both official and unofficial
censorship stood in its way. Intellectuals offered no support, while censors labeled it obscene,
leaving the director in deep disappointment and isolation. Although the film was completed
thanks to his father-in-law’s financial backing, it failed to pass censorship—and even if it had,
it would never have reached distribution. To recover from this defeat, Alp Zeki made a sudden
turn and became “a Yesilcam filmmaker”: he directed three films. In 1967, Dolmus Soforii
starring Fatma Girik and Izzet Giinay; in 1968, Eskiya Halil with Ciineyt Arkin, Piraye Uzun
(in her debut role), Aliye Rona, Erol Tas, and Hayati Hamzaoglu; and in 1969, Kara Battalin
Acist featuring Fikret Hakan and Fatma Karanfil. A rich girl-poor boy love story, a bandit
tale, and a historical drama. Yet all three ended up shelved. Because of the Yesilcam embargo,
he could not find theaters willing to screen his films (Bayazoglu, 2004, pp. 13—14).

To recover from this defeat, Alp Zeki made a sudden turn and became “a Yesilcam
filmmaker”: he directed three films. In 1967, Dolmus Soforii starring Fatma Girik and izzet
Giinay; in 1968, Eskiya Halil with Ciineyt Arkin, Piraye Uzun (in her debut role), Aliye Rona,
Erol Tas, and Hayati Hamzaoglu; and in 1969, Kara Battalin Acis1 featuring Fikret Hakan and
Fatma Karanfil. A rich girl-poor boy love story, a bandit tale, and a historical drama. Yet all
three ended up shelved. Because of the Yesilgam embargo, he could not find theaters willing
to screen his films. (Bayazoglu, 2004, pp. 13—14)

Alp Heper produced his cinematic work within the cultural atmosphere of the French
New Wave of the 1960s. When we examine this period closely, it becomes clear that no single
dominant style prevailed; instead, directors developed their cinematic practices outside the
studio system, guided by more personal choices. These filmmakers of a manifesto-less period
(such as Truffaut, Godard, Rohmer, etc.), while producing films that did not resemble one
another, shared a common ground in their desire to create a new kind of cinema, to
experiment with hybrid styles, and to pursue an avant-garde spirit. The term “New Wave” was
a label assigned by critics and journalists to describe these directors and their films; it was not
a movement through which the directors themselves defined their identity (Yildirim, 2021, p.
92). Heper’s cinema, woven with symbols and psychological realities, should likewise be
understood within the framework of the New Wave in this sense.

4 English title of the mentioned Turkish films: Revenge of the Snakes, Dry Summer; Blood of the Soil, Those Who Wake Up in
the Dark, Beyond the Walls, The Bus Passengers, and The Well.
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Figure 1. Alp Zeki Heper’s Filmography

Heper’s Short Films

Bir Kadin (Le 1962 Director: Alp 5 min Experimental, 16 mm Turkey

Parfum de la Dame Zeki Heper Short

en Noir)

Safak (L’Aube) 1963 Director: Alp 7 min Experimental, 35 mm Turkey
Zeki Heper Short

Heper’s Feature Films

Love Stories of 1966  Director: Alp Zeki Heper; 76 min Experimental, 35 mm, Turkey

a Pale Night Screenplay: Alp Zeki Heper; Drama, B&W
(Soluk Gecenin Producer: Alp Zeki Heper; Emotional,
Ask Hikdyeleri) Cinematography: Mengii Psychological
Yegin
The Minibus 1967  Director: Alp Zeki Heper; N/A Drama, 35 mm, Turkey
Driver (Dolmug Screenplay: Alp Zeki Heper; Emotional B&W
Soforii) Producer: Alp Zeki Heper;
Cinematography: Mengii
Yegin
Halil the Bandit 1968  Director: Alp Zeki Heper; 41 min Drama, 35 mm, Turkey
(Eskiya Halil, Screenplay: Alp Zeki Heper, Emotional, B&W
Haydut) Aydin Engin; Producer: Alp Adventure
Zeki Heper;
Cinematography: Cengiz
Tacer
The Pain of 1969 Director: Alp Zeki Heper; N/A Action, Drama, 35 mm,
Kara Battal Screenplay: Alp Zeki Heper; Adventure, B&W
(Kara Battalin Producer: Alp Zeki Heper; Historical
Acist) Cinematography: Cengiz
Batuhan

Alp Zeki Heper’s first film—said to bear the abstract and psychological influences of
Buiuel and the Surrealist movement, built around Freud-like sexual anxieties—was rejected
by the film control commission on the grounds of obscenity. It became the first film in Turkey
to be officially banned by the Council of State for being obscene. In a newspaper interview,
Heper remarked: “Love has never been obscene. What is obscene is the attitude toward love.”
Love Stories of Pale Nights (1966), which was also submitted to the 2" Antalya Golden
Orange Film Festival, was never shown to the public. It was screened only in private
showings. Although the film was noted for its aesthetic visual quality, some sources claim that
its alienating content failed to attract interest. Unable to reach audiences, it remained an
experimental work confined to cinematic archives, private collections, and later the archives
of Mimar Sinan University—accessible only with the permission of Sami Sekeroglu—Iiving
on as a “cursed film.” Because Alp Zeki Heper’s films were rejected by distributors or
blocked by censorship, they never reached theaters or audiences. After what was described as
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“a three-year ordeal and cursed journey in cinema,” Heper was forced to abandon filmmaking
(Kara, 2019).

Enis Batur (2007, p.50-51) states that he watched Heper’s film from a rough copy and
was deeply impressed, and he describes the symbols the director preferred to use as follows:

“(...) as can also be understood from his statements, Alp Zeki Heper had, from the very beginning,
adopted a conception of cinema that is formed through the process of making itself. To narrate, for him, meant
passing from one scene to another through a deliberately chosen gateway, preserving within each scene a plastic
integrity, and constructing a balanced fluidity through the totality of the scenes. Since I watched Love Stories of
a Pale Night from an unfinished copy, I do not consider myself entitled to comment on the film’s editing or its
sense of rhythm. Nonetheless, I believe it is necessary to pay close attention to the director’s manner of
constructing the plastic dimension, including the sequences in which he uses Buifiuel or Resnais almost as
quotations. Alp Zeki Heper, in his very first film, developed a spatial organization rarely encountered in Turkish
cinema. Rooms and beds, attics and bathrooms function as ‘actors’ in themselves, and, guided by Pinter’s
statement, ‘If two people live in a room, a power relationship has already begun between them,’ the characters of
the film reveal a performative dimension not only in their use of interior spaces but also in the selection of
exterior locations. Along the shores of the island and in the garden with a pool, one can read chess-like moves,
skillfully designed between rhythmic advances and retreats. The love scene staged in the middle of the road,
directly opposite the main gate of the Dolmabahge watch post, at a time of heavy traffic—established in a double
sense (both literal and metaphorical)—forms the climax. In the cinema of Alp Zeki Heper, who died before fully
becoming, fetishes would clearly have occupied a vital place. Love Stories of a Pale Night, even if examined
from this single angle, gives such weight to a ‘world of things’ that it could yield a serious catalogue: statues, a
gun, clothes (especially shoes), Chekhov’s book of short stories, a clock, a dressing table, a mirror, a window...
This is but a small cross-section from the inventory of obsessions and symbols that constitute a private world
capable of making a filmmaker. They come and attach themselves to the human being, to time, and to movement

.y

In a 1974 interview with the newspaper Yeni Ortam, Alp Zeki Heper described Love
Stories of a Pale Night as “a difficult film about memories, in which I tried to confront
freedom with repression, violence, and torture.” Defining freedom as a form of mad love,
Heper expressed his wish that love could eliminate repression and torture. He criticized the
censorship that banned the film on grounds of obscenity, insisting that it was a love story and
emphasizing that “love has never been obscene; what is obscene is the attitude toward love”
(Heper, 1974, cited in Aktas, 2021, p.36).

In a 1966 article in Gériintii, the journal of the Bogazici University Cinema Club, Heper
defined cinema as “a matter of love and dream, a longing for a better life, the destruction of
reality and its reconstruction.” He explained that while making his first film, he drew on his
childhood memories and was particularly intrigued by the mysterious aspects of human
relationships. Describing the young man in the film as being “in a frenzy of longing for love,
while objects, his surroundings, and his relationships drive him toward losing himself,” Heper
emphasized that the film was, for him, an experiment (Heper, 1966, cited in Aktas, 2021, pp.
36-37).

In an interview where Heper shared his views on the censorship of his films, he stated
that “alongside state censorship, he also faced the censorship of those considered
intellectuals.” Pointing out that one of the two films banned by censorship and brought before
the Council of State was his own, Heper emphasized that “the harshest clause of the
censorship regulations is the one that condemns the artist to shoot only scripts approved by
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the censors.” Regarding his second film, Dolmus Soforii, he explained that the stamps placed
on each script page made him feel “imprisoned within walls.” Defining cinema as freedom,
Heper argued that “even if a director were to film his own script, it would be impossible for
him to think about the same subject in the same way after a lapse of time.” He added that
“with this clause, the very essence of cinema is forbidden, leaving neither the actor nor the
director any individuality” (Heper, 1974, cited in Aktas, 2021, p. 37).

Heper, who defined cinema as “a phenomenon that is as personal as it is social,” also
remarked that “those who bind cinema with the heaviest chains are precisely the ones who
cannot see its truly mysterious and poetic side” (Heper, 1966, cited in Aktas, 2021, p. 37).

In 1968, Yeni Sinema magazine published a critique of Heper and other experimental
filmmakers of the period, one that strongly echoed a “love it or leave it” mentality: “These
directors, who bring Western cinematic types into Turkish cinema, either do not know their
own people or are bluffing in order to appear ‘innovative.” There is no need to make a film in
Turkey that is foreign in both essence and form. After all, we live in Turkey.” Unable to
reconcile with Yesilcam, Alp Zeki Heper eventually gave up filmmaking altogether. The final
years of his life were marked by illness and psychotic episodes. On January 9, 1984, Heper
passed away from skin cancer (Kara, 2019).

Bayazoglu (2004, p.11), in discussing the director’s private life, notes that because of
his father’s work, Alp Zeki lived apart from him and stayed with his mother on Biiyiikada in
Istanbul, where they led a wealthy and flamboyant life:

“Alp Zeki would come to the island with his mother, Atifet Hanim. His father was never around. They
would stay at the Anadolu Club—something not at all easy in those days. If not there, they would always find a
way to rent a mansion. Atifet Hanim was always an interfering and authoritative figure in her only son’s life. One
witness described her as ‘like an oriental version of A Streetcar Named Desire.” She disliked her husband, a low-
level clerk at Kizilay, felt ashamed of him, and even tried to hide his existence. She strained every means to live
a life that was not really hers until the day she died. Another witness recalled last seeing her in Elmadag on a hot
August day, walking with difficulty in a fur coat between the Divan and Hilton hotels. She was very old and
could barely walk.”

Bayazoglu (2004, p.20), in reflecting on the last years of Alp Zeki’s life, notes that he
was no longer of sound mind:

“In the years when the conflict between the left and right wing reached its peak, he turned his anger
against the intellectuals he blamed for his failure in cinema—what he called the coalition of Kemalist/Atatiirkist,
social democrat, secular, and communist circles—and ended up leaning toward the right wing. He would wander
around Beyoglu with his prayer beads in hand, storm into Yesilgam cafés, shout at filmmakers gambling there,
or, when stirred up, climb onto tables and deliver speeches about cinema. He forced his wife to cover her head
with a headscarf. He would go to the mosque at random times. One day, in front of his villa in Yenikdy, he
poured gasoline over all his books, photographs, and films and set them on fire. In his delirium, he had joined the
ranks of those who claimed to have found salvation. Finally, in 1975, they divorced.”

Analyzing Heper’s two short films (A Woman and The Dawn), which he made during
his student years in France in 1963, Aktas (2021, pp. 43—45) provides insight into Heper’s
cinematic vision while also offering clues about his ideological worldview and identity:

“Heper’s films, marked by the symbolic use of a limited number of objects, employ metaphoric
expressions that externalize his inner world, consciousness, and subconscious through symbols. In staging, he
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frequently uses doors and windows—often as frames within the cinematic frame itself. By relying on only a few
objects and settings, he creates a theater-like atmosphere. The door metaphor, which also appears in his other
films, not only represents the passage from one space to another but also signifies the end of one era and the
beginning of another, serving as an object symbolizing change. In his films, where the characters remain static
and the scenes resemble a sequence of still photographs, this sense of immobility is balanced by the movement
of the camera. In his short films, which share thematic similarities, Heper depicts the individual’s sense of
confinement, lives under pressure, and loneliness through a cinematic language that drifts between dream and
reality. In both of his short films, the male figures with a missing arm or confined to a wheelchair emphasize
Heper’s view of the man as always incomplete or flawed within a relationship. This may also be a reference to
his own life, where a dominant mother figure and a more passive father figure played a central role. The
portrayal of the woman as unhappy within marriage and confined to the home likewise alludes to Heper’s
relationship with his mother. It reflects his mother’s marital situation and her constant search for a different
environment than the social setting in which she was bound. However, it is known that in his own life Heper was
disturbed by his mother’s attitude and criticized her obsession with luxury and ostentation. The female figures in
his films, however, differ from his mother in these respects. The female figures in his films are portrayed as
individuals who are suppressed, forced to abandon their desires and aspirations, confined to life within a
household, and gazing longingly toward the outside world. The men and women in Heper’s films appear as
though trapped within the system. While individuals share the same physical space, their sense of confinement
leads them to live within their own imagined worlds. Thus, even when together, they are shown to lead lives
independent of one another. Heper conveys his search in life, his unfulfilled desires and aspirations, and the
pressures of being raised by an authoritarian mother through characters who are trapped within spaces and
unable to express themselves. However, his relationship with the female characters in his films differs from his
relationship with his mother. While Heper inwardly resented his mother, his deep attachment to her may in fact
be reflected in these cinematic portrayals. (...)”

Altekin (2019) has analyzed Love Stories of a Pale Night (1966) from a psychoanalytic
perspective. His analysis provides a strong argument for understanding the director’s identity
and ideological stance. Altekin (2019, p.77) notes that the director does not assign any names
to the characters, nor does he use expressions that could indicate specific roles such as
mother, father, lover, or spouse. Apart from the voice-over and music, dialogue is used very
sparingly, and the actors can only be interpreted in relation to the roles they represent.

Altekin (2019, p.82) notes that the terraces in the film can be interpreted as spaces
situated between the conscious and the unconscious. In this sense, the male character observes
the hidden recesses of the unconscious from the terrace. Referring to The Interpretation of
Dreams, Sigmund Freud points out that such movements up and down staircases symbolize
sexual intercourse. The second terrace likewise functions as a site of desire, fully in harmony
with the exterior of the building shown. In the two balcony (terrace) sequences, the duality
continues through the women: the mother/prostitute figure dressed in light colors, and the
other woman in black, coded as the femme fatale. Halil’s psychic condition reflects these
dualities, as he remains caught between these two (sometimes three) women. The femme
fatale’s question, “Is Istanbul beautiful?”” should not be overlooked either; it can be read as a
symbolic call to the city’s feminine identity.

Altekin (2019, p.82) notes that when we turn to the shoe motif, the scene unfolds like a
Cinderella story. Although told under different names in many cultures, the narrative remains
the same: Cinderella, forgetting that the clock has struck midnight, must run away and in
doing so leaves behind one of her shoes—the very object that makes her desirable. In the film,
however, we see the man sensually removing the woman’s shoe. Here, the shoe emerges as an
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object of desire and can be read as a phallic symbol. It is at this point that the man’s search
begins, and later we understand from the woman’s maternal roles that the couple represents an
incestuous mother—son relationship.

On the other hand, Altekin, (2019, p.83) makes an interesting observation about a scene
involving Halil:

“In the scene where we see Halil reading a newspaper, instead of classical music we hear gunshots. The
camera takes a close-up of the newspaper; although the headline and most of the text cannot be fully read
because it is being held in the hand, we can clearly see the name “Tiirkes” in the middle section (referring to
Alparslan Tiirkes, the military leader of the 1960 coup). The camera then focuses closely on several photographs
in the paper—soldiers, civilian women, and children—apparently from Vietnam. In the background, the sounds
of guns and war continue. From a psychoanalytic perspective, music in this context is interpreted as a kind of
defense mechanism against encroaching paranoia. The unease evoked in the audience through this soundscape
also serves as an archival reflection of the political world of the time: Tiirkes was entering Turkish politics after
the coup, while the Vietnam War was simultaneously ongoing. These low-intensity images of war, set against the
rigid libidinal ground of the film, function almost like a documentary element, briefly leaking the characteristics
of the era into the narrative (Altekin, 2019, p.83).”

According to Altekin (2019, p.84), in the nightclub scene a third feminine figure
emerges: the vamp woman, dressed in black and holding a cigarette. The mother, portrayed
simultaneously as a “prostitute-mother,” arrives to take her son away from this environment,
now forced to confront a rival. While dancing in the arms of the vamp woman, Halil notices
his mother behind him and follows her like a child clinging to his parent. In a brief outdoor
sequence, this becomes even clearer, as he literally trails after her like a mischievous boy. His
remark to the vamp woman—*"if only I didn’t have to do two things”—captures the essence of
his dilemma; in fact, both son and mother are trapped between two conflicting obligations.
When they return home, the sweater his mother gives Halil symbolizes both a protective
instinct and a gesture of desire. These two impulses—protection and longing—manifest as
outward expressions of conflicting emotions.

According to Altekin (2019, p.85), the moments in which the city itself functions as a
cinematic setting are found in the final scenes. Between dream and reality, we see the mother
wandering alone outside. The ultimate catharsis of the film takes place in the love scene
staged in the middle of the road in front of Dolmabahce Palace. These sequences, which
unfold almost like pure cinema, then shift to different urban locations. For the first time, the
audience is confronted with the “real” Istanbul, taken on a journey through its busy avenues
and narrow side streets. Amid the chaos of traffic, banks, major brand signs, and bustling
crowds, Halil searches for the woman, eventually finding her by the seaside. There, he places
his mother behind a gate that resembles a cage, an attempt to suppress his incestuous feelings.
The iron bars evoke a prison, as though she is depicted in an inner confinement. By leaving
his emotions trapped behind the cage, Halil walks away, drifting aimlessly down a side street
At a street corner, he briefly notices a wounded man crouching in pain against a wall, his hand
bleeding. These images, too, recall the aesthetics of the French New Wave. Casting only a
fleeting glance at the man, Halil carries on indifferently and disappears from view.

Alp Zeki Heper’s Artistic Personality and Political Identity Reflected through
Cinema
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The cinematic world of Alp Zeki Heper offers much more than artistic experimentation;
it provides a mirror to his inner struggles, contradictions, and aspirations. His films, often
considered enigmatic and alienating by audiences of his time, reveal a filmmaker whose
identity was deeply entangled with the symbols and atmospheres he placed on screen. To
understand Heper’s personality, one must approach his films not only as cultural products but
as confessional texts where psychology, memory, and desire intertwine.

The recurring use of objects and spaces in Heper’s work signals a personal language
through which he externalized private concerns. Doors, windows, terraces, and cages are not
mere cinematic props but metaphors of transition, repression, and confinement. They suggest
a mind negotiating between openness and closure, between the desire for freedom and the
inevitability of boundaries. The sense of being trapped—whether within rooms, relationships,
or social frameworks—can be read as an extension of his own feelings of isolation and
dislocation, both in the film industry and in his personal life.

Heper’s representation of men and women reflects a conflicted vision of human
relationships. Male figures often appear incomplete, constrained, or flawed, while female
figures oscillate between roles of nurturer, lover, and authority. This duality reveals a deep
ambivalence toward intimacy and dependence. The maternal presence, in particular, emerges
as a central force: protective yet oppressive, desirable yet suffocating. This portrayal suggests
that Heper used cinema to grapple with unresolved emotions connected to authority, affection,
and domination. His female characters, frequently confined within domestic spaces and
yearning for freedom, embody a tension between suppressed desire and the dream of
escape—a tension that mirrors his own oscillation between rebellion and attachment.

Heper’s choice to stage critical moments in urban spaces, especially in Istanbul,
underscores his view of the city as more than a backdrop. The crowded streets, seaside vistas,
and chaotic intersections become psychological landscapes where inner turmoil is projected
outward. By positioning personal dramas within such spaces, Heper blurred the boundaries
between private neurosis and public history. The city, with its contrasts of grandeur and decay,
emerges as a symbolic extension of his fractured identity—at once familiar and estranging,
intimate and alien.

A striking element in his films is the deliberate use of stillness and immobility.
Characters often appear frozen, almost like figures in a photograph, while the camera itself
provides the only sense of movement. This tension between stasis and motion conveys the
paradox of his worldview: a restless imagination trapped within rigid structures. The resulting
atmosphere 1is theatrical, dreamlike, and unsettling, reminding the viewer that for Heper,
cinema was not about narrative resolution but about staging the very impossibility of
resolution.

Perhaps the most revealing aspect of Heper’s personality is his refusal to compromise.
His work disregarded conventional storytelling, commercial formulas, and audience
expectations. This uncompromising stance highlights a personality shaped by defiance—
defiance of social norms, aesthetic conventions, and institutional constraints. Yet, this same
defiance also led to his alienation, leaving him on the margins of both the film industry and
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intellectual circles. His sense of being misunderstood and rejected appears to have fed back
into the very themes of his films, producing a cycle where life and art reflected one another in
increasingly painful ways.

Alp Zeki Heper’s short but intense cinematic career can be seen as a form of
autobiography written in images rather than words. His use of symbols, spatial metaphors,
and psychological themes reveals a personality marked by conflict: torn between rebellion
and longing, independence and attachment, artistic purity and social rejection. Far from being
abstract exercises, his films serve as deeply personal confessions of a man who struggled to
reconcile his inner world with the realities around him. What remains today is the image of a
filmmaker who transformed his identity into cinema itself—an auteur whose personal battles
continue to resonate in the haunting atmospheres of his work.

Transcription and Analysis of Documents Related to Alp Zeki Heper in the French
National Archives

The official student records of Alp Zeki Heper provide a rare and detailed glimpse into
the formative years of one of Turkish cinema’s most enigmatic directors. Born in Istanbul on
July 14, 1939, Heper had already completed his secondary education at the prestigious Lycée
de Galatasaray in Istanbul and pursued legal studies at Istanbul University before briefly
attending the University of Geneva. This intellectual trajectory suggests that Heper’s approach
to filmmaking was shaped by a solid grounding in law and humanities, which may have
influenced the structural rigor and moral questioning evident in his later works.
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Photo 17. Archival Document on Alp Zeki Heper’s IDHEC Student File (1960-1962)
Soruce: French National Archives & Archives Nationales en France

The document confirms Heper’s enrollment at IDHEC (now La Fémis) from November
1960 to June 1962, a period coinciding with the Nouvelle Vague’s peak in Paris. His choice of
section—direction, production, and stage management—places him in direct contact with the
creative and technical currents transforming French and European cinema at the time. His
declared artistic activity—staging three plays and designing sets—hints at an early interest in
theatricality and visual composition, which would later become key signatures of his
cinematic style.

What is equally striking is the intersection of Heper’s private and professional life: the
file notes that he was married with one child during his studies, a biographical detail that
complicates the common narrative of the solitary, bohemian film student. Rather than
embodying the carefree myth of the young auteur, Heper appears as a mature, cosmopolitan
figure negotiating family obligations while immersing himself in the avant-garde environment
of Paris.

Taken together, these elements transform Heper from the “cursed director” of Turkish
film historiography into a historically situated individual whose intellectual and artistic
formation was deeply transnational. This file thus functions not only as a bureaucratic record
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but also as a lens through which to understand the hybrid nature of Heper’s identity—as a
Turkish intellectual, a Paris-trained filmmaker, and a bridge between two cinematic cultures.
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English Translation
Curriculum Vitae

Surname: Heper
First name: Alp Zeki

Date of birth: July 13, 1939
Place of birth: Istanbul
Religion: Muslim

Marital status: Married
Father’s name: Ali Fazil
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Mother’s name: Atifet Kemal
Address: Sisli, Halaskargazi Avenue No. 393 — Istanbul

1951-1952 Completed primary school
1954-1955 Completed secondary school

1957

— Painting exhibition

— Set and costumes for Le Médecin malgré lui (The Doctor in Spite of Himself)
— Direction and sets for Un Imbécile (An Imbecile) by Luigi Pirandello

1958
— Direction and sets for La Le¢on (The Lesson) by Eugéne Ionesco

1958-1959
— Obtained diploma from Lycée de Galatasaray

1959
— Direction and sets for Ubu Roi by Alfred Jarry
— Secretary at the Thédtre de Poche d’Istanbul

1959-1960
— Law student at the University of Geneva

(All plays staged at the Galatasaray Theatre)
[signature] Alp Heper

This typed résumé, included in Alp Zeki Heper’s IDHEC admission file, serves as an
invaluable self-portrait of the artist in his formative years. Written in French around 1960, it
portrays Heper as a multidisciplinary creator already active in theatre and visual arts before
entering cinema. The document traces a coherent trajectory from visual arts to performing
arts, demonstrating how Heper’s early experiences in painting, scenography, and stage
direction laid the foundation for his later cinematic sensibility. His collaborations with
canonical playwrights such as Pirandello, Ionesco, and Jarry reveal an engagement with
absurdist and modernist aesthetics—a thematic lineage that would later permeate his film
work. Equally significant is his connection to Galatasaray High School’s theatre, a key
cultural institution in mid-20th-century Istanbul, which functioned as both a creative and
intellectual incubator. His brief tenure as secretary at the Thédtre de Poche d’Istanbul and his
legal studies in Geneva illustrate a cosmopolitan orientation: an artist negotiating between
Turkey’s artistic avant-garde and Western academic modernity. This résumé not only
formalized Heper’s candidacy for IDHEC but also encapsulated the transcultural profile that
defined his career. It presents him as a young, globally minded intellectual shaped by
Istanbul’s hybrid cultural milieu and poised to transition from stage direction to cinematic
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authorship—a move that would ultimately make him one of the first Turkish filmmakers
trained in postwar France.
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English Translation
July 13, 1960
Dear Mr. Alp Heper,

We acknowledge receipt of your application for admission to the first year of
studies at IDHEC (Institut des Hautes Etudes Cinématographiques) in the
sections: Directing — Production — Stage Management. The qualifications you have
presented appear sufficient, in principle, to justify a provisional acceptance of your
application under the “admission by credentials” category. However, the final
decision regarding your admission to IDHEC will only be made after you have
regularly attended the preparatory class scheduled from October 3 to October 31,
and based on the results of the examinations to follow. Attendance at this
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preparatory class is mandatory, and you must be present in Paris no later than
October 1 to complete the administrative formalities and pay the sum of 100 francs
for the October tuition fees. The IDHEC offices (92 Champs-Elysées, 5th floor) will
be open during September and, on October 1, only from 10 a.m. to 12 noon. The
Accounting Office will provide you with a mandatory convocation upon payment,
allowing you to attend the first candidate meeting to be held on October 3 at 9 a.m.

Please note that the subjects taught during this preparatory month will not only
introduce you to French academic and IDHEC work methods but also provide an
initiation into cinematic techniques. In conclusion, this letter constitutes a
provisional acceptance of your application; however, the final decision will be
made at the end of October by the special admissions committee, depending on
your exam results. This letter, nevertheless, allows you to proceed with the
administrative formalities necessary for your arrival in France. Please confirm
your acceptance as soon as possible.

R. TESSONNEAU, General Administrator

Important Note: All commitments made by IDHEC automatically become null and
void if you have not acquired by October a sufficiently correct written and spoken
knowledge of the French language. We emphasize this point, as certain students in
the past have been unable to continue their studies for this reason. IDHEC
formally declines all moral and material responsibility in this respect.

This letter, dated July 13, 1960, marks the first official correspondence confirming Alp
Heper’s provisional acceptance into IDHEC, one of Europe’s most prestigious film schools. It
stands as a pivotal document in his trajectory as a Turkish student entering the French
cinematic education system. The tone of the letter is both formal and regulatory, combining
encouragement with bureaucratic precision. The “acceptation de principe” reveals that while
Heper had satisfied initial eligibility criteria, his final admission was conditional on successful
participation in a month-long preparatory course (October 3-31, 1960) and demonstrated
proficiency in written and spoken French. This linguistic condition is particularly significant:
it reflects both IDHEC’s pedagogical demands and the cultural-linguistic barriers non-French
students faced within the institution. Beyond mere administration, the letter illustrates the
rigid institutional discipline of postwar French film education—an environment in which
artistic training was grounded in order, punctuality, and technical mastery. For Heper, this
document thus symbolizes both an entry point into a European cinematic tradition and the
beginning of a struggle for legitimacy as a foreign filmmaker navigating linguistic and
bureaucratic thresholds. In retrospect, the document foreshadows the correspondence that
would follow in subsequent years (1961-62), revealing the persistent tension between creative
aspiration and institutional conformity that would come to define Alp Zeki Heper’s artistic
and academic journey.
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I DAL o2y
92 Champe Elyaces

ARTS VIiIo

CONS 3 i
TITURION s DOSSIER D' ADMISATON SUR COHOOURS OU St TITRES

HEPER

Hom ¢

Prénoms 3
Age 2 3}
Katlonalite v{w

Ldresse 3 ¢ fc s
Diplfues "

7 J—"M

English Translation

I.D.H.E.C.
92 Champs-Elysées, Paris VIII

Composition of the Admission File — Entrance Examination or Admission by
Credentials

Name: Heper

First Name: Alp

Age: 21

Nationality: Turkish

Address: 5 Avenue Weber, Geneva
Diplomas: Equivalent to Baccalaureate
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I. Preliminary Examination for the sections Directing, Production-Management &
Editing-Script
Optional subjects: —

I1. General Examination (All Sections)

(To be completed according to the section)
Optional subjects:

— Mathematical and scientific knowledge (written)
— Drawing (written)

— Applied music (oral)

— Modern languages (oral)

Documents Required:

1. Application letter — yes

Birth certificate — yes

Police record — yes

Certified copy of diplomas — yes
Medical certificate — yes
Embassy letter — yes
Curriculum vitae — yes

List of 8 films — yes

10. Payment of fees — yes

S XA R DR

It is reminded that your application cannot be examined unless all the above-
mentioned documents are submitted within the prescribed deadline.

General Administrator:
R. TESSONNEAU

This document represents the foundation of Alp Heper’s entry into IDHEC, serving as
the official checklist for his admission dossier in 1960. It reveals the administrative rigor of
IDHEC’s selection process and the multifaceted qualifications expected from candidates. The
form demonstrates how Heper’s candidacy was handled through the “admission sur titres”
system—meaning acceptance based on academic or professional credentials rather than
competitive examination. However, the inclusion of sections on written, oral, and artistic
assessments (mathematics, drawing, music, language) underscores IDHEC’s multidisciplinary
approach, combining intellectual, technical, and creative evaluation. Each of the ten required
documents was marked as “oui,” confirming Heper’s meticulous completion of all admission
components. Particularly notable is the inclusion of an embassy letter, a medical certificate,
and a list of eight films, reflecting both bureaucratic thoroughness and the importance of
cinematic literacy. From a historical perspective, this document illuminates the bureaucratic
pathways through which non-European students like Heper navigated postwar French cultural
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institutions. It not only certifies his preparedness but also situates him within the transnational
circulation of film students during the 1960s—a moment when IDHEC was becoming a
global hub for cinematic modernism. Ultimately, this dossier construction form stands as the
first tangible record of Heper’s academic identity as a filmmaker in formation, bridging his
Turkish background with the institutional world of French cinema.

Paris, lo 15 novembre 1068

Monsleur Alp HEPER
17e Promo
latiklal caddes! 108.113, Sinem Saray!

ADM/RT/FP/657 BEYOGLU-ISTANBUL- TURQUIE

Mon cher HEPER,

Merci de votre geatille