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ABSTRACT

RURAL-TO-URBAN MIGRATION IN TURKEY: THE VIEW OF SOCIAL
REALISTIC CINEMA

DINCER, Gokge Saadet
M.S., The Department of Sociology
Supervisor: Prof. Dr. Mustafa SEN

December 2022, 123 pages

Turkey, in the second half of the 20" century, live a big population movement
from rural to urban. In this study, it is analyzed the representation of Social Realist
Cinema Movement’s approach to migration from rural to urban by using the
discourse analysis method. The mainly New-Classical Theory: Push and Pull
Theory is chosen to understand some sociological concepts represented in the
selected films. The concepts identify the representations of the domestic migration
from 1964 to 1986 in the social realist cinema in Turkey. In the light of ten chosen
films from social realist cinema perspective, how people make decision, how they
actualize this decision, and the adaptation process they gone through in the city
are evaluated thanks to ten films; Gurbet Kuslar: (1964), Bitmeyen Yol (1965),
Fatma Baci (1972), Gelin (1973), Diigiin (1974), Diyet (1975), Kizim Ayse (1974),
Yusuf ile Kenan (1979), Bir Avu¢ Cennet (1985), and Ziigiirt Aga (1986). At the
end of the study, it is seen that these films show that people migrate to cities
because they cannot earn their living in their villages. The opportunities motivate
them to migrate to the cities, especially Istanbul, since job, health and education.
Chained migration is seen generally in Turkey that men of the family migrate to

city, find a job and house then his all family moves there piece by piece. The
v



chosen films show the adaptation period of migrants more. The difficulties they
live while adapting are analyzed more detailly by classifying economic and

sociocultural adaptations.

Keywords: Domestic Migration, Turkish Cinema, Adaptation, Social Realist

Cinema,
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TURKIYE'DE KIRDAN KENTE GOC: TOPLUMSAL GERCEKCI SINEMA
ILE BAKMAK

DINCER, Gékge Saadet
Yiiksek Lisans, Sosyoloji Boliimii

Tez Yoneticisi: Prof. Dr. Mustafa SEN

Aralik 2022, 123 sayfa

Tiirkiye, 20. yiizyilin ikinci yarisinda, kirdan kente biiylik bir niifus hareketi
yasanmistir. Bu ¢alismada, toplumsal gergekei sinema akiminin kirdan kente goge
yaklagiminin temsili, sdylem analizi yontemi kullanilarak analiz edilmektedir.
Secilen filmlerde temsil edilen baz1 sosyolojik kavramlari anlamak icin agirlikli
olarak Yeni-Klasik Teori: itme ve Cekme Teorisi secilmistir. Kavramlar,
Tiirkiye'deki toplumsal gercekei sinemada 1964'ten 1986'ya i¢ gbeiin temsillerini
aciklar. Toplumsal gercek¢i sinema perspektifinden segilen on film 1s18inda
insanlarin goge nasil karar verdikleri, bu karar1 nasil hayata gecirdikleri ve kentte
gecirdikleri uyum siireci on film {izerinden degerlendirilmistir; Gurbet Kuslar
(1964), Bitmeyen Yol (1965), Fatma Bacit (1972), Gelin (1973), Diigiin (1974),
Diyet (1975), Kizim Ayse (1974), Yusuf ile Kenan (1979), Bir Avug¢ Cennet (1985)
ve Ziigiirt Aga (1986). Calisma sonunda, bu filmlerin insanlarin kdylerinde
gecimlerini saglayamadiklart igin sehirlere go¢ ettikleri goriilmiistiir. Basta
Istanbul olmak iizere sehirlerdeki is, saglik, egitim gibi imkanlar onlar1 go¢ etmeye
motive ediyor. Tiirkiye'de genel olarak zincirleme go¢ goriiliir, ailenin erkekleri
sehre go¢ eder, is ve ev bulur, ardindan tiim ailesi parga parca oraya taginir. Segilen

filmler gd¢menlerin uyum siirecini daha ¢ok islemektedir. Uyum siirecinde
Vi



yasadiklar giicliikler, ekonomik ve sosyokiiltiire]l uyumlari siniflandirilarak daha

detayli incelenmektedir.

Anahtar Kelimeler: i¢ Gog, Tiirk Sinemas1, Uyum, Toplumsal Gercekgi
Sinema.
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CHAPTER 1

INTRODUCTION

1.1. Introduction

Migration is one of the most important social and economic phenomena in Turkey.
Turkey had witnessed two types of migrations after the World War 11, internal and
external migration, since the late 1940s. External migration increased parallel with
internal one especially to Germany. However, in this thesis, domestic migration is
studied. Domestic migration changes the population density, socioeconomic
structure, and brings the urban to the fore. Migration, especially domestic
migration, is one of the most significant factors in Turkey for social and economic
change. One of the main pushing factors of domestic migration in Turkey is the
mechanization of life. In the rural, mechanization reduces the employment, and in
the urban, it increases the possibilities and the employment opportunities.
Therefore, the cities, especially Istanbul, become charming for people in the
villages. In 1950, almost 75% of population lived in the villages, and 25% lived in
the cities. However, in 1990, this changed, and almost 40% of the population lived
in the villages and 60% lived in the cities (TUIK, 2015). In the following chapters,
migration process is presented chronologically: the structure of the society before
migration, reasons preparing people to migrate, how they migrate and how they
find a place for themselves in the city. This study intends to analyze the

representation of domestic migration in the social realist cinema in Turkey.

Social realist cinema attempts to represent life and social reality as they are. It
emerged in the free environment of the 1961 constitution. It was affected by the
neorealist cinema movement in Italy as well as the social and political environment
in Turkey. The power, which was aware of the influence of the cinema on the

audiences, encouraged it to turn into numbing, and hypnotizing entertainment.
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However, it put obstacles before the films which were produced to raise the
awareness of the audience and reflect the inequalities in life. Social realist cinema
aimed to reflect the reality of labor class rather than bourgeoisie. Although they
used the characteristics of melodrama and comedy, popular genres in Turkey, the
fundamental intention was to reflect an idea, mostly in a provocative way. The
topics treated are mostly people who have struggles in their lives. The economic
problems, especially because of the inequality, are one of the most adopted topics.
These topics did not please the power in the system, so this was one of the reasons
why social realist cinema came forth approximately between 1960 and 1965.
These were the years when the effect of the 1961 constitution was dominant.
Social realist cinema did not continue after these years as a movement, but it has
affected the cinema as a whole in Turkey. It transformed into a sub-genre rather
than a movement after these years. Even today, there are many films carry the
fundamental specialties of social realist cinema. These films focus on inequality
and working class’s life struggle mostly from a realist perspective. In this study,
films are chosen to analyze the approach of social realist films to domestic
migration in Turkey. These films are produced either directly in social realist
cinema period or under its influence. It can be said that two of them are produced
in directly in the social realist cinema; Gurbet Kuslar: (1964), and Bitmeyen Yol
(1965); however, the other films are produced after it; Fatma Baci (1972), Gelin
(1973), Diigiin (1974), Diyet (1975), Kizim Ayse (1974), Yusuf ile Kenan (1979),
Bir Avu¢ Cennet (1985), Ziigiirt Aga (1986). These films represent national
(ulusal) and national (milli)} cinema movements, two significant movements
following social realist cinema. These subjects will be discussed more in detail

later in the study.

! The concept of ‘Milli’(National) in the Milli(National) Cinema Movement is so close to the
National(Ulusal) in the National(Ulusal) Cinema Movement. Their translations in English are the
same, National. However, the concept of "national” was used in the past to include the concept of
"religious", unlike today. In Ferit Develioglu's Ottoman-Turkish Encyclopedic Dictionary, there
are expressions of "belonging to religion and nation, related to the nation, national" against the
concept of "national”. Based on this, we think that National Filmmakers use the word "national”
both to express their religious sensitivities and to refer to our national culture in today's terms (Sim,
2010: 213).

2



In the literature, migration has been combined with other fields in the social
science as well. It has been proved a productive area to study. Filiz (2008)
examines the internal migration patterns of Turkey to understand the change in the
dominance of the east-to-west and the rural-to-urban migration since 1980. It is an
economic and statistical analysis that combines the social and economic theories
with economic models. Gogebakan (2019) studies migration and morality
together. He analyses different moral approaches to problems which migrants
have. He focuses on the volunteer and compulsory migrations and divides the
approaches to migration into two moral approaches: theses defending open borders
and theses defending closed borders. Besides, he works on the emotional and
psychological states of the refugees by looking some films. Cakkalkurt (2015)
examines the concepts of migration and nation (ulus). He puts forward that
migration deconstructs the homogeneity of a nation and causes a global cultural
flow. While he studies cinema of migration via its theoretical foundations, and he
analyses the differences between ulusal cinema and migration cinema. He selects
the films from Turkish films which include the stories of domestic migration, and

migration to Germany.

One of the fundamental principles of social realist cinema in Turkey is to tell the
story of people who suffer from injustice. This is one of its major characteristics,
which makes it a good means to combine with any subject in sociology. Kozan
(2019) studies the representation of women in Akad’s trilogy; Gelin, Diigiin,
Diyet. These portrayed the women and the domestic migration that are valuable
contributions to the Turkish cinema and the representation of women in Turkey.
Kozan makes use of feminist criticism; examines women representations in
cinema, and their role in the reproduction and reinforcement of male-dominated
ideology. She classifies many female representations in the Turkish cinema to see
their various types. Yalin (2017) tries to answer the question why this movement
emerged in Turkey and why between 1960 and 1965. He considers that social
realist cinema results from the social issues of the period. He describes the political
environment in this period and examines social realist cinema by describing many

themes and characters he uses (Yalin, 2017). Kilc1 (2019) also studies a similar
3



period, the 1960 military coup which was against the old despotic regime of the
Democrat Party (Demokrat Parti- DP). So, the new free atmosphere enabled
filmmakers to start Social Realist Cinema Movement, which was inspired by the
Italian Neorealism Movement, effective between 1943-1952 in Italy. Kilc1 (2019)
compared these two cinema movements. She describes the Italian Neorealism and
Social Realism Movements and their political history. Then she analyses the
representations of the first examples of these movements in the context of Marxist
criticism (Kilci, 2019).

Coskun (2014) studies the cinema in Turkey to understand the social change. She
uses the comparative examination analysis that sociological field studies and some
selected films are compared. She shows how two different disciplines can be
studied parallelly and help each other to understand society and the change in it.
In this way, sociological imagination and sociology of affect are the tools which
support the comprehension of the films sociologically (Coskun, 2014). Salic1 also
studies social change in society in the context of Yavuz Turgul’s films. It is his
concern that these films represent the change in society, and they witness their
time. These issues focus on what characters represent in the society and what the

director wants to tell via their characteristic features (Salici, 2013).

After the World War 11, Turkey, like all world, goes through a transformation.
Turkey in these years is affected by the Europe under the modernization, or
westernization. These are the topics of ulusal and milli cinema that they see these
influences as a treat to Turkey. So Cilingir states that Refig focuses on the duality
between West and East that west and east experienced modernization differently.
Refig claims that modernization coming from the west is not appropriate for
Turkey. Turkey has to follow its national (ulusal) origins to make good Turkish
films (Cilingir, 2020). Biger (2021) studies how milli cinema approaches to
westernization in Turkey. He focuses on leading conservative producer, Yiicel
Cakmakli’s films. Cakmakli supports his arguments about the social changes by
using the religion. He includes in his films the cultural forms of the religious

sensitivities of Turkey (Biger, 2021). Engin Yildiz studies Yilmaz Giiney a leading
4



socialist director. Giiney produces films in three different areas which are not
common thing; popular cinema, art cinema and third cinema (2019). He
approaches from a Marxist perspective and criticizes the system. He and a few
people tell the story of Turkey’s Eastern part. He shows poverty in the society but
also minority problems which are taboo for a big part of Turkey in these years
(Y1ldiz, 2019). Cinema studies are also beneficial for taking an uncovering these
taboo topics because films show people the life of others. So, both the films and

the studies shed lights on social built-in problems.?

Migration does not carry only the people to the cities, but also their habits,
problems, worries. This is one of the reasons to emerge urbanization discussions
that city becomes a working field. It becomes a topic which should be studied with
its all dimensions; social, psychological, economical, or architectural. Therefore,
studies on city also beneficial for understanding migration. Orhan (2008) focuses
on the city as a concept, and he draws a plan from istanbul as a city to Akad’s
Istanbul. Orhan argues that Istanbul is depicted as a fairy tale and object of desire
in Akad’s films. He describes the city, its transformation and what it means for
society, and then he focusses on Akad’s Istanbul. Orhan (2008) identifies that
while Istanbul is a dream place for many people, after the end of the 80s it becomes
the city that refers the fear, claustrophobia, strangeness, isolation, and loneliness.
So Orhan (2008) narrates how Akad portrayed all transformation. There is a study
which approaches the change in the city myth like Orhan does in Akad’s cinema,
Tuncer (2005) analyses the social change in the city myths. She concentrates on
how the myths which modern people encounter in the city are reproduced in the
Turkish cinema. She tries to make a critical analysis of the city that finds its
expression through cinema (Tuncer, 2005). This kind of studies on the city and
individual increases especially after the 90s because Turkey has tendencies to

individualism like world. There are increase in the studies that focus on the

2 There are studies focusing on similar topics in recent years by Sen (2009) and Gatar (2011). Sen
(2009) studies the Kurdish/eastern problem in Turkish cinema in the context of orientalism and
cinema. He inspects the representation of ‘the other’ in the colonial discourse and the
representation of Kurds/East in Turkish Cinema (Sen, 2009). Women's Representations in New
Period Kurdish Cinema is also done by Nigar Gatar (2021).
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individual who is alone in the city. Their psychology, depression, or struggles are
popular. For example, Toprak studies Omer Kavur’s films’ the representation of
strangeness in individual and societal relationships (Toprak, 2011). He studies

becoming strangers in the shadow of the political turmoil in the community.

Several sources have been summarized above in order to see how this thesis will
take place in the literature. They all are meaningful sources making contribution
to literature. Cinema, and media and cultural studies, departments are majority.
This thesis will try to analyze how films made in the tradition of the social realist
cinema portray domestic migration in Turkey. This thesis will examine ten films:
Gurbet Kugslar: (1964), Bitmeyen Yol (1965), Fatma Baci (1972), Gelin (1973),
Diigiin (1974), Diyet (1975), Kizim Ayse (1974), Yusuf ile Kenan (1979), Bir Avug
Cennet (1985), Ziigiirt Aga (1986).

In the following part of the introduction, the method which is used to analyze the
films will be explained. Discourse analysis is an important supporter of this study
because it shows how a film can tell many things about the society it is made. The
purpose, and importance of the study, and the research method will be included in

this part.

1.2. Method

1.2.1. The Purpose and Importance

The purpose of this study is analyzing how the films approach domestic migration.
The research questions will be answered is how the representation of before the
migration, migration process, adaptation to the city, and the change in the family
are done. The representation of all processes starting from decision-making to the
adaptation period will be analyzed thanks to these films caring social realist
cinema’s characteristics. Social realist cinema, although it cannot dominate
cinema in Turkey for more than five years, it has had an impact on Turkey’s

Cinema as a whole. There are not too many films that can be said to be exactly
6



social realist films. However, there are many which can be said to have caring
Social Realist characteristics reflecting the reality of life. These characteristics in
the chosen films make them a source for sociology. The analysis part is first
organized chronologically that pre-migration, migration process, then the entrance
of the migrants into the city, and finally adaptation part will follow. How this
process is represented in the social realist films will be analyzed in light of some
theories focusing on migration issue. The Adaptation part will be looked at under
two titles, economic and sociocultural adaptation. Then there are supporter
concepts, family, women’s place in the family and social types. Although the
representation of the reality of cinema is studied in many fields, from cinema and
TV, fine arts, cultural studies, communication sciences, and stage design to
history, there are not enough studies in sociology. There are very important
studies, but they are not enough. Therefore, this study tries to make a contribution
to this literature on the sociology of cinema by focusing on one of the most
important turning point in the history of Turkey. In this thesis, how films approach
migration from the rural-to-urban issue will be analyzed with sociological

concepts.

1.2.2. Research Method

In this thesis, for the different sides of the subject, different theories are chosen. In
the process of making migration decision, the Chained Migration is chosen for this
study because it is one of the most widespread types in Turkey, so in the films.
Then in the process of determining the reasons for migration, the New-classical
Theory: Push and Pull Theory is chosen because all the factors, both in rural and
urban have an important effect on migration decisions. In this theory, all these will
be observed by being aware of the subjectivity of the decision. Factors related to
the place to migrate, factors related to the place left, and the challenges
encountered in the process are fundamental to making a decision, but it should not
be forgotten that all are individual’s decisions. When it comes to the continuation
of immigration, the networks, relatives, neighbors, or countrymen are one of the

biggest assurance of migrants in the city.
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To be able to understand why migration films are chosen for this study, the way
followed will be summed up belove. When the study started, there was an idea of
examining realist films. So, all the films, produced in Turkey, and telling the
concerns about society, are tried to be reviewed. These films show that migration
is a popular topic parallel to its effect on society. Therefore, this study is shaped
around the chosen films. They are chosen because they are thought to reflect
society well. There are 10 films, 2 of them, Gurbet Kuslar: (1964) and Bitmeyen
Yol (1965) are from the ’60s, 6 of them from the *70s, Fatma Baci (1972), Gelin
(1973), Diigiin (1974), Diyet (1975), Kizim Ayse (1974), Yusuf ile Kenan (1979),
and 2 of them from the ’80s, Bir Avu¢ Cennet (1985), Ziigiirt Aga (1986).
Domestic migration is focused on in this study to be able to be restricted in Turkey.
The films including domestic migration in Turkey are limited with Istanbul
because it is the most preferred city by migrants. There are significant films on
seasonal migration | willingly excluded to set the limitations of the study, so
Endise (1974) and Bereketli Topraklar Uzerinde (1979) are not included.

On order to put a time restriction on this study, | choose the films from 1964 to
1986 because social realist cinema rises with these years and gives many films
ebout the domestic migration. This migration movement started in the 50s, and the
first film focusing on domestic migration was done in 1964, Gurbet Kugslart.
Besides, Bitmeyen Yol (1965) follows that these two are the first representations
of the importance of migration in Turkey. The *70s were the years that migration
subject became popular because there is a huge movement, and its effects started
to be seen. It can be seen that these directors take advantage of the way opened by
social realist cinema. While Gurbet Kuglart and Bitmeyen Yol are produced in
these years, others can only reflect the remaining and the effects. Then, the reason
for the finishing of the films in 1986 is the transformation in cinema in Turkey
after these years. After the *80s, there are not films which directly focusing on the
domestic migration. An individualistic narration emerges. Even many social issues
are started to be approached more individualistically. Before the *90s Turkey’s

cinema reflected the people as if one person could represent a group of people.
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Aveci explains this as the use of stock types in which the demolition films frame
any conflict arising from the slum problem as a social rather than a personal one
(Avci, 2013). This is one of the most important reasons that the selected films in
this study stopped before the 90s. In the 90s, the changes in the world start to
reflect on Turkey as well. Life transforms into a more individualistic, individual-
centred, life. Hence, with this, the films are also altered in this way. After the 90s,
the small stories of ordinary people and how they are affected by social problems
are more preferred by the new directors. Nuri Bilge Ceylan, Dervis Zaim, Yesim
Ustaoglu, Zeki Demirkubuz and Reha Erdem are the first ones coming to mind.
They started to produce films in the *90s, and they focused on the individual, so
the big problems such as migration, are treated differently. Psychological feelings
and depression experienced by individuals against these problems came to the

forefront.

While analyzing the films, the discourse analysis will be used to make a
comprehensive and transdisciplinary analysis. All films are combined and
analysed under some titles. At first, there is a chronological analysis that starts
with the pre-migration process, then migration process, and the adaptation to the
city. The adaptation part is studied in economic and sociocultural adaptation. The
economic part is organised according to sectors migrants can find a place for
themselves. The socio-cultural part is organised under three concepts, creating the
basic discussion in Turkey’s daily life: moral conflicts, the immorality of the west
and class representation. Change in the family structure, the relationship between
father and son, and the place of women in the family, is one the most important
concepts in Turkey which the films prefer to include their representations. Finally,
the social types of Simmel are included as an important supporter of research

serving the sociology of cinema.

Especially in the pre-migration process, what the characters say is the main source
because it is not portrayed too much. However, in the all-over analysis, from the

dialogues, looks, clothes, and houses, to the way characters talk or even the silence



become the source to understand what directors want to say. Sometimes, to support

the arguments scenes from the films are used and referred to directly.

To be able to analyse cinema, which is a transdisciplinary concept, discourse
analysis will be a perfect choice because it is also a transdisciplinary concept.
Celik and Eksi state the place of discourse analysis in research methods that
discourse analysis can be seen as an alternative perspective to the understanding
of science and a worldview that is dominated by positivist thought. Since it is
claimed that the positivist approach does not have the power to explain the
complex relationships of the social world lived in, in-depth interpretations are
needed rather than the information obtained from numerical data for the
explanation of the world lived in (Celik and Eksi, 2008: 115). Therefore, discourse
analysis can achieve what positivist research cannot achieve because it looks the
society as a social unit, not only as numerical data. It is an effort to pass the
approaches, which are general, institutional and quantitative to approaches which
are qualitative and detailed (Wood & Kroger, 2000). It does not determine the
superficial analysis of society’s complicated existence. It tries to anatomise the
discourse to understand what is behind it. It wants to look beyond what is said
directly. It is advanced hermeneutics and social semiotics that search for variety
in the meaning and variables (Elliott, 1996). What Gadamer calls interpretation
includes many dimensions to analyse a discourse from who said it to how it is said.

According to Gadamer,

to unmask artificial meaning is to unveil meaning that is hidden or otherwise
conveyed. Interpretation is the articulation of the discourse created in a tradition.
In other words, saying/s is needed for interpretation. Expressions that are meant
by what a text or person means, which everyone accepts as discourse, become
clear with interpretation. This process bridges the gap between the interpreter and
the interpreter (Sozen, 1999).

To be able to interpret the discourse which tells about society, there are concepts
that have to be known. Every society has power relations and ideologies which
they approach in various forms. One of the most crucial duties this analysis has is

to understand how people do this. Besides, at what level these concepts affect
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people’s lives and their decisions also are important for this study. Critical
discourse analysis focuses on themes such as power, domination, hegemony, class
difference, gender, race, ideology, discrimination, interest, gain, re-creation,
transformation, tradition, social structure or social order, and deals with these
issues as a research area. Critical discourse analysis deals with how various social
phenomena such as power relations, values, ideologies, and identity definitions are
reflected and processed on individuals and social order through linguistic
constructs (Van Dijk, 2003). Critical discourse analysis, instead of doing universal
and one-dimensional determinations, looks at something in the context of all social
factors.

Discourse analysis examines the semantic or syntactic structure of texts or
language and deals with both linguistic and socio-cultural dimensions of
discourses. In parallel with the developments in linguistics, the development of
this field as open to interdisciplinary analysis has become widespread. In order to
reveal the meaning of the messages given, there has been a need to analyse the
semantic, syntactic and semiotic written, verbal and visual messages. In this
context, it is possible to collect the basic concepts of discourse analysis under these
three concepts: semantic, syntactic, and semiotic (Bas and Akturan, 2008: 27).
Discourse analysis can be the analysis of the language, but it does not look at only
the meaning that first comes to mind or semantics, phonology, syntax, or
morphology. It turns its centre of attraction to social incidences that language
users create in social and cultural contexts (Barker & Galasinki, 2001). Discourse
analysis can be examined under three titles, Syntax, Semantics and semiology.
Syntax focuses on the meaning of a sentence or a word, and its relationship with
its user. Semantic care about the place of the word in the sentences or the context.
Semiology is to describe different communication or sign systems (Aktulum,
2004) in social life, to determine the connections they establish with each other, to
find the forms of articulation of meanings, to classify signs and sign systems or to
explain the interaction between human and human, human and nature, for this
purpose epistemological, methodologically and descriptively, it is defined as

creating an all-inclusive, consistent and simple framework (Rifat, 1998).
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Ankaraligil (2008) expresses in his study that rather than trying to convey
ideologies directly and make them dominant, it has been a very accepted approach,
especially in the last century, is to consciously place the discourse in the text of
the news, films and spread it by making it felt, implied, and implicitly explained.
Cinema, which has its own words, sentences, language and expression structure,
has a language quality due to its text and meaningful discourse. The sentence in
which the words combine to form a meaningful whole and the cinema, in which
the filmic technical codes come together to form a meaningful whole, are of the
same nature (Ekinci, 2014: 57). Cinema overcomes many obstacles and achieves
people more than a book or a newspaper. Especially at the beginning, it was silent.
After a while, talking films emerge. So, people need very few things to understand
what the film is saying. Films also address people who are illiterate. What this
shows is that it is a great discourse which can achieve large masses. Zor applies
Van Dijk’s critical discourse analysis to a film, and he divides this analysis into
the structure, macro and micro. Within the scope of macrostructure, the thematic
and schematic structure of the film is discussed. In the sub-title of thematic
structure, the subject and theme of the film, the narrative structure, the characters
and the presentation of the places were evaluated. Besides, within the scope of
microstructure, the dialogues of the film, sentence structures and the forms and
meanings of the words used in the syntactic context were discussed, and their
contribution to the formation of ideological discourse was emphasized (Zor, 2017:
882).

All these will be guides to understanding the films in the analysis chapter and to
be able to analyze the films, getting help from these methods, should be supported
by the systematic studies done until now. The theoretical approaches of

considerable researchers, who studied until now are mentioned at in this chapter.

In the second chapter, social realist cinema in Turkey will be explained. However,
while doing this, the effect of the Italian Neorealism (Neorealismo) Cinema

movement will be mentioned. Then, how the social realist cinema transformed into
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other movements; ulusal, milli and revolutionary cinema. Moreover, how these

movements create cinema discussions in Turkey will be included.

In the third chapter, the theoretical background of migration, and which ones are
appropriate for this study will be mentioned. This chapter are organized as
Migration Decisions, Theory of the Emergence of Migration, and Why Migration
continues. Therefore, the theoretical studies done to be able to understand the

pattern of migration will be summarized.

In the fourth chapter, the domestic migration in Turkey. The social, political, and
economic factors preparing the domestic migration will be discussed. Domestic
migration in Turkish cinema concentrates the period between 1964 and 1986. The
reasons for leading to domestic migration will argued that mechanization,
disorganization in the landownership, and developments in the transportations are

summarized this chapter.

In the fifth chapter, chosen films will be examined in the light of sociology and
how migration from rural to urban is represented in these films will be the main
point. It will start by explaining the pre-migration period as much as interpreted
from the films, then continues with the process of migration. After these, the
adaptation period of the migrants will be discussed with economic and
sociocultural aspects. The changes in the family will complete the arguments in
the adaptation period. Finally in this chapter, social types in Turkish cinema will

be mentioned.
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CHAPTER 2

SOCIAL REALIST CINEMA IN TURKEY

This thesis centers on social realist films in Turkey. Ten films are chosen from this
tradition that their main topic is domestic migration. Therefore, I will briefly
explain the social realist cinema in Turkey. It is dominated Turkish cinema
approximately five years between 1960 and 1965; however, it has a great influence
on Turkish cinema. So, | will describe first Italian Neorealism which plays a
crucial role in Turkey’s cinema. Then social realist cinema will be explained.
Although it cannot continue as a movement for a long time, its influence carry on
even today. One of the reasons to emerge social realist cinema in these years is the
free environment in the country. In the 1965, with the end of this period, Turkish
cinema follows a different path, and three cinema movements arise: ulusal cinema,
milli cinema, revolutionary cinema. All carry the main characteristics of social
realist cinema, reflecting the reality of life. However, all approach the problems
from different perspectives and offer their suggestions. Halit Refig is the pioneer
of ulusal cinema he argues that Turkish cinema should be based on the values,
deep-rooted past and traditional arts of Turkish society (Sim, 2010). So ulusal
Cinema criticizes the westernization that Turkey is not an ordinary country to copy
and apply exactly what the west is doing. What will be produced there has to be
rooted there. After that, milli cinema led by Yiicel Cakmakli. According to
Cakmakli, the film should be made considering the religious structure of Turkish
society (Sim, 2010). He supports that resistance against external threats should be
done in the light of religion. Besides, there is revolutionary cinema gathering
around the Cinematheque Association, founded in 1965. It started by showing
products in European and world art cinema and organizing meetings and speeches
on the criticism of cinema and the capitalist system (2010). These different
approaches create a discussion environment among the filmmakers who are the

intellectuals as well. So, after mentioning their discussions under the title of
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cinema wars (Refig, 2019), the Turkish cinema as a sector and migration films will

be summarized in the end.

2.1. Italian Neorealism (Neorealismo)

Before Neorealism emerged in Italy, there was a fascist Mussolini Regime.
Although many important politicians and socialist thinkers, including Gramsci, try
to challenge the fascist regime, they cannot be successful (Ozonur, 2016). So,
Mussolini led the fascist regime in Italy for more than 20 years. This regime,
knowing the power of the cinema, worked in this direction and they created a union
named L’Unione Cinematographica Educativa (LUCE). Then they created a place
including 22 studios in Rome as the most equipped cinema studios in Europe. Then
Centro Sperimentale di Cinematografia, which is one of the most reputable cinema
schools in the world is established by this regime to be able to use the cinema as a
propaganda tool (Biryildiz, 2000). On the one side films produced in Italy are
restricted very harshly; on the other side foreign films cannot find a place in the
theatres because of the regime (Onbayrak, 2008). Everything about the cinema
was under the control of the fascist regime, so it was a period when there were no
films about the reality of the time. However, Onbayraktar states that all these
factors did not create a fascist cinema but supported the cinema to rise technically
and artistically above itself (2008).

Neorealism rose with Mussolini’s fascist regime falling after WWII. The
neorealism movement rose in a newly established system where there was much-
unemployed poverty and pain (Sivas, 2010: 42). Neorealism emerged against the
films done throughout the fascist regimes to entertain and numb people. This
movement provides a confrontation with society's real problems but also it
provides a positive thesis to solve them. It resists accepting the cinema as an
entertainment tool and proves it by making films about the real issues of small
people and their life struggles. Although there are many issues that can be told
about after the war, they choose to talk about the social inequality in society.

Zavattini and De Sica, in 1948, made their masterpiece film, Ladri di Biciclette,
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The Bicycle Thief; Luchino Visconti made his film, La Terra Trema (The Earth
Trembles), about a fisherman as real as a documentary in the same year. Roberto
Rossellini made Paisa (Peasant) in 1946 (Onbayrak, 2008). Ossessione
(obsession), in 1943, which is one of the first films of the movement, was
encountered very furiously. The audience, in the salon, thinks that this film defiles
religion, so they make the priest bless the cinema salon. Neorealism pays attention
to the deterioration of humanity's balance in societies which do not have adequate
economic development and equality. Moreover, it wants to reveal how friendship
and love are thought to be something dangerous (iri, 2014: 29). Stories are told
naturally and in a direct way. The pain and reality in life are represented directly.
There are no happy endings anymore. There are no intrigues like in the 1930s
Italian Cinema, but there is everything in life (Onbayrak, 2008). Why
“neorealismo” is that they try to leave the old realism behind and look at today’s
realism. Neorealism wants to be different in both form and content, so its name is

Neo-realismo.

Luchiano Visconti with Ossessione makes one of the first films of this movement,
and he criticises the bourgeoisie who were exalted by the fascist regime. Roberto
Rossellini, although he did films for the fascist regime, he joins the underground
and registered against Nazi conquerors. Roma, Citta Aperta (Rome, Open City) is
also one of the first films of the movement. His film is accepted as a masterpiece
of Neorealism (Biryildiz, 2016: 79-80). Vittorio De Sica, Ladri di Biciclette, his
film is accepted as the best film which describes Neorealism’s purposes and
aesthetics (Coskun, E., 2017: 184-189). Moreover, this film is analysed with the
Hope (Umut) film from Turkey in Onbayrak’s thesis which is an important source
to see the effect of the Italian Neorealist Cinema Movement on Turkey’s Cinema

Movements.

As the economy improve in Italy, people do not want to see the pain, poverty, and
problems of real life. In addition to this, when women were given the right to vote
in 1946, with the influence of the church, the centre-right Christian Democratic

Party won the 1947-1948 elections. We can say that the Neorealism Movement
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came to an end in the year 1960 (Sklar, 2002: 256). The bourgeoisie, which lost
its power after the war with the economic breakdown, gained its authority again.
Their life and their struggles, which do not mean much to the rest of society,
become popular for filmmakers. Therefore, this increases the demand for
Hollywood Cinema examples.

Hence, the social reality is an important variable in cinema. While looking at
Italian Neorealism, how the relationship between the reality of the people and the
cinema can be seen more. Neorealism in Italy came forward almost 15 years
between 1945 and 1960, but it can be said that although after these years it did not
continue as a movement, it changed the cinema culture in Italy, in Europe, and
maybe in the world. Italian cinema has a place in the world cinema culture with

its authenticity.

Like the French Nouvelle Vague and the Brazilian Cinema Novo, Turkish Social
Realism was also related to the legacy of Italian Neo-realismo whose leftward-
oriented politics and realist-minimalist aesthetics fitted well with the socio-
political concerns of a new generation of Turkish filmmakers eager to develop a

“national” film language (Onbayrak, 2008).

2.2. Social Realist Cinema in Turkey

There are some commonalties between Neorealist Cinema Movement and Social
Realist Cinema that both came out of a right-wing and despotic administration.
While Neorealism emerged against the fascist regime of Mussolini, Social
Realism rose in Turkey with the overthrow of Adnan Menderes who was the leader
of the DP that ruled the country for 10 years (Daldal, 1960). On the 27th of March
in 1960 Turkish armed forces took power (Kasim and Atayeter, 2012). Kongar
defines the reason for the military coup as the friction between two sides of
Turkey, statist/elitist and traditionalist/liberal. While the first one includes the
intelligentsia which wants to renew and westernize, the other ones include

landowners and country gentries which are liberal conservatives. It can be said
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that this coup was done against the DP (Boztepe, 2017). There are many reforms
done to turn Ataturk’s principles. It is an important period, especially for artists

who want to produce freely.

This environment brings the filmmakers a great opportunity to produce films
which tell the reality of the time. So, there is a great effort to create a new cinema
in Turkey. Two purposes are attributed to the Social Realist Movement. The first
one is to reflect the reality of society objectively and in a revolutionary way. The
second one is the combination of modern and traditional structures (Kasim and
Atayeter, 2012). The atmosphere after 1960 prompts filmmakers who do not want
to make films to numb or trick people. However, this motivation provides many
films produced with Social Realist Perspective in Turkey. Refig also emphasizes
that this movement cannot be thought of apart from the 1960 revolution (Coskun,
2009: 35-36). These years are films made about real issues in Turkey such as rural
lives, politics’ reflection on society, migration problems, urbanization and so
slums, (gecekondulasma), and workers’ problems. However, this period did not
take too long, and, in 1965, the Justice Party (Adalet Partisi-JP) which can be
considered the continuation of the DP, won the election. This election brought the
end of the free atmosphere when the social realist cinema was born. Besides, this
prevents the continuation of the social realist cinema. It does not disappear, but it
turns into different movements. ulusal cinema, milli cinema and revolutionary

cinema carry out main characteristics of the social realist cinema.

Although Social realist cinema does not take too long as a dominant movement, it
has a great impact on Turkey’s Cinema as a whole. Ending the ruling of Adnan
Menderes on May 27, 1960, and the 1961 constitution opened the way for the
social realist cinema in Turkey. Industrialization and so migration moves people
from rural areas to cities. People who come with all their traditions falter in the
cities. While in society, labor movements and socialist movements started to
develop, important cinema magazines such as Yeni Sinema, Sine Film, Si-Sa and
Sinema 65 started to be published. Some leading cinema directors started their

careers as cinema critics.
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The first Social Realist films are produced in these years. Gecelerin Otesi by Metin
Erksan is defined as the preview of the change coming on May 27 (Daldal, 1960:
60). Following it, there are many films that represent society very realistic and
striking way; Gecelerin Otesi (1960), Aci Hayat (1963), Susuz Yaz (1964),
Yilanlarin Ocii (1962), Yasak Ask (1961), Sehirdeki Ask (1963), Gurbet Kuslar
(1964), Haremde Dért Kadin (1965), Karanlikta Uyananlar (1965) and Bitmeyen
Yol (1965). With the election of the JP this era was closed. However, although it
cannot continue as a movement, there are films which can be defined as social
realist films (Ufuk & Osman, 1996: 10). Litfi Akad’s films known as the
"Immigration Trilogy", Gelin (1973), Digiin (1974), and Diyet (1975) are its

important examples.

The atmosphere in which the 1961 constitution® was effective is important to see
in socio-cultural production. There is an environment where filmmakers discuss
their approaches to how to make a film and what to tell. In the mid-1960s, directors
and critics, who had opposing views; nevertheless, acted together in studies on
how a realistic cinema should be born (Cebi, 2006). In this action, Halit Refig led
the way with Quality Premium Meetings. He mentions in his book, Ulusal Sinema
Kavgasi (National Cinema Fight), that although they encounter many oppositions,
he and a small group of filmmakers work for a social realist cinema in Turkey.
These films try to express social problems. Instead of a problem experienced by
one single person, they represent some groups in society which are mostly
excluded and exploited people. What the social realist films reflects social

problems created by development of capitalism which is a system of inequality.

3 The 1960 Revolution brought the 1961 Constitution, and the 61 Constitution provided a relatively
autonomous environment for cinema. This environment revived hopes for a short time and brought
new breaths. Topics that were previously taboo and feared were discussed and started to be treated
with enthusiasm. While realism was partially applicable, cinema was able to address the problem
of "language" in substance and form. While the directors had something to say, they had the
opportunity to evaluate the development and new issues and to produce high-quality products.
Period audience records were broken; It was an active and lively period in which artists, producers,
technical personnel, directors, cinema lovers and volunteers increased rapidly. For example, while
14 new directors joined the cinema in 1960, this number increased to 5 in 1963 and 18 in 1965
(Aydin, 1997: 13).
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To be able to mobilize the masses and give them the motivation to take their lives
under control, these films prefer realistic stories about ordinary people. So, the
audience can see in the films themselves as the leading roles who challenge the
oppressors. In these films, telling the problems of real life openly does not please
the government. That is why social realist cinema is not supported by ruling party
in Turkey. Moreover, government banned their films. Social realist film critisizes
the state, the ruling party, the bourgeois, rich people, or the powerful ones. One of
the first social realist films is Susuz Yaz (Dry Summer) by Metin Erksan. the first
film which won an international film festival, in Berlin, Golden Bear; however, it
cannot be released in Turkey due to censorship. Many films, produced in the *60s,
cannot find the opportunity to be released in theatres easily for many years. With
the 61 constitutions, directors find ways to produce their films without censorship.

They made films about the oppression of poor people, workers, and migrants.

Although in Turkey the social realist cinema movement could not continue for too
long as a movement, it had a great effect on the films produced after it. Directors,
who follow this way, are divided into groups mostly according to what they
oppose. With social realist cinema, it is understood that Turkey has many good
directors who want to produce the reality of their society for them. Their common
purpose is to reflect the struggles they experience or witness. The period between
the fall of the DP and the newly established JP, which was established as a
continuation of DP, made many directors appear. Metin Erksan, Halit Refig, and
Duygu Sagiroglu’s Social Realist Films have been produced in these years.
However, this environment disappears with the election of JP, and the restrictions,
which make the filmmakers' production difficult, come back. Therefore, this
prevents the Social Realist Cinema Movement from continuing as a Movement.
Directors do not stop making films, but they turn their direction into a more
national narrative. Kilc1 (2019) states that Social Realist cinema films have tried
to transfer all reality to cinema by analyzing the current social order with an
objective and unbiased perspective, and also aimed to create a new national
cinematic language of its own. So, directors have to move away different way.

Directors continue different cinema movements to tell their concerns. In Turkey,
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with the effect of Yesilcam, melodrama and comedy films are dominant
characteristics in the cinema. Although this thesis focuses on the social realist part
of the films, the melodramatic and comedy characteristics cannot be denied.
Moreover, sometimes they can be intersected with that pain or struggle people

encounter more melodramatic or comedy tone of the narration.

2.3. Ulusal Cinema Movement

Ulusal cinema movement is mostly a reflection of Halit Refig’s point of view,
especially against westernization ideas. Refig defines westernization as an illusion
that the intellectuals of backward societies hold on to eliminate the feeling of
inferiority that comes from seeing advanced societies in the face of the fact that
their own societies cannot develop. Westernization is a recurring image of a social
disability among the intelligentsia (Refig, 2019: 43). Using a western tool, cinema,
in order to express Turkish thought needs an adaptation to Turkish thought
structure, method, content and style. Without doing these, cinema turns into a tool
for distortion of the local culture, and the origins of the culture. The approach to
the west is an unending discussion for Turkish thinkers.

To understand why Turkey should have a different path in Cinema production
from the West, although it is tried to be applied, many things should be
comprehended. Turkey and Turkey’s Cinema are different from the West.
According to Refig, there are two types of cinema in the world. American cinema,
which consists of big capital, and is based on a market economy, emerged in
developed industrial countries. The other one is the cinema organised by the
government, which does not serve the economy but the dominant culture of the
government. However, for Turkey, both do not fit because in Turkey the cinema
is based on neither big capital nor the government. In Turkey, cinema is “Halk
sinemasi”, public cinema or people’s cinema (Erverdi, 2013: 6). Turkish cinema
develops with the audience. The ratings are the fundamental factors for producers

to make films.
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In Turkey, film makers affected by the Social Realist Movement use the cinema
as a tool for an idea. Because there was no formal education for cinema in Turkey
until the 70s, most of the directors had different backgrounds. What can be seen
in some of them is that they choose to be a cinema thinker and writer at first. After
they enter the sector, they tend to make their own films such as Metin Erksan,
Halit Refig, Liitfi Akad, and Atif Yilmaz. They have something to tell or show.
Cinema is not the only entertainment for these directors. They use it as a tool for
expressing their ideas and reflecting the society. The first systemized movements
in Turkish cinema were created by Halit Refig and Metin Erksan. They try to
create a cinema based on the origins of Turkey against the productions copying
the west’s ideas, styles, methods, or productions totally. Refig argues that Turkish
cinema should not imitate western cinema that is based on different socio-cultural
roots. He defines that Turkey has a different background from the ancient Greek
and Roman societies based on slavery to the Feudal Western European societies.
They are based on land slavery, after private ownership of land, and then turn into
the dominance of a certain class in industry and commerce. So this prevents
Turkey from applying the same paths as other societies. This theory is called the
Asiatic mode of production by Marx. The ancient, feudal, and capitalist modes of
production were basically European phenomena that were not necessarily
applicable to non-European societies (Shollomo, 1969). In countries like Turkey,
or India, people do not have ownership of the land but only the using rights. So,
they cannot have capital accumulation to pass to their kids, but everything is their
kings or emperors. So, trying to apply western culture to Turkey is not something
that is likely to work.

Turkey, relating to its location, is open to the effects of various cultures but the
western impacts have become a hot topic for Turkey. Refig and Erksan work to
prevent the country from going in this direction. They write about this and make
films to support their arguments. Although Refig puts effort into working with an
English cameraman from Sight and Sound and he tries to make films with German
filmmakers at the beginning, he decides not to do. He states that working with
them causes the loss of themselves, and getting out of their origins, so he decides

that to be able to protect our own culture and worth, we have to do amongst
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ourselves and stand on our own feet (Refig, 2019: 26). However, the censorship,
the socio-economic and political environment, and the lack of studies on Turkish

cinema led to that young cinema lovers to tend to foreign cinema.

2.4. Milli Cinema Movement

Yiicel Cakmakli’s milli cinema like Refig’s ulusal cinema is against the
westernization. However, the milli cinema movement puts forward against the
west by the religious figures and motivations which have to be followed according
to him. Against Western and European cinema, Cakmakli sees milli cinema as
back to the essence. While Cakmakli prepares to make films against the Western
temptation, Refig takes the head, and Cakmakli goes after. Cakmakli made the
first film of this Movement in 1970, Birlesen Yollar (Sim, 2010). It can be said
that milli cinema cannot go further becoming a cinema movement rather than a
cinema currant (Ertiirk, 2021: 116).

Most of our films are imitations of made-up American films made by commercial
producers and directors who see cinema only as a means of commerce, or vulgar
comedies and luscious melodramas based on market novels. (...) Turkish cinema
will be able to attain the identity of a national cinema only by producing films
that reflect the Anatolian realities, blended with the beliefs, national characters
and traditions of the villagers and citizens and the Muslim Turkish people who
value spiritual values above material (Cakmakli, 1964: 3).

Although it continues with ups and downs, Sim states that milli cinema was on the
rise until the middle of the 90s. In this process, it is an important place that Milli
Cinema finds a place in TRT for many years (Sim, 2010: 216). However, the 28
February process changes things for intellectuals, but Sim argues that filmmakers
who speak very radically alter their approach with 28 February 1997 Military
intervention (Sim, 2010).

2.5. Revolutionary Cinema Movement

The "revolutionary cinema"” discussions, which started with the October

Revolution in the Soviet Union under the leadership of Vertov and continued with
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Godard in France during the revolutionary 68 generations in the following years
(Kesapli, 2012), were seen in Turkey in the 60s-70s. It was developed by people
around the Cinematheque Association and people who separated and issued a

periodical, Geng Sinema (Young Cinema).

Young cinema is absolutely against all Yesilgam in the world. Wherever you are
on earth, there is really only one enemy. Universality in this sense goes hand in
hand with the idea of nationality. Young Cinema believes that a national work
that is solid, well-established and has real artistic values will automatically gain
universal dimensions (Kesapli, 2012: 55).

They support the argument that the cinema has to be revolutionary, independent
and facing to Public. However, the revolutionary cinema movement could not
produce more than a couple of films even though they had lost film reels. Yeres
criticizes themselves about this issue and says that in the Young Cinema
movement, we preferred talking rather than making films, and so nothing came up
(Kesapli, 2012: 55). They could not make films while they spent time on

theoretical discussions of film production.

2.6. Cinema Wars*

With the Social Realist Cinema Movement, Cinema becomes a sociocultural and
political field in which filmmakers express their ideologies through their films.
However, it cannot be limited to the films they make, but also their personal
statements are important to Turkey’s sociocultural community. As in many fields,
in cinema, there are different perspectives, and intellectuals who they are film
makers and critics. The discussions among these intellectuals in Turkey, which
Refig (2019) calls Cinema Wars, are very significant to open a window. These
people are not only producers for fun, but they are intellectuals to try to contribute
to society as a whole. What they do is not only claim an idea, but they work to
reflect some truths in society, showing how it should be, or telling the people their

ideas about what is happening in society. Because these people have different

4 Refig, H. (2019). Ulusal sinema kavgasi(4nd Ed.). Dergah Yayinlari.
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approaches, they have different interpretations and solutions for the same
problems. Refig blames the Cinematheque Association for trying to restrain the
films produced under the Ulusal Cinema movement. He accuses them of keeping
silent about valuable films and having business failure, such as Karanlikta
Uyananlar, Kesanli Ali Destani, Haremde Dort Kadin, Bitmeyen Yol, Hudutlarin
Kanunu, or Sevmek Zamani. These films were produced in the’60s, and their
values for Turkish social realist cinema are understood after many years. What
Refig criticizes the most is that this association does not include any filmmaker
among its founders, and they have an opposing attitude against the Turkish
filmmakers and their problems (Refig, 2019). Although this association tries
adding many important directors to themselves, they cannot be successful in this.
According to Refig, they put an effort to convince Liitfi Akad, Metin Erksan,
Duygu Sagiroglu, Memduh Un, Atif Y1lmaz, Osman Seden, and Alp Zeki Heper,
but they could not. He claims that they, the social realist movement, are defeated
because there is no real bourgeois having a nationalistic character (Refig, 2019).
In Turkey, the bourgeoisie is interested in the western arts which are not
appropriate for Turkish cinema. Turkey, in its cinema, encounters a comprador
bourgeoisie. Metin Erksan, Liitfi Akad, Duygu Sagiroglu, Ertem Goreg, and Halit
Refig, as Sine-is (Turkey Cinema Workers Union), work to establish an
organization to establish a professional system and protect the workers in cinema
sector. Although they got many members very fast, they could not succeed. They
failed against the propagandas (Refig, 2019). Refig in his book, Ulusal Sinema
Kavgasi(National Cinema Fight), examines this issue in detail. He argues that he
and many important directors endeavor to develop a ulusal cinema which is totally
domestic manufacturing against the western ones. However, they failed in the
political environment in Turkey against the comprador bourgeois.

The other perspective also should be regarded, some members of Cinematheques
Association, Onat Kutlar and Nijat Ozon. Refig blames in his book, Ulusal Sinema
Kavgasi, them who are significant critics of Turkish cinema. There are no well-
coordinated writings about Turkish Cinema before Nijat Ozon’s The History of
Turkish Cinema (Tirk Sinemasi Tarihi). Even today it is one of the most used

sources for cinema research. Ozon criticizes Turkish filmmakers and their
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inadequacies. He criticizes Muhsin Ertugrul very harshly that he is not a

filmmaker, and he says about Ertugrul;

Cinema was a secondary job for him. Besides, there was a very simple formula
he applied in this secondary job: When the theatre season was over, taking the
actors of the 'City Theater' to the audience, making them repeat any play they
played during the last theatre season. Or they take any foreign film and create a
remake. (Ozon, 1968).

Moreover, he states that Ertugrul has been a dictator in Turkish Cinema for many
years, that he is the only producer, and his works are totally useless. If he does not
do any films, it becomes much better for the cinema sector (Ozon, 1962). While
he criticizes Refig’s Fatma Baci, as being superficial for treating its psychological
or economic problems, he gives Refig his due in his film, Haremde Dort Kadin
being a good representative of the period (Scognamillo, 2014). Although he
emphasizes the deficiencies of the Turkish cinema, he celebrates Akad and Giiney

by saying

The one who continues and develops the line of Akad in Turkish cinema, who
can be considered its only 'legitimate heir', at the same time functions as a link
between the Age of Cinematographers and the Young/New Cinema period, and
also started this last period artist is Y1lmaz Giiney (Ozon, 1985).

While Kutlar criticizes the current situation of Turkish cinema, he attributes the
problem to the inability to discuss about the dialectical development of cinema in
Turkey. In this context, it demands a new, alternative and independent cinema that
is completely separate from the dominant film industry (ie Yesilgam). Thus,
Kutlar's ideological stance places the nascent Cinematheque Association in the
position of "behind the front of a fight" (Yildirim, 2018). According to Kutlar, the
art of cinema has to be socialist, realist and revolutionary. The revolutionary
filmmaker's understanding of how to make a film and their understanding of
nationality are related to class-based concepts that are directly related to the
content, such as "being towards the people” and acting "in line with the ideology
of the working class". However, Kutlar completely rejects Erksan and Refig’s

ulusal cinema movement, influenced by the historical novel master Kemal Tahir.
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He blames them by building on the theme of "Anatolian peasantry", which is
thought not to be westernized but degenerated (Yildirim, 2018). Therefore, all this
supports what Refig says about how Cinematheque Association remains silent
when many important films go through economic difficulties or struggle with
censorship, such as Bitmeyen Yol, Karanlikta Uyananlar, Hudutlarin Kanunu, or

Sevmek Zamani and many of them (Refig, 2019).

2.7. Changes in Turkey’s Cinema as a Sector

The years between 1950 and 1975, are important because there was a tax reduction
in 1948 in cinema production. So many businessmen entered the cinema sector as
producers. Positive developments in the field of economy in Turkey came to an
end in 1953. After the re-restriction of imports, many of the basic consumption
needs became unmet over time. Foreign film importers suffered the first major
blow due to the devaluation. The second major blow was experienced in raw film
imports. However, as a black market for the raw film has emerged and is already
being purchased at high prices, Turkish Cinema's domestic production has
suffered less than anticipated. It can even be said that it has become more
advantageous than foreign films. Due to the economic crisis and its devaluation,
Turkish Cinema is first affected negatively, then positively. Despite the economic
crisis, the number of spectators in Istanbul, which had 164 film theatres, in 1958,
was 28.123.550 (Oz6n, 1968: 137). However, it is not enough that in the 1950s, it
Is seen that the capital accumulation in the cinema sector did not reach a sufficient
level. Producers and directors who wanted to meet the increasing demand for films
started to do co-productions. With the joining of the migrant from rural to urban
to the city population, the number of the audience increased a lot. Their
participation as an audience in the cinema sector, whose technological
opportunities and demand satisfaction rate are increasing day by day, the total
audience of 20 million people in the late 1940s reached 60 million in 1958-59, and
the number of seats increased from 175,000 to 400,000 (Erkilig, 2003: 68).
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Although in these transition years produced films are very similar to each other,
these directors put efforts into producing films telling the real stories of the people
from Turkish society. Since Turkey imports films mostly from America, there is
an influence on Turkish-produced films and their stories. However, these thinkers,
no matter what film genre they belong to, mainly produce a thesis against
westernisation. There is no help from the west, but getting any support causes the
loss of the origins. Refig does not deny that it is a tool that originated from the
west, but the method used to produce films, stories wanted to be told, and the style

they should tell have to be our’s (Turkey’s).

The 12 September 1980 coup changed the cinema sector because it came with its
restrictions. By the end of 1982, a new Constitution was introduced that restricted
political rights, increased the powers of the state, and expanded the scope of
religious life to prevent the appeal of leftist ideologies to the young (Arat &
Pamuk, 2019: 1). So, films including Social Realist features cannot find a place in
the cinema theatres, but arabesque and singer films can find (Sim,2010). While in
the 70s sexually explicit films have been started to be dominated the cinema
theatre, with the 80’s restricted era, arabesque films started to dominate the sector.
So, when these were added to the political environment of Turkey, families stayed
away from the cinema for many years. What Turkey’s cinema sustained is the
videocassettes, especially pirate videocassettes. However, with a law in 1987, it is
also restricted (2010). At the end of the 80s, all over the world, American Cinema

dominated all local cinema and opened many offices also in Turkey.

The political and economic atmosphere makes people close to their homes. In
theatres, American films can attract the attention of audiences. In these years, the
government has tried to support new films with the Ministry of Culture. Turkey
has become a member of Eurimages, which is the fund established to check and
support European Cinema against American Cinema (Sim, 2020). This is an
important support for Art Cinema in Turkey. Despite many efforts, Turkey’s

Cinema could revive again in 1996 with Egkiya.
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2.8. Migration in Turkey’s Cinema

The first film that focuses on migration from rural to urban in Turkey is Gurbet
Kuglarr which was made by Halit Refig in 1964. Migration influx started in the
50s, and it got bigger in the 60s. Halit Refig and Duygu Sagiroglu are the first
directors who include migration in their films as a main topic. The population of
the country increases, and its density changes from rural to urban. This population
movement is so critical to understand today’s society. People move to the cities,
they leave agriculture and enter industry and service sectors, so all their lives are

changing.

In this study, films with social realist features are chosen, so the representation of
migration in the films will be examined. In this respect, from the *60s, 2 films are
chosen, Gurbet Kuslar: (1964) and Bitmeyen Yol (1965). These two show the first
migrations to Istanbul with great hopes. People, who cannot see any future in their
villages, decide to find a place in Istanbul. Istanbul is a city full of opportunities
for migrants. To refer this fruitful environment in this city, even a phrase has
emerged about Istanbul that it is paved with gold. Therefore, it becomes the
fundamental destination for most of the migrants. In the ’70s, it increased much
more. People take courage from the migrants they know and migrate to find any
hope of having better living conditions. So, in this study, 6 films were chosen
Fatma Baci (1972), Gelin (1973), Diigiin (1974), Diyet (1975), Kizim Ayse (1974)
and Yusuf ile Kenan (1979). In these films, people are more aware of what they
should expect from Istanbul than the first migrants, but they still have big hope for
the city. The 80s are the years that the atmosphere is changing because the country
is also changing. There is no hope as much as before, but people still migrate to
Istanbul. They think that in Istanbul there are possibilities which are not in the
village. Although they start to understand that istanbul is not paved with gold, they
migrate because they do not have any other plan. In the *80s, films were chosen,
Bir Avu¢ Cennet (1985), and Zigiirt Aga (1986). In these two films, the
disappointment of the migrants, who come with a dream of relying on their
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countrymen, can be seen more. People start to realize that they have to struggle

with life’s difficulties by themselves.

Therefore, it cannot be said that there are no films focusing on migration issue
after the end of the 80s. However, the way of looking at this issue is changed.
There are a new way of approaching to many topics as well as migration that the
depression in which people live in the big cities as an individual is one of them.
Nuri Bilge Ceylan’s Uzak (2002) is one of the best examples of this. It tells the
story of the conflict between an old migrant, who get used to city life alone, and
his countryman, who comes to him for a short time and does not go.
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CHAPTER 3

THEORY OF MIGRATION

I will mention the theories about migration and migration literature in Turkey to
establish a relationship between sociology literature and films which 1 will discuss.
I will not include all but some points to create a bridge between the cinema and

literature.

3.1. Understanding Migration Conceptually

What is migration? and Who is the migrant? are the first questions that should be
answered. According to the Turkish Language Association (Tiirk Dil Kurumu-
TLA), the definition of migration is the act of moving individuals or communities
from one country to another, from one settlement to another for economic, social,
or political reasons, moving, emigration, and immigration (TLA, 2021).
International Organization for Migration (Uluslararas1 Gog Orgiitii - IOM) also

defines

The migrant as an umbrella term, not defined under international law, reflects the
common lay understanding of a person who moves away from his or her place of
usual residence, whether within a country or across an international border,
temporarily or permanently, and for a variety of reasons. The term includes a
number of well-defined legal categories of people, such as migrant workers;
persons whose particular types of movements are legally defined, such as
smuggled migrants; as well as those whose status or means of movement are not
specifically defined under international law, such as international students (I0OM,
2019).

It should be mentioned that there is not an internationally accepted definition of
migration or migrant. As IOM calls it, an umbrella term, an exact definition cannot
be done. It is a process that people go through. This process starts with thinking of

migration somewhere and continues at least until the migrants adapt to where they
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go. It is a complicated process that while migration can be a driving factor for
social change in some cases, it can be a result of social change sometimes (Sen,
2012; Icduygu ve Unalan 1998; Yalgin, 2004). Therefore, migration can be noticed
in many countries in their own way. Below | will discuss migration decision-
making phase first. Secondly, the main theories which tried to explain the
emergence of migration will be summarized. Then, after theories focusing on why
migration continues will be explained, the relationship between migration and

poverty will be mentioned finally.

3.2. Migration Decisions

People decide to migrate in different ways; however, in a society, there are some
patterns which can be examined under three titles. These are individualistic,

mass\forced migration and chained migration.

When migration is an individualistic-rationalist decision, there is an economic
analysis involved in it. Who think of migrating start to calculate the advantages
and disadvantages of this decision. S\he has to think about his current state and
what s\he will lose and gain after migration. If the gains are more than the losses,
s/he could decide on migration. The individual deciding to migrate tries to choose
the best job for himself. S\he searches for finding the most appropriate job for his
skills, professional, and background. Although s\he could not find the best one,
this attempt shows that s\he is a realistic actor who has an active role in his life
(Kaygalak, 2009; Ozer, 2004; Tekeli, 2011). In this type of migration, because the
individuals act realistically, they migrate after finding a job. Therefore, this can
prevent extreme and beyond-control migration. In underdeveloped and developing
countries, people do not act in this way. They prefer to go for a job after migrating
(Tekeli, 2011: 31).

Another type of migration is mass\forced migration. As of the early 2000s, it is
estimated that approximately 25 million people worldwide have been displaced

within their own countries. As of 2005, this figure is 23.7 million people in 50
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countries (Unalan qt by Norwegian Refugee Council, [NRC], 2006). This type of
migration is quite different from others. There is no plan or control over the
process. The decisions on the economic, social, or political issues that
governments make lead to mass\forced migrations. In addition to the difficulty of
this process, migrants go through various social problems. They find themselves
in unexpected and unplanned situations, so this causes these migrants to have the
possibility to enter informal sectors more. Since they have to find a job
immediately somewhere they do not know, they find jobs in informal and low-
paid sectors. In Turkey, especially village evacuations were seen in the eastern and
southeastern regions because of security and terror problems (Kurban et al., 2008).
However, mass migration is not a widespread topic for the films especially for the

period I choose.

The chained migration is the most widespread migration type in Turkey. It is
defined as continuing the migrants' contact with the old and new networks (Erder,
2002: 144). A network can be a relative, a neighbor, a hemsehri (countrymen) or
someone who have common friends. People choose to migrate where their
relatives, friends, or hemsehris migrated before because they can get benefit their
networks’ guidance. People use their networks to find a job and home and stay
until they find a home for themselves. This is a significant advantage for migrants
who do not have enough capital. It is argued that this type of migration is less risky
than others thanks to these networks. They use their networks to find a house or a
job (Ayata & Ayata, 1996). Becoming hemsehri in the city is a vital assistance
while finding job, and a house. While family migration can be seen together in
Turkey, gradual migration is also common. First, the man of the family migrates,
finds a job and a house, and then slowly carries his family with him. The both of

them can be witnessed in the chosen films as well.

3.3. Theory of the Emergence of Migration
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People migrate to attain better living conditions than they have. It can be
economic, social, political, cultural, and educational reasons; moreover, these
reasons are intertwined with each other most of the times. People do not leave
their whole lives quickly for only one reason, but they evaluate the positive and
negative aspects. These are all subjective evaluations at a point because the
priorities, opportunities, and expectations are different. In the following part of the
study, various theories about migration process, how people decide, and which

factors have an influence on this decision are summed up.

3.3.1. Ernst Georg Ravenstein

Ravenstein started the first systematic and sociological analysis in 1885 with his
work called The Laws of Migration. He focuses on absorption and dispersion in
his study, and distance is an important factor in deciding. People migrate to the
cities from the closer villages, and the other close places fill the gap they cause.

The original seven laws of migration that Ravenstein listed is as below:

1) Most migrants only proceed a short distance and toward centres of absorption.

2) As migrants move toward absorption centres, they leave "gaps" that are filled
up by migrants from more remote districts, creating migration flows that reach
"the most remote corner of the kingdom."

3) The process of dispersion is inverse to that of absorption.

4) Each main current of migration produces a compensating countercurrent.

5) Migrants proceeding long distances generally go by preference to one of the
great centres of commerce or industry.
6) The natives of towns are less migratory than those of the rural parts of the

country.
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7) Females are more migratory than males (Corbett, 2003)

According to Ravenstein, the fundamental reason for relocating is to become
economically in better conditions; other reasons are not as important as this one.
People want to improve their economic situation first. The second discussion of
him is the continuity, why people proceed to move. The logic of this continuity of
this process is the development of industry and the increase in the number of
industry and trade centres (Yalgin, 2004; Caglayan, 2006). The increase in the
opportunity to find a job in these industries is essential in migrating there.

3.3.2. New-classical Theory: Push and Pull Theory

In the Theory of Migration article, Everett S. Lee (1966) evaluates the work of
Ravenstein and claims that after Ravenstein, most of the theorists studied it.
However, no one could go further than a tendency to look at the demographic
structure of migration. Lee concentrates on migration, but he states that migrants
are the actors who should not be ignored while analyzing the whole process. This
theory centers on analyzing why people migrate and the objective and subjective
factors (Canatan, 2020: 106-108). The pushing and pulling factors of migration

are below:
1. Factors related to place lived
2. Factors related to the place that is thought to go
3. Challenges that interfere in the process
4. Individualistic factors (Yalgin, 2004: 30).

People migrate for a better life, so the factors above are considered with positive
and negative effects. These all should be evaluated separately and then should be
compared to reach an ultimate decision. If the gains of migration exceed the losses,
it means that migration can be implemented. Otherwise, it is not a rational decision

to make.
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3.3.3. Marxist Theory: Center-Periphery Relations

This theory leans on the capitalist economic idea, criticizing the new-classical
theory that inequality is not natural and irrepressible. Migration can be seen as
necessary and inescapable if inequality is accepted at any level. Nevertheless, it is
neither a coincidence nor a destiny. It is the result of historical development
processes. Migration is the product of the relationship between developed and
underdeveloped societies. According to this theory, the determinant of migration
is not labour-force/migrant-workers, but it is the capitalist centers. They create the
need for a labor force so that people move accordingly. Therefore, this catalyzes
the population agglomeration in the industrial centers. In underdeveloped and
developing countries, this agglomeration can overstrain the possibilities of the
cities and result in unequal development (Canatan, 2020: 108). No one has an
equal opportunity to reach resources in the cities. There are some determinants

that separate people.

While the classical Marxists prioritise the economic base and ignore the other
factors, Neo-Marxists try to develop the non-economical side of this theory. Neo-
Marxists do not deny what the classical theory is doing, but they want to develop
it upon superstructural, social, political, and cultural factors. It tries to understand

the effects of non-economic factors on migration decision.

3.3.4. New Economic Migration Theory

In this theory, migration is based on the family or household’s decisions. It means
that this theory chooses to look at groups than individuals because people are the
social units that live with collective ideas and strategies. Besides, people migrate
to have better insurance and equality, not only to have better economic conditions.
Especially it can be said that traditional societies, which attach great importance
to the institution of the family, make decisions in the grip of the family. Moreover,
in the countries like Turkey, this family can be enlarged into distant relatives. This

decision-making process is controlled by the eldest man in the family in patriarchal
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societies. In traditional families, there is a hierarchy, and women and children act
according to their father, husband, brother, or\and brother-in-law. It is the same in
almost all-important decisions, and migration is one of them (Canatan, 2020: 113-
114). The differences in income level are not the primary determinant in this
theory.

3.3.5. Dual Labour Market Theory

It is also called Lewis’ Limitless Labor Supply Theory because the rural is seen as
the limitless labor supply. The industrial system, called the modern sector, has a
great capacity to produce; hence, this will bring the need for a labor force. Rural
follow the traditional mode of production with limited production capacity, so the
excess of the labor force in the rural moves to the urban (Canatan, 2020). In the
industrial centers, unskilled and less-paid jobs are attributed to women and
children, which can be under bad conditions. However, after these movements,
some of these jobs were found suitable for migrants. They do not have formal
education, and they are obligated to these jobs. Therefore, the working conditions
in some of them are accepted only by migrants. This is related to the social status
of people. The women and children’s status changed over time, and they left their
places to migrants. These create a reciprocal effect that as migrants work in these
eras, the local people refrain from them. After a while, these jobs started to be
called migrant jobs.

3.3.6. Ecological Balance Theory

In this theory, the balance between the needs of society and the environment’s
potentiality is the main point. When the balance is broken, migration can be seen.
Imbalance shows that the consumption capacity exceeds the environment's
endurance. It can prevail in the population increase, changes in the routine
consumption patterns, or ecological imbalances. Different societies act differently
against situations like that, passive reactions like hunger, technic/technological

innovations, imports, and migration/conquests. It is arguable how this theory will
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explain migration in modern society. Nevertheless, it has the potential to explain
migration caused by ecological disasters like drought and climate change
(Canatan, 2020: 118).

Therefore, in this thesis, for analyzing films, the Push and Pull Theory is chosen.
It is called New-classical Theory: Push and Pull Theory by Everett S. Lee. It
supports the analysis as the most fitted choice. It will be seen obviously in the
analysis chapter that there is push and pull factors making people migrate to
Istanbul. In this theory, these factors, the obstacles people can encounter, and
individualistic factors are calculated. Making both subjective and objective
analyses is one of the most important reasons for choosing this theory. Migration
from rural to urban in Turkey does not have one dimension but more. Urbanization
is not only seen as a population accumulation. It involves much more than just
aggregation of population to certain cities (Kartal, 1978). Hence, the Push and pull

theory will fit this thesis to be able to make a more dimensional analysis.

3.4. Why does Migration continue?

The network theory is one the factors which affect the continuity. The Network is
an essential social capital for people. The network can be anyone known from their
hometown, a friend, or a relative of their friends. The risk and cost of migration
can be decreased thanks to these networks. It enhances the ability to find a job and
a house. Even some information heard that there are life opportunities that can
boost the idea of going. There are some forced migrations where the government
is the starter of the movement, or the unequal developments due to the government
policies can oblige people to migrate to the cities. Canatan (2020) claims that the
government started migration but cannot control it. Governments can lead to
forced or volunteer migrations with political issues, terror problems, or unequal
development; however, they do not have the power to stop it. They can only be
prepared to support the fundamental rights of humans with the substructure of the

cities.
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The corporate theory claims that after migrations have started, some private and
volunteer instructions try to provide what the migrants need. They are working to
encourage people who want to migrate for a better life. Because it is a long,
complicated, and costly period, people can choose to get help from these
institutions. Besides, these are not always friendly. Nevertheless, this is not an
easy process to control. The ability to earn money from this causes the emergence
of the black market (Canatan, 2020: 121). People who see that as a way of abuse

can make use of it. This can raise the informal sector people get money unjustly.

The cumulative theory can be analysed within the context of network and system
theory. What is common in these theories is to take the migrants as a social capital
source. So even only social capital is a reason to encourage migration. Migration
movement can change both societies, migration-receiving and sending countries.
During the periods that huge worker-migration movements happened, migrants
fulfilled a need in the sectors. This fulfilment leads to the withdrawal of the local
workers from these jobs. So there are labels that migrant jobs that local workers
do not prefer anymore (Canatan, 2020: 122). When a society starts to receive
migration, migrants become an essential part of that country.

According to migration systems theory, at the micro-level, kinship and friendship
systems have affected migration, and at the macro level, economics, sovereignty,
political systems, national migration politics, and socio-cultural systems affect
migration processes. Migration supports not only economic developments but also
social ones. Moreover, not only migration-receiving society but also the sending
place get advantages. Migrants help their hometown economically with the
currency, and they carry what they learn from the developed place to their
hometown. It can be social, cultural, knowledge, skill, or attitude (Canatan, 2020:
123).

After migration started, it can be said Network Theory became a dominant one in
Turkey. Corporate, and Cumulative Migration Theories are seen mostly in the

external migrations. However, Network Theory can be seen in the chosen films
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Relatives, neighbors, or hemsehris, who visit their village after they migrate to the
city or send any news about their lives in the city, affect people in the village. The
people in the village aspire and think that if they can do it, we can do it as well.

Moreover, this relationship makes their migration much easier.

3.5. Poverty and Migration

Poverty is directly related to average income level, economic growth, and unequal
income distribution. In the free market economy, the economy's growth can be
thought of as the development of the country as all, but it is not like that. It is found
that the economic status that they belong to at the beginning determines what they
get from this growth. It means that countries’ unequal distribution of income at the
beginning have unequal growth eventually (Senses, 2006: 151). The unequal
distribution of income causes a wage gap between the classes when there is
unequal growth. So this means that while a part of the population leads their lives

in wealth, a part of it has to live in poverty.

There are two arguments about the relationship between poverty and migration.
The first one is the wage gaps between rural and urban. Kiray emphasizes that
mechanization in agriculture increases class differentiation. The mechanization in
agriculture has completely changed the existing agricultural sector and increased
social differentiation in the region (Kiray, 1999: 158). Besides, with the
technological developments and industrialization of the urban, new job
opportunities emerged in the city centers. Therefore, these changes push people to
migrate. People who cannot earn as much as enough to meet their family’s needs
choose to migrate to the urban. However, underdeveloped and developing
countries like Turkey have difficulty coping with this. The city centers are not
ready for people who lose their jobs in rural and want to find a job and a home in
the urban. Hence, the development in the urban cannot catch up with the people
who pour into the cities. This imbalance is the reason for urban poverty. Thus,
urban poverty is a reflection of rural poverty (Senses, 2006: 161). Because the

government and the private sectors provide enough opportunities for migrant
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people to work and earn their lives, the poverty in the rural areas is carried to urban
areas with them. The second argument states that poverty is the restrictive factor
in migration. The people who are at the level of poor in rural areas cannot use the
opportunity to migrate, so they get the benefits of migration least. Poverty and
migration do not have a direct relationship, but they have many factors that
construct their relations. It has need to analyze multi-dimensionally. In Turkey, it
is not something to be seen at most, and it is not preferred to be included in films.
Thanks to network usage, poverty is not something that deterred people from
migrating. However, it is a reason to migrate, and something carried to cities with

them.
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CHAPTER 4

THE DOMESTIC MIGRATION IN TURKEY

Theoretical approaches which are studied by many scientists stated to be able to
see what is studied until now. While the theoretical studies are summarized above,
the domestic migration will be explained in this chapter. For Turkey, migration to
Germany is one of the most important movements. Many people moved to
Germany as workers in 1961 with the Turkey-Germany Labor Agreement
(Uluslararasi IsGiicii Genel Miidiirliigii | IKili I3Giicii Anlagmalari, n.d.). Turkey,
like many developing countries, meets migration again in the 20th century with
industrialization. Although many international migrations are seen with the 1961
agreement, in this study domestic migration which has experienced dramatically
for decades will be discussed via social realist cinema. Domestic migration is
crucial to concentrate on the transformation in society. Yasa (1966), in his study,
Ankara’da Gecekondu Aileleri (Slum families in Ankara), shows that the
dominant system of property ownership is small business management. Moreover,
it is interesting that only 0.8% of all farming families own one-fifth of the
cultivated land (Yasa, 1966: 16-17). In Turkey, 75% of people was living in the
rural areas before the *50s. Agriculture and stock raising are the fundamental
means of existence. Therefore, their lives revolve around agriculture which is the
fundamental production structure. Many people work as sharecroppers that they
give the crops which they cultivate in the farms to landowner (Aga). Then their
landowners share some with sharecroppers which it can be seen in one of the films,
Ziigiirt Aga. In addition to this, there are people in the rural areas who earn their
livings from stock raising. It can be seen especially the eastern part of the country.
Yal¢in-Heckmann (1993) studies stock raising in Sheep and Money that people in
the Eastern Turkey lead their lives by selling and buying animals mostly sheep.
Moreover, it provides people with the opportunity to make illegal trade,

smuggling, with the other side of the border (Yalgin-Heckmann, 1993; Besikgi,
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1970). Because people in the rural are far and disconnected from the central
system, old feudal system continues in some levels. However, it should be
mentioned that the Eastern part of country is not preferred often to portray in the
films directly. These topics are approached either cautiously or as an element of
comedy. There are landowners and sheikhs in some of the villages

The history of feudalism is nothing but the ongoing class conflicts between the
landed nobility and the peasantry. The fundamental contradiction arises in the
feudal mode of production. The feudal mode of production determines the social
and political organization in the form of tribalism with religious institutions such
as sheikhdom, and it gives it legitimacy and legality according to its own needs
(Besikgi, 1969: 19).

The main problem is the sheikhism which interprets and numbs the religion of
Islam according to this ownership and production models, particularly feudal
ownership and production relations, and the tribal social and political organization

in accordance with all these factors (Besik¢i, 1969: 18-19).

It is portrayed above the life in the villages before starting to migrate to cities. It
is significant to understand their migration motivation better. There are changes,
toward the end of the 20" century, that most of the population lives in the urban
areas, and employment in agriculture passes to other sectors, especially service
sector. The films which will be discussed later in this study also portray these
alterations. These changes result in domestic migration. Therefore, to comprehend
the domestic migration better, some of its fundamental reasons will be summarized
below. Although these are under three headings, it should not be forgotten that
these reasons are intertwined with each other: mechanization, change in the

agricultural structure, and progress in transportation.

The beginning of the 20th century was a turning point for mechanization of
agriculture. In 1924, 221 tractors were imported, and the Turkish Agricultural

Equipment Institution was established in 1944. This number arrived, in 1960,
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100.000 (Keyder, 2014: 194). This is the messenger of the following steps, like
the US-supported in 1948 with Marshall Plan that enhances the agricultural
machinery assets (Tiirkiye'de Taruim Makineleri Tarihi, 2019). The entrance of
these machines into Turkish agriculture has crucial importance for the country.
Agricultural production was the main sector of employment in Turkey before the
50s. Therefore, the mechanization in agriculture has a major impact on all these
people. Especially, with Marshall aid, America supports the agricultural
production system in Turkey. Pastures are included in agriculture with tractors, so
the cultivated land increases but the husbandry is affected negatively. People can
cultivate many more products with fewer people. These influence some good on
big ownership, but breeders have problems (Oktar & Varli, 2010). Yasa (1966)
puts forward that agricultural workers cannot get the support that industrial
workers get. They cannot get the labor wage industrial workers get and they cannot
get benefits from the same legal rights that industrial workers have. Hence, they
choose to transfer into the industrial sector in the cities. Mechanization in
agriculture led sharecroppers to migrate to the cities. The reason why it causes
these people to move is that these machines substitute many sharecroppers, so they
become unemployed.

Disorganization in landownership is one of the factors that people migrate to the
cities (Yasa, 1966) because it cause the inequal distribution land and so income.
This inequality between farmer families also represents their income inequality
because it is their only source of income. Therefore, what happens to the lands
they cultivate affects the decisions of these people about whether to stay in that
village. According to Yasa, most of the lands in Turkey’s rural area are infertile
farms and in small pieces. This leads them not to be rewarded for their efforts. He
finds the credits given to agriculture and the development program for a show
(1966: 21). These only work for a small group of farmer families, but not for most
of them. In addition to all these, there are an increasing population; so, this increase
causes the division of the land into much smaller pieces. The land of a father is
inherited to his sons. Therefore, whether the land is fertile or not, when it is divided

more, it becomes worse off. The separated and small lands are their income that is
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no longer sufficient (Stirling, 1965: 140-141). While for most of the population
this makes them migrate to cities, there can be different reasons of course. For
some large landowners, there is a different path. They can end up with a social
stratification (Aksit, 1993). They can get machines instead of sharecroppers and
continue for some time. Then with the decrease of the raw material’s price, they
also start to have problems. Another inspiration is the different approaches of
father and son that young generations have more potential to search a new life in
the cities. It can be said that the reflection of modernization on rural life can cause
the emergence of migration idea. The sons who do not want to conflict with their
fathers start to be charmed by the city, promising to secure their future (istikbal)
(Schiffauer, 1993). While people start to lose their hopes on their villages, they are

tempted by the opportunities in the cities.

These years are important to start the integration of rural and urban because
parallelly transportation network also developed. Therefore, while rural society
can start to enter the labor market, secular academic middle schools, vocational-
technical schools, teacher training schools, and half secular half Islamic imam
hatip schools have reached the villages (Aksit, 1993). Therefore, there is a big
transformation in the village's economic and social life. Keyder (1988) states that,
in addition to mechanization, the opening of the forest lands, and the lands not
cultivated for a while, provide more lands to cultivate. Cultivating the land is much
easier than before because machines can harvest crops much more than humans.
With this, the price of the crop people harvest will drop a lot, and the share of the
agricultural workers will decrease (Kiray, 1999: 153). Because the raw material
market loses its old value, the rural population’s income decreases so much that
people have to find different paths. Therefore, with the ease of transportation,
people in rural areas see that they can enter labor market. This shows that some
developments like transportation give the opportunity to improve many sectors;
all are connected. People migrate to cities to support their households. Besides,
the salability of the rural or domestic economy's products causes these economies'
specialization. People in rural areas try that they can sell their own products in

exchange for money. This can be with an awareness of the price and cost.
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Therefore, while some choose to go out of the village to work, some convert their
productions in the home and village into the farmers’ market in the cities. This
means commodifying both labor and product consumed and produced (Keyder,
1988: 163-164). Therefore, with implemented policies, foreign capital entered
Turkey, agriculture and trade loans increased, and the number of small and
medium-sized enterprises increased. With the developments in transportation,
these people find a way of leading their lives by migrating closer to city centers
(Tiimertekin, 1973; Icduygu ve Sirkeci, 1999). Hence, in the cities, especially
Istanbul, trade, and labor market started to grow. Most of the population in the
rural are carried to Istanbul to be a part of this growing system to be able to receive

a share for themselves.

Table 1. Proportion of city and village population (%)

City Village
Census year Total Male Female Total Male Female
1927 24,22 26,06 22,52 75,78 73,94 77,48
1935 23,53 24,82 22,29 76,47 75,18 77,71
1940 24,39 26,21 22,57 75,61 73,79 77,43
1945 24,94 26,50 23,37 75,06 73,50 76,63
1950 ™ 25,04 26,65 23,39 74,96 73,35 76,61
1955 28,79 30,60 26,91 71,21 69,40 73,09
1960 31,92 33,69 30,08 68,08 66,31 69,92
1965 34,42 36,16 32,62 65,58 63,84 67,38
1970 38,45 40,61 36,24 61,55 59,39 63,76
1975 41,81 43,41 40,12 58,19 56,59 59,88
1980 43,91 45,26 42,52 56,09 54,74 57,48
1985 53,03 54,58 51,44 46,97 45,42 48,56
1990 59,01 60,29 57,70 40,99 39,71 42,30
2000 64,90 65,30 64,50 35,10 34,70 35,50

Source:Tuik- Population Census, 1927-2000

As the table shows, throughout the 20th century, Turkey experienced massive
domestic migration. Industrialization caused many alterations which happened via

adaptations of the world. It creates a huge population that cannot find jobs in rural.
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There are many reasons that people move to cities by leaving their homes. The
most obvious reason for this is the mechanization that comes with the

industrialization and modernization of agriculture.

At first, these changes cause an increase in seasonal migrations. Stirling observes
in his study only seasonal migrations, but he states that men who see the outside
worlds become much less hopeful for life in their villages (Stirling, 1965: 146). In
light of these facts, the city centers become the center of attraction, and the
dissociation of the rural is the result of these. What is interesting is that these
migrations and mechanization in agriculture is not an indicator of real
development in industrialization. As the table 2 shows, these migrants work in the

service sector which has great growth in the big cities, especially Istanbul.

Table 2. Development in the sectoral distribution of the workforce in selected
years

TABLO: XV.5.b. Secilmig Yillarda lggiiciiniin Sektérel Dagihiminda Gelisme
(15+ yas, Bin Kigi)

1962 % 1967 % 1972 % 1977 % 1983 % 1988 % 1993 % 1998 %
Tanm 9740 770 9556 72,2 9307 66,9 9100 61,8 9451 60,7 B389 506 8397 450 9282 306
Sanayi 995 79 1z 92 1491 10,7 1859 126 1911 12,3 2512 152 2916 156 36l0 119
Hizmetler 1908 1511 2460 186 3119 224 3767 256 4215 27,0 5669 343 7389 395 8702 287
Ingaat 300 15,7 384 156 454 146 537 14,3 586 139 866 153 1158 155 1285 [ &)
Ulagurma 261 13,7 2 12,7 n 125 496 132 07 12,0 640 11,3 903 12,1 957 a2
Ticaret 365 1.2 434 17,6 537 17.2 632 16,8 696 165 1692 298 236l 316 2889 L L]
Banka-Sig. 52 2,7 87 35 157 50 188 50 217 5.1 381 67 421 56 511 LE
Diger Hizm, 711 373 916 372 1298 416 1644 436 1935 459 209 369 2628 352 3058 18]
Bilinmeyen 218 105 327 133w 9.0 270 2 3 65 - - - - - -
Toplam 12643 1000 13238 1000 13917 1000 14726 1000 15577 1000 16550 1000 18600 1000 21554 1000
Notlar: 1. Hizmetlerde isgi alt kesimlere dagiimu yuzdeleri aynica verilmistir, toplam ¢ ana sektdrin dagplimin venir.
2. 1988 ve 1992 igin bilinmeyen istihdam sayisi aymica verilmemis
3. Hizmetler'in 1993 yeinin istthdamnun alt sektblere dagaims, DIE, HIA "ortalama® sonuglandir; (T1Y, 1994, 5. 251) ve 124yas grubunu kapsar bu nedenle, ak
sekror toplamlan sektdriin genel toplamindan 82 bin kigi fazladur.

Kaynak: DPT. IVKP, 5. 26 1985 Programi, < 280; 1988 Programy, s. 336, 1995 Yili Gegig Programy, 5. 139; DPT, Temel Ekonomik Gostergeler, 5. 131

Reference: Kepenek, Yentiirk, 2001: 414

4.1. Between 1950 and 1980

After the ’50s, 60% of migrants in the cities migrated because of not having

enough land to cultivate (%46) and unemployment (%14). All changes in the
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villages affect life in the urban. Because most of the migrants are uneducated, they
work in unskilled jobs like construction. While men graduated from primary
school, most women were illiterate. Besides, school-age children can be obligated
to work to support their families. Hence, the lack of formal education is a vital
determinant in people’s lives. Because unskilled jobs bring families low salaries,
more than one person has to work in the family. However, even this cannot prevent

them from being at poverty risk.

The government could not meet the needs of all migrants, so they had to find a
way for themselves. The formal ways cannot meet the needs of the migrants; so,
they have to build small houses in the empty lands by themselves. With the
increase in migration the number of these houses rise as well. These houses called
as slums (gecekondu). Slums and the small buses(dolmus) are emerged by
migrants to meet their demands to accommodation and transportation because
there are not enough supply. Slums which became problematic in the end of the
40’s (Senyapili, 1978: 51). Dolmus also, like Gecekondu houses, showed up in
order to fulfil the increasing demands. People solve problems in the way they can
solve or effort them (Tekeli, 1976: 151). In addition to the inability of the state to
meet the needs, there are changes in the policies with January 24 decisions. These
are the preparations for after 1980. According to Sallan Giil, January 24th
decisions have clear and hidden purposes. The clear purpose is to decrease
inflation, decreasing and removing the balance-of-payments deficit at the end. The
hidden purpose is to aim for economic integration with the EU and international
markets with the new liberal marketing implementations (Sallan Giil, 2006: 282).
This new market-centred economy means that the market should replace the
government in many responsibilities. The government’s responsibilities are
limited anymore. Therefore, the shares in the sectors provided as free for the public
also got smaller. This decrease in government grants results in an increase in the

population who are open to social risks (Kahraman, 2015: 104).

Because the migrants’ education level is not high, they can find jobs as unskilled

workers almost only. What Senyapili (2004: 124) states should not be ignored is
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that marginal business lines and construction jobs that did not require
qualifications and experience were the only employment areas open to them.
Though they cannot earn as much as they expected before, they could find a place
for themselves mostly in the cities until the 80s. They find jobs and places to build
a house (gecekondu). There is no serious control by the government, and there is
a space for newcomers. Thanks to these open spaces, people can create a life for
themselves without being too hard. According to Kiray, slums are the shelters of
large masses working in unspecialized and low-income jobs that do not comply
with agriculture and population changes and spread to our unorganized and
industrialized cities (Kiray, 1998: 27).

Especially after 1980, the reflections of the neoliberal transformation on the cities
of Turkey became the focus of attention with the studies conducted in the Turkish
social science literature. In different parts of Turkey, new migrants, coming to the
cities, faced the necessity of migration due to political reasons as well as economic
reasons, and they came to the cities more unprotected and more insecure than the

migrants of the previous period (Kaygalak, 2009).

4.2. After the 1980, Changes in Migration.

Before 1980, migrations were more related to economic sources. The economy of
the country is worse off. The other countries do not make any loans and deny the
checks. There are many products that could not be reached like fuel, or lamps.
People have to join queues to get any of their needs, and many products are sold
on the black market. The Turkish money was lost in value. Moreover, the country
has social and political problems as well. There are terror incidents that make
people feel insecure. Economic reasons are still important, but political and social
reasons are the dominant ones. With the 24 January decisions, there are many
changes in the system. The duty to fix the economy is given to Turgut Ozal, the
prime ministry undersecretary, bringing the 24 January decisions to the agenda.
The main issues in these decisions are to leave the statist policies and conservative

policies for Turkish money and devaluation of the Turkish lira by almost 70%.
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The geographical position of migration has changed. Between 1980-1985, 56 per
cent of migrants moved from urban to urban, and this followed between 1985-
1990 as 62 per cent. This shows that there are centres for the attraction of people.
At first, Istanbul, Ankara, Izmir, Adana, Antalya, and Mersin are these centres,
and then Antalya, Mersin, Gaziantep, Sanliurfa, and Diyarbakir are the most
migration-receiving cities. While Antalya is an important Tourism center, Mersin
is important for trade (Eraydin, 1992: 126).

During this period, people migrate into the legacies of the earlier migrants. They
could find jobs in the factories making contract manufacturing without any
insurance and guarantee. They have to work long hours under bad conditions
(Kaya, 2009: 162). Therefore, this fast population increase, and inadequate
government support bring the urban poverty concept. People find the solution to
lead their lives by applying to informal sectors for both jobs and the need to lead
their lives. In addition to the economic problems, they go through, political issues
have an important role in migration of people, especially from East and
Southeastern Anatolia. People choose to move to the big cities because they do
not feel safe in their hometowns because of the terror attacks. Besides, these years
village evacuations and compulsory migrations are seen in these regions (Kurban
et al., 2008). These cause unexpected migrations in a bigger number. It is stated
that in the 1986-2005 period in Turkey, approximately 4% of the migrating
population migrated for security reasons. Among those who migrated from 14
provinces (Adiyaman, Agri, Batman, Bing6l, Bitlis, Diyarbakir, Elaz1g, Hakkari,
Mardin, Mus, Siirt, Sirnak, Tunceli, Van), the rate of those who migrated for
security reasons is 16% (Sen, 2014, as cited in HUNEE, 2006).

In the “80s, both the new kind of migrations and some results of the previous ones
can be seen. While there was no ethnic form in migration, in that period, it
occurred. There are more political movements. The relationships between the
government and the people of the region are problematic. Government cannot
enter into matters which happen inside this region. Landlords or religious leaders

have much more power in these areas. People trust and listen to their decisions.
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However, this causes a decrease in government spending for there. Migration,
especially after the 80s, includes these people who cannot lead their lives as old
days. In these years, economic problems go parallel with political friction. All over
the country, but especially in regions with ethnic, religious or racial minorities,
people choose to migrate to the cities. While in the Eastern part of the country,
Kurdish people have many problems, in some villages in the cities such as Sivas,
Corum, and Maras, the Alevi people have gone through many problems. These
minorities try to exist without denying their identity, which is not encountered
positively by conservative governments. Alevi identity has been denied by the
governments for many years, but its rising started in the 60s. Then after the ’80s,
especially Sivas/Madimak and Maras Massacre, Alevi people chose to migrate to
big cities because they did not feel safe in their villages. For example, in the
Yildizeli in Sivas, the Alevi population in some villages decreased by 60,8 % while
at the same time, the population decreased in Sunni villages in the same region is
around 27%. Therefore, after the 80s, there was a much more political environment
that people had to live in. These years are becoming very complicated periods both
politically, socially, and economically. These topics, Eastern and ethnicity
problems in Turkey were an taboo topic for many years; so in the films chosen for
this study cannot include these directly. There are some clues by the way of
speaking, or where they come from. However, they are not the focus of this study
because the social realist films concentrating on domestic migration do not include
these. Moreover, the last of these films is made in 1986 which is just the beginning

of this period.

Although it seems that there are many reasons people have to leave their villages,
all these can point to one thing people get poorer they stay in the village. Poverty
Is an issue that without mentioning it directly can be correlated with many social,
economic, or political problems. Caglayan points out that the relationship between
migration and poverty takes place on four axes. Poverty, a driving factor for
migration; Poverty, restricting migration movements of potential immigrants;
Poverty, caused by immigration and the impoverishment experienced by

immigrants for various reasons after immigration; Poverty, reduced through
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immigration (Caglayan, 2008 as cited in A¢ikgdz & Yusufoglu, 2012: 94). These
all are the possible statuses which can be encountered in Turkey. Although abject
poverty can be a restrictive condition, in Turkey, people take advantage of
networks. Getting help from their relatives or hemsehris, who migrated before, can

provide free transportation(tractor), and a free place to stay.

Some analysts use others, instead of rational decision-making models to analyse
migration decisions. Instead of trying to maximize the expectation of the decision
maker, people will seek to cross a certain threshold, where they will not perceive
all the opportunities. They will choose from a limited number of opportunities.
The number of acquaintances and relatives in perceiving the opportunities will be
effective for people who have migrated to that region before. It is assumed that
they will reach the final stage after different searches, in which they will decide to
start the evaluation instead of making the final decision or analyzing that are closer
to the real decision-making approaches of the human, for which gradual migration
models are developed (Tekeli, 1998: 14-15).

Moreover, they can find jobs by using their networks which is common in
Turkey’s migration history. When these four axes are considered to explain the
relationship between migration and poverty in Turkey, two of them can fit to the
representation of migration in the chosen film. The first and third axes fits into
how social realist cinema reflects domestic migration. Especially after the 70s,
there was a large and uncontrolled migration toward cities. This causes
accumulation in these cities. Hence, what is common in Turkey is poverty as a
reason and as a result. People, who believe that they cannot see any future for their
social, and economic lives in the rural areas, migrate to the cities where they think
that there are many opportunities for a better life. However, this migration
movement is something that neither the public nor private sector in the cities is
prepared for. Migrants, who do not find what they expect in the cities, move to the
bigger cities such as Istanbul, Antalya, Izmir or Mersin. Since these cities'
economic and social growth is not in line with the incoming population, a part of

the migrants experiences significant difficulties. In this study, how social realist
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cinema approaches migrants, who move to istanbul with great hopes, are focused

on.
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CHAPTER 5

DOMESTIC MIGRATION IN THE LIGHT OF SOCIAL REALIST
CINEMA: FILM ANALYSIS

The main purpose of this study is to examine the films produced in Turkey after
the 50s to understand how social realist cinema approaches domestic migration.
An attempt was made to lay the groundwork for this analysis above. Social realist
cinema, migration theories and internal migration in Turkey are summarized. As
domestic migration is one of the turning points of the country in social, political,
and economic terms, it is the main focus studied below. In the scope of this study,
ten films identified to support the argument, these films are: Gurber Kuslar:
(1964), Bitmeyen Yol (1965), Fatma Baci (1972), Gelin (1973), Diigiin (1974),
Diyet (1975), Kizim Ayse (1974), Yusuf ile Kenan (1979), Bir Avug¢ Cennet (1985),
and Ziigiirt Aga (1986). In these films the issue of migration is addressed from
various perspectives. Moreover, they reflect the characteristics of the theories
explained in the theory of this study. In the latter sections, the fact that theories
and directors support each other also be indicated. This study allows us to see the
representation of selected theories in the selected films. In the following chapter,
before elucidating the concept of migration, migration processes as well as
sociocultural and economic adaptations of the people are mainly clarified. In
addition to these, changes in the family structure and women’s place in the family
will be explicated. These issues will be analyzed by referring to the social types
observed in these films. Just before starting to analysis, I will summarize all ten
films in a couple of sentences to ease to follow.

Gurbet Kuslar, tells the struggle of a family who migrates to Istanbul because
their business in Kahramanmaras goes down. Although family come to Istanbul
with a great hope, they cannot adapt to the city life. They first lose their daughter
then all money, so they have to go back.
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Bitmeyen Yol, is about six men migrating to Istanbul for better conditions. They
realize that making money in the city is not easy at all, but they have no hope in
the village. That's why the film depicts their work in very harsh conditions for very

little money without any security.

Fatma Baci, is about a single mother who loses her husband because of blood feud,
and decides to raise her children far from this, in Istanbul. She works as a concierge
of an apartment and raise her three children. The film focuses on the part that she

focuses on the parts where she clashes and merges with her children.

Gelin, is the first film of Akad’s trilogy that starts with he Gelin and her nuclear
family migrate to Istanbul along her husband’s family. It is the story of a women
who wants to save her son by confronting the whole family. She criticizes her
family’s greediness, hypocrisy, and biasness. She leaves the house and starts to

work in a factory.

Diigiin, is the second film of Akad’s trilogy focusing on the battle of five siblings
in Istanbul. While the male members of the family risk their families falling apart
in order to earn more money, the film tells about the sacrifices of their oldest sisters

made to keep the siblings together.

Diyet, is the last film of Akad’s trilogy that focuses on the factory workers and
labor union. This film portrays a women who take cares his whole family by

herself, and the process of her acquiring class consciousness.

Kizim Ayse, is the story of a single mother who loses her husband because of the
lack of the doctor in their village. This incident makes her ambitious about making
her daughter a doctor. They migrate to Istanbul for this purpose but her daughter

loose her way. So, film focuses on a moral struggle in Istanbul.

Yusuf ile Kenan, is one of the first and rare films focusing on the children living

on the streets. Kenan and Yusuf are brothers who have to migrate because their
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father is killed in a blood fraud. While they try to stay alive in Istanbul, film

portrays many children living in the streets.

Bir Avug Cennet, is about a family which migrates to Istanbul along their relatives,
but they learn that he died before they come. So they have to live in a remnant bus,

and they create a house from a trash.

Ziigiirt Aga, is the only film that portrays the village before migration very detailly.
So, this film shows the relation of landlord and his sharecroppers in the village and
how landlord has to migrate. This film describes how a landlord has to leave his

all status to survive in Istanbul by using the irony, and comedy elements.

5.1. Pre-migration

The period before migration is not included in the films directly except one film,
Ziigiirt Aga. Although there is not too much about the village lives in the selected
films, there are clues to get some ideas. Therefore, these clues will help to have an
idea about their village and the reasons for migrating. Migration to the city is a
man's decision mostly which affects the whole family. The lonely woman who
migrates to the city is too rare. It can be seen only there is no choice like Fatma
Baci and Kizim Ayse. However, most of the examples show that there is a
patriarchal family structure. The men in the family have difficulties in the village;
then, they decide to migrate. In Gurbet Kuslar:, the family comes from
Kahramanmaras, a small city. They have a shop and a house with a garden.
Because their work stopped, they sold their shop and house to come to Istanbul.
The slowdown in the market in the rural makes the men think about migrating to
Istanbul. Because Gurbet Kuslar: is an example reflecting the first wave of
migrants, they have no one to apply for a support in the city. So, it is not possible
to talk about any networks. Father and middle son open a car repair shop. They
are rare characters who have manual skills. In Gelin, Gelin’s husband was rengber
(agricultural worker) in Yozgat, but he regretted not to be a commerce like her

brother living in the city. He migrates to work with his brother who has a grocery
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shop in the city. Although, in the literature, rural to urban migration is dominated
in the films, the migrants in the films are mostly moved from small cities. In
Gurbet Kuglari, family migrated from a village to Kahramanmaras before they
come to city. In Diigiin, the film starts with a small view of marketplace in Urfa.

However, most of the films there are not a certain information about it.

One of the different motivations to go to Istanbul is Kemal’s. He is influenced by
the loss they lived in a small village in Kahramanmaras, where they lost their little
daughter. She dies because there is no doctor in the village, so this incident
motivates Kemal to be a doctor and serve his village. In Kizim Ayse, there is a
similar motivation. Turkey has gone through many contagious diseases or illnesses
which cause many deaths because of the lack of doctors in the small villages. In
Kizim Ayse, Huriye, the mother, loses her husband because the doctor is late, so
she persists in making her daughter a doctor. She does everything she can do to do
this. So in both films directors show the lack of health facilities in the village as a
pushing factor which motivates young ones to become doctors. At this point, the
pulling factor of Istanbul becomes prominent that many films portray migrants in

Istanbul going to university to become doctors.

In the Akad’s trilogy, Gelin, Diigiin, Diyet, like in Gurbet Kuglart, there is a man's
decision that they drag their family to the city. Diigiin is not different which the
siblings who lose their parents and trust their uncle to earn more money in Istanbul
than in Urfa. The director shows Urfa’s downtown for a little movement to be able
to compare it with Istanbul. There is a stationary and quite empty state opposite
Istanbul’s crowded and hustle. In Diyet, there is only one clue about the village;
they come through Hasan’s situation. He wears ragged clothes, and how needy he
can reflect why he comes to the city with nothing. Bir Avu¢ Cennet has nothing
different from the other families, but the only thing that can be understood is that
the family's mother has a big role in migration decision. Kamil, her husband,
admits that he listens to her decisions which he is not used to. Kamil explains the
reason for migration by saying the village has no taste anymore. In these films, it

can be seen that the families cannot continue their lives in their village like in the
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old days. The problems they live through, such as the lack of health and education
opportunities, increase incrementally. There is a changing world, and Turkey is
trying to fit this change. The developing ideas, technologies, and opportunities
start to achieve the villages. Even though it does not achieve, its news gets access
to the people.

Although Nesli Colgecen in Ziigiirt Aga film chooses to use humour and drama at
the same time, it creates a great picture to see how the remnants of the feudal
system work or do not work in a village. The peasants in the film are maraba,
sharecroppers and they are working for Aga in the land. Aga takes all crops they
cultivate, and then he gives the sharecroppers the share promised before. Aga gets
angry at something the sharecroppers do, so he decreases their share with one
word. It is a system that is run with the arbitrariness of a man. There are marabas
who is confused who to trust in between their landowner, and their Sheikh,
religious leader. This film shows the corruption in both that while Aga decreases
their share with a word, Sheikh sells the land in paradise to peasants to make them
vote party he supports. Moreover, the problem in the harvest dues to drought is
attributed to God’s punishment, so they want Sheikh to mediate with God to ask
for rain in the arid land. However, it does not work. Aga speaks to God and
complains to him about how you took its wisdom off them. This speech can be
read in a religious supplication or political innuendo. Instead of God, he can call
the government with the same complaint. It is known that these years are migration
ratio is so high because the government has changed its direction of investments.
The government substitutes industrial and private investments for agricultural
investments. It can be likened to God's withholding of his wisdom. Peasants who
cannot get support from their government and their God. It is time that people start
to lose their faith in both.

In Bitmeyen Yol, although the director does not show the migrants' background, it
can be understood that they also go through a similar situation as in Ziigiirt Aga.
There are six peasants who migrate, and they escape from a feudal leader who

does not care about their lives.
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Peasantl: Bread is not bread; it's like cream. There is no need for anything to eat
with it.

Peasant 2: Let's see whether we can always find this bread. There is still no job.
We followed this madman and came here. We do not have any minds.

Peasant 1: Would it be better to be a slave to an unbeliever like kirik aga? What
did you see when you came to this age? Did you eat such bread? Was there shit
in the village? Look at these women, especially those cars. The stone and soil of
this place are gold, but you must know how to win (Sagiroglu, 1965, 0.24.30).

Fatma Baci and Kenan ile Yusuf have different backgrounds. It cannot be denied
that both include what the other characters live through. However, both end up in
blood revenge, which is a common problem in Turkey, especially in small villages.
Fatma Baci1 loses her husband, and Kenan and Yusuf lose their father because of
this. While Fatma Baci decides that she wants to grow her children far away from
the blood revenge, Kenan and Yusuf take the first ticket to Istanbul as their father
tells them. The only thing shown is that their father was a shepherd in their village,
and the older one went to primary school.

Worsening conditions of the village life leads to people looking for different
options. The increase in transportation and the flow of information makes people
think that the big cities, especially Istanbul is their salvation. How an idea can be
produced can be seen in Ziigiirt Aga. Migration is not an idea that peasants can

produce by themselves. It is an idea that should plant the seeds of.

Kekeg: So what are you waiting for? Go to the city, to Istanbul. Die there instead
of starving to death here. But in the city, if you are wise, you can hit the goldmine;
there is no chance here.

Labourer 1: Our owner is Agha; he does not allow it.

Kekeg: Don't get permission then.

They start to discuss and think.

Labourer 2: Kekeg, let's say we did what he said, we forgot that we were the
property of the Agha, and we fled to the city. How are we going to go? There is

no money.

Kekec: You can sell wheat.
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Labourer 2: What wheat, what wheat is left?
Kekeg: Aga’s store is full.
Labourer 1: Repent, are we thieves?

Kekeg: You will get your right, two of the three. You will sell and capitalise on
them.

Labourer 1: Either this clumsiness is having fun with us.

Labourer 2: Let's say we did what you said, and we got our right to. Whom will
we sell it to?

Kekeg: I will find it too (Colgegen, 1986, 0.45.45)

It is similar to that a slave learns s/he has the rights as a free human being. It is not
easy to produce an idea different than preconceived understandings in a closed
culture, but someone who comes from outside of the community brings them an
idea. This idea comes to them in the weakest movement of Aga. People trust
neither Aga nor Sheikh, who guarantees either their afterlife or life on the earth
anymore. Hence, they follow Keke¢’s idea and migrate to Istanbul without saying
to Aga. Aga, who does not have any labourers to work, has to sell the village and
migrate to Istanbul as well. So he has to find a way to earn his money by himself.

It is common for all characters in the films that migrants want a better life and job
opportunities to migrate to the big cities, mostly Istanbul. Istanbul is seen as a
place where the streets are paved with gold (tas1 topragi altin) which means that in
this city, there are many opportunities to earn money. Turkey has gone through
different levels of development all over the country, such as istanbul is much more
developed than the other part of Turkey. However, although it is described as a
dream city in many films, especially the magnitude and the crowd in the Istanbul
start to make people afraid. It is described as if people can do anything to earn
more money in this city. Therefore, this gives people the feeling that they should
defeat or overcome the city. In Turkish films, Istanbul is a symbolic subject. Those

who come to Istanbul with dreams make a statement about defeating Istanbul.
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Gurbet Kuslari is a great example of at least four male characters who call out, |

will defeat you, Istanbul. I will be the king of You.

5.2. Migration Process

The first migrants’ entrance to the city and their first settlement will be mentioned
following part of this study. The entrances into the city show how the characters
will be introduced in the film by directors. It is important to see how they come,
their first reactions, or how the Istanbulites react to them, especially the
prejudgments about them. The most traditional way to show how people come into
Istanbul is the train station, Haydarpasa Station. It is a common scene for people
from the eastern part of the country to encounter a different Turkey. It is an
interesting movement for seeing the migrants’ astonishment about the city, its
magnitude and crowd. Gurbet Kugslari, Bitmeyen Yol, Gelin, and Kenan ile Yusuf
are the films that start in the train station. Films, which start with the train’s coming
or leaving, are very common in Turkish cinema to portray the new beginnings or
endings. In Gurbet Kuglart, in its first scene, the family gets off the train, and they
act together. Father controls whether everyone is there, and his first words are, “Be
careful, don't lose each other, here is no joke, it is Istanbul”. Moreover, the
reactions of the family members are different. The father and two older sons
encounter the city with joy and excitement that can be understood from their faces
and the father’s words, with God's willing, we will be king of Istanbul. While men
face with joy, women and the youngest son are looking around, more frightened,
and curious. This is the same in the film Gelin as well. The surprise of Gelin and
especially their son, Osman, is obvious, and in this film, the surge of newcomers
Is noticeable. The entrance scene in Bitmeyen Yol is good to see the difference
between the migrant men and the local people. They look around with
astonishment, and they do not even know how they should walk on the road. They
walk in the middle of the road, which is for the cars. Shooting them from above
displays how they are not fitting the crowd naturally. Bird’s eye view is used to
show how they differ from the local people and how they end up in a different

system. The magnitude of everything in Istanbul, roads, buildings, or the sea,
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surprises people. The director shoots the characters from a bird’s eye view, and
this contributes to showing the chaos they end up in. Among these, Yusuf ile Kenan
has one of the most powerful narrations throughout the film. The train scene is the
beginning. Two children who go out of their village most probably for the first
time see a panorama of Anatolian people who migrate to Istanbul. With Yusuf’s
little tour on the train, the audience also sees the profile of who comes to Istanbul
and how. They are the landscapes of people from all over Turkey. While in the
film Bir Avu¢ Cennet, the family uses the tractor to move to the city, in Zigiirt
Aga Aga uses a bus. In Zigiirt Aga, it is portrayed how the bridge road is clogged
with people coming from Anatolia. The director shows the rush to the city.

Using networks to migrate can be seen in the films; Bitmeyen Yol, Gelin, Diigiin,
Kizim Ayse, Kenan ile Yusuf, Bir Avu¢ Cennet, and Ziigiirt Aga. In these films,
people migrate to Istanbul, relying on their relatives. These networks can provide
them somewhere to stay and a job to work at least until they can have their own.
In Bitmeyen Yol, their networks do not work for finding jobs. They recommend
only waiting, which they cannot do because they need money, but they stay at
night in a coffeehouse owned by their hemsehri. One of the men stays in his
hemsehri’s house. This is one of the most common ways that men migrated before,
and when they started to handle, they brought their families. In Gurbet Kugslart,
father and older son visit Istanbul, find a house and place to open repair shop. Then
they migrate with all family members. Gelin migrates to Istanbul with her husband
and son along with her husband’s family. They stay and work with them. While
men take care of the grocery shop, women do the domestic work and pickled
cabbage to sell in the shop. In Diigiin, siblings move to Istanbul with their uncle’s
support. The older brother sells clothes his uncle brings for them, and the middle
brother sells the food their older sister makes. In Kizim Ayse, they get help while
they find a house and find a job for Huriye, the mother. She tries to look after her
daughter and send her to the university by sewing fabric. On the other hand, in
Kenan ile Yusuf they have only their uncles’ address who their relatives in Istanbul.
However, they cannot find him and lost in the streets alone. The family in Bir Avug

Cennet migrates to Istanbul with a tractor along with their relative, but they learn
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that he died after they migrate. Therefore, they have to settle on a bus and live
there. Although the family's father finds a job on the railroads, they cannot effort
a house. Ziiglirt Aga moves to his childhood friend’s house and tries to work with
him; however, he does not want to do. Aga understands that in the city every man
is for himself, so he has to look his own way. He tries to do many works, from

running a market to selling lemons.

5.3. Adaptation

The period after migration is also a changing period in that all migrants have
different experiences. Within the scope of these films, the decisions of the
migrants can be questioned because there is no detailed representation of village
life except for Ziigiirt Aga. Why they have to migrate can be seen in their words
or dialogues. However, what films include more is the adaptation process of these
people. They are encountered more positively and naturally by their networks or
friends who come before them, but as time passed, in the 80s, this started to
change. In the film, Bir Avu¢ Cennet, the network, Kamil goes to find a job,
responds to their migration by saying, “Is the situation any better here?” Because,
starting in the 50s, there was a huge unplanned migration movement, the cities
were not able to handle this situation anymore when the time came in the 80s. The
cities are filled with migrants, and their chances are less than before. Although the
huge migration movement fills up a gap caused by industrialisation, this migration
does not make the local population in the city happy. So migrants can have many
difficulties. They become strangers in their own country. Although there are
migrants who go back to their villages, most of them stay and establish a life for
their families as much as they can. However, what can be seen throughout these
films is that there is a separate life for local people and migrants. This separation
shows the limitations introduced for the migrant people, such as house,
neighbourhood, or job opportunities. So while they expect to be the king of the
city, they can hardly find a place. Whatever they make, they will always be a
stranger to local people, so they try to make a good life for themselves. To be able

to live there, they have to adapt. Adaptation has many dimensions, economic and
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sociocultural and neither of them can be attainable fully. Throughout this research;
whether these people can manage to live in the city or not is the fundamental issue
to see. The place people find in the city to work is treated in the economic
adaptation part. Although the fundamental triggering point for this migration is the
industrialized world that migrants will support the industrialization of the cities,
they cannot find enough space in that, but the service sectors, unskilled jobs called
the marginal workforce, which does not produce in low productivity. The
adventure to find a place in social life has difficulties because of the different

moral understandings in city and rural life.

5.3.1. Economic Adaptation

The economic struggle is the first pushing factor for migration. A decrease in
earnings and the opportunities to earn more and better is the fundamental point to
think about other ways. So people believe that they can use their chance in the big
cities. What is common in all films is that people come to the cities with no skills
mostly. In other words, they have no skills that prepare them for life in the city.
The highest education they can get is high school which is not common also.
Although there is a prestige of graduating from a school in society, the necessity

of education is not understood yet.

In the films, there are only a few examples of working on getting an education.
These are medical education most of the time which is not surprising that in the
village people who live lost due to a lack of health facilities have the motivation
to become a doctor. In the film, Kizzim Ayse, the first motivation for migration is
this. Ayse loses her father because of a contagious disease, which the doctor cannot
reach the village to cure in time. So her mother decides to make her daughter a
doctor, and they migrate to the city. In Gurbet Kuslari, Kemal who is the youngest
son of the family also has similar motivation because he loses her sister for a
similar reason. Both of them plan to go and work for their village after graduation.

There is only one different example that Ayse, in Fatme Baci, Studies fashion
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design in the fine arts. The approach of her mother could show the prestige of

education in these times whatever the subject is.

In the cities, especially in Istanbul, there is a new working sector, new factories
and a new market. One of the reasons for the attractiveness of the city is the
formation of business lines called marginal sector; such as hawker, maid, porter
(Sen, 2014: 239). Therefore, to be able to be a part of it, people have to develop
new skills. This is the biggest difficulty of migrants when they try to find a job.
The films include very few examples of migrants who have any skills that can be
beneficial in the city. It is thought that this huge migration movement will meet
the workforce needs of the industry. Of course, there is an influence on the
industry; however, it is not as expected. As, shown in table 2, shown by Kepenek
and Yentiirk (2001), Rural-to-urban migration resulted in a shift of the labor force
from agriculture to manufacturing and, mostly, to the services sector
(Arat&Pamuk, 2019: 28). Hence, in the below, how Social Realist Films represent
the placement of migrants in the economic sector in Istanbul will help to see the

migrant’s economic adaptation processes.

5.3.1.1. Small Capital Owners

Having any capital is not too common for migrants in Turkey, especially as time
passes. However, some of them sell whatever they have in their village and use
this capital to create a life in Istanbul. In Gurbet Kuslari, Gelin, Diigiin, and Ziigiirt
Aga, the directors focus on families migrating and establishing their own works.
Opening a grocery store (bakkal/market), a repair shop and hawker/peddler are the
most common jobs that migrants choose in Istanbul. Films chosen in this study

reflect these in many ways.

In Gurbet Kugslari, the characters are the rare ones who have skill and capital, so
they try to use it to create a life in Istanbul. The father and his middle son had a
car repair shop in Kahramanmaras, but their work did not go well. Therefore, they

sell all they have and migrate to Istanbul. However, they discover that they are
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swindled. The big workplace they arranged before migrating is not worth as much
as they paid. If they are aware of the market and what can be the price there, they
may not lose their money. However, they do not dwell on this subject too much,
and they open a shop with their money left. The family in the Gurbet Kuslar: has
a certain amount of capital and skills to run a shop. However, they cannot manage
to maintain it. They are not in the world they knew anymore. The father cannot
handle the work. He tries to put the price on how much he wants, and her son,
Selim, does not support him well. Then he has to close it and buys an old car to
become a taxi driver. However, this car also breaks down on the road. In this film,
there is no portrayal of poverty, and their economic problems are treated
superficially. Refig prefers to tell stories about people's moral problems more than
economic struggles. In the movement, they can have financial problems; they get
support to open a shop in their hometown. Although there is no portrayal of deep
poverty, it can be said that they failed in the city. They lose their capital, their

daughter, and their home.

In Gelin, Gelin and her husband Veli migrate to his father's and brother’s house
after selling everything. Veli mentioned his regret about choosing to become a
rengber (agricultural worker), and not choosing to enter the market like her
brother. So he starts to work with them in a grocery shop. They enlarge their
works, and they plan to open a shop in the region where Istanbulites live. This is
an important development in their works. However, increasing in their works
causes Gelin and their son unhappy. Therefore, in this film, greediness of the male

members of the family are criticized by Gelin.

Zugiirt Aga is one of the rare films that character comes to Istanbul with his capital.
While peasants migrate to the city because of its facilities, Aga migrates since he
has to do it in the end. In the city, Aga has the capital to invest or run the money;
yet, peasants have a labour force that they get used to selling. Although Aga has
capital, he is unable to hold a job. He tries to manage a grocery shop, sell tomatoes
by truck, sell balloons in the parks and lemons in the bazaar. However, he cannot

succeed in any of them. He has no proper education, training, or experience. His
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character shows that only economic capital is not enough to adapt to a different
society. In the end, he does what he is best at, Cig Kofte, steak tartar a la Turca.
People who come to the city find themselves in a totally new situation. There is
no orientation or support to adapt to the city. However, the director uses a
tragicomic narration in Ziiglirt Aga that he tries to survive in a world he does not
know what to do. Because he has a status in his all life, he never had to do earn his
life. He cannot succeed in all these works because he has too much pride to do
some works. For example, he thinks that he cannot sell lemon or tomato in bazaar.
Aga loses almost everything in this process, his money, his wife and his children.
He stays with his mother and his father’s second wife. Finally, he sells his leather
boots which symbolize his last piece left from landownership (Agalik). Then

although he is portrayed as a small hawker with plastic slippers, he seems happy.

5.3.1.2. Hawker/Peddling

In Diigiin, what is the same is that all siblings do not have skills to earn proper
money to look after their family. They do not have capital, but their uncle provides
them goods to sell. While the oldest brother, Halil, sells the suits that their uncle
brings them, the two small sisters are working at a factory. The middle brother,
Ibrahim, sells the food which their oldest sister, Zelha, cooked. Their only smallest
brother goes to the school which they are proud of. However, all can earn very
little and Halil is not satisfied with this. Bride price is the solution that their uncle
and Halil find to be able to earn more money. Bride price is a tradition that can be
seen in small cities and villages where the man’s family gives money or something
of equal value like an animal or gold to the bride's family. Diigiin is one of the first
films that does not portray working women negatively in the film. However, it is
also portrayed that the money a woman earns by working somewhere is much less
than a man earns from the same work. This is one of the reasons that Halil
perceives making his sisters marry as the best choice. Besides, they have only their
uncle in the city who can be accepted as a family elder, so they, Halil, choose to

listen to his decisions. In Diigiin, director exposes the greediness of oldest brother
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and their uncle. They are portrayed as they could do anything to earn more money;

such as, risking the family to fall apart.

Haybeci, a character in Gurbet Kuslari, represents how to be successful in Istanbul
according to Refig. Haybeci means freeloader. Because he acts as a freeloader,
one of the family’s members says to him that istanbulites call people like you as
Haybeci. He uses public transport without giving any money from the train to the
ferry. He comes to Istanbul at the same time with this family, and he also asserts
similar claims with them. He says that he will be the king of Istanbul and conquer
it. What is different from this family is that he has no capital, so he follows the
way of working from the lowest. He starts to work in minor jobs, and he works
very hard with patience, then is promoted to upper positions. After this, he is
promoted to parking lot steward, then auctioneering, and then he owns a slum and
plans to start a business on guiding domestic migrants. He adapts and achieves his
dreams slowly. He pushes the limits, he does not follow the rules, but he always
works hard and saves money. However, the family cannot keep the money in their
hands. Father does not know how to work in the city, and sons do not work but

spend all their money on entertainment.

Yusuf ile Kenan shows street life, how to earn money, people in the streets, and
stay alive. Among the chosen films, Yusuf ile Kenan is one of the best ones to
show the severe part of Istanbul. Moreover, it tells the story through children that
have to work in the street. Both Yusuf and Kenan, and all children they encounter
throughout the film, face many difficulties. They live on the streets, sleep in
derelict houses, and eat from the trash; some of them sell cigarettes, work as an
apprentice, or steal car radios. This film has an important place being one of the
first and still rare films focusing on the life of children in the streets. The police
officers collect the children who do not have an adult with them on the train and
put them in custody until their parents come. If they do not come, they send them
to their hometown. Therefore, they have to take care of themselves and each other.
They have to find a way to earn money to live. Kenan offers Yusuf to ask for a job

in a Kebab shop. Yet, Yusuf claims that they cannot be workers by saying, “we
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are peasants; we have no skills.” So, Yusuf learns how to steal a car radio and
spends time with Carpik, who had a difficult life and is about to join a political
group. Kenan chooses another path; he and Bocek(Cenk) catch birds to earn

money. However, they are caught by polis before they can sell.

In the custody, the director shows a panorama of Istanbul’s Street children. The
children meet each other by telling why they are caught. One child is selling
cigarettes, one is commuting in the train all day not to get cold outside, and one is
staying in the buildings under the construction. They beat them and send them
back to their village or set them free to the streets. Omer Kavur, the director,
portrays the street life in Istanbul. One of the children who earns money by selling
cigarettes says that |1 can make 800-900 liras in a day. Another child who hears
that asks for a job, but this child says that “no one, but the people from Diyarbakir,
can work there. We took the Karakdy underpass once, and no one else could work.
We even stay in a hotel together.” These words demonstrate the polarization
between people, the areas in Istanbul, and jobs according to people’s roots. People
who come from the same city or village tend to settle in closer places and help
each other to find a home or a job. So they end up in the same environment. The
director elucidates an important reality in the cities over the street children.
Therefore, there is not only an adaptation to the city as a migrant, but there is an
adaptation to adulthood. Children are aware of everything; moreover, they can
know better than adults with high brows. Carpik, who steals and sells car radios,
is aware of the economy. He knows the devaluation because he cannot sell the
same product for the same money. Mustafa is described as the opposite of Capik
from a political perspective. He is a worker like his whole family and works as an
apprentice in a man’s engine shop. He verbalizes that “My brother says that

poverty and fear make a man do anything”.

5.3.1.3. Working as a Worker

Duygu Sagiroglu depictures a different perspective of migration in Bitmeyen Yol;

six men migrate without their families. They have almost nothing more than their
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mattresses/bed (dosek) and money to buy bread for a couple of days. They have
no skills to find a well-paid job, so they search for manual work, such as
construction works. The ambience of the film is dark and severe to be able to show
the life in Istanbul. He also displays the family of three women and how they live
in hard conditions, but they at least have a house and food to lead their lives thanks
to their jobs. However, these six men try to create a life from nothing but their
labor. Their struggle to find a job lifts the lid on a struggle. The labor market is an
important scene to tell many things about how needy people are. These six men
who cannot get the support they expected from their hemsehri go to the labor
market, and they start to wait in a place where the unemployed workers gather.
The unemployed peasants flock to any job opportunity emerging. The scene in
which people are flocking to the track and coming to get workers for construction
shows the vitality of jobs. These people have no formal education or skill to get a
high-paid job, so they have to fight to small opportunities. It is a labor market in
which people need workers to come and bring how many people they need. A
foreman comes and chooses men they need. There is nothing to do more than wish
that man sees you. Then the working process has difficulties. They work for small
money under bad conditions. The employers prefer to work with migrants much
more than local ones because they have no idea about the union or the fundamental
human right, they can request. Moreover, they use them however they want in
exchange for a bit of money. In the film, the cost of workers becomes an issue for
employers. When the cost of new workers is too much for them, the employer says
that “these are the peasants, they have neither unions nor insurance. We'll silence
their tough ones and take care of the rest”. Besides, they give less money than they
promise. Although they accommodate hand labor needs in the industry with their
labor force, what they deserve is not encountered. Because the migrants do not
have awareness about working life in an industrial city, they do not know the worth
of their labor force. They accept terrible conditions and low payments without
labor unions that can help them protect their rights and security at work. Since the
labor unions lead to difficulties for employers, newcomer migrants are much more
preferred by employers. Most of their jobs need to take extra security cautions, but

they have no insurance while working. There is a little scene in the film where a
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worker stays under the digger in construction. Nevertheless, this incident is treated
so fast, and nobody talks about it; moreover, people act as if nothing like this ever
happened. Neither workers nor employers care or talk about this. The only thing
the employer says is, “nothing will happen to them; it happened to our money.”
While employers do not see the workers as human, workers are not aware that this
is the employer's fault. It is one of the first films which express workers' or
unskilled workers' struggle for life. Therefore, this is one of the reasons for it failed
to pass censorship for a long time. Reflecting on the life of workers and their
difficulties gone through is not encountered by the government in a good way. If
this film reaches large audiences, the expectations of people can change about
Istanbul. No matter which political period, the people in the ruling parties in the
country do not support revealing the bad side of the country. They try to hide the
people living in the bad conditions from their supporters or opponents, so this
censorship is something there will always be. Yet, the people who want to reveal

what is hidden will also always be there.

For the workers, the labor union has great importance, not only for migrants but
for all. Since industrialization is much later in Turkey than in Europe, the labor
concept is also developed with it. In Bitmeyen Yol, it was a new idea that most of
the migrant dis not know. However, the film, Diyet portrays a period that there is
a labor union which is spreading among workers. There are employees that spoke
for the labor union and tried to make more workers members of the union. Mevliit
is a worker from the black sea, which can be understood from his accent. He is
only one of the workers who convince people to join the union by saying, Are you
running low on money? Don't blame anyone. The fault is in all of you. If | say
something, there is wisdom in it. If all of you join the labour union, your wages
will inevitably arise ... I say unity is strength. It is in your hands to prevent work

accidents, say goodbye to bad meals, and increase your wages.

One of the most symbolic scenes in the film, Diyet, to see how a man can be needy
Is the scene where Hacer gives Mustafa’s shoes to Hasan because his ones are very

old, and Mustafa does not need them anymore. Hasan’s happiness and the effort
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to put in the shoes show how needy he is. When he cannot put her feet on shoes at
first, he washes his feet properly, and they fit into the shoes. The director portrays
how he needs this job very much. He is employed in the factory on condition not
to join the labor union, but already, he does not achieve awareness to request his
rights. Hasan works in the machine in which Mustafa gets injured, and he is
exhorted to speak and act against the labor union. Their employers demand them
to work day and night shifts for more than a month and are paid the deserved

amount. The most influential scene is the speech of Hasan and Mustafa.

Mustafa: | thought that Muhsin Usta and Mevliit were right. We could not
understand what they said. If we were united, this machine could change. If it was
changed, I could be standing now.

Hasan: It's not the machine's fault; nothing happens with bullying.
Mustafa: They do not say by bullying, but by compromising bargaining.

Hasan: Bargaining is in the market. Is bargaining with the man you work with
unheard of? If the fault is the machine’s, why is nothing happening to me? You
will open your eyes; everything needs attention if you are not careful... (and
Mustafa looks at his own shoes on Hasan's feet)

Hasan: sorry, | could not know (Akad, 1975, 0.48.46).

Hence, it cannot be talked about rising awareness of Hasan, but it can be talked
about Hacer, who watches everything happens. Hasan has no consciousness to be
able to understand why he needs a union or why he is in danger in this work, but
Hacer has. In addition to what she observes, the extra money given to Hasan,
because of his help to their employers, plants seed of doubt in her mind about her
employers. It can be said that her father’s words contribute to her decision. He
says to her that “There is a hadith. Our Master the Prophet said that two is better
than one, three is better than two, and four is better than three, unite, he
commanded.* The director supports his argument with religious sayings. Hacer,

who worries about Hasan, decides to join the union.

Bir Avu¢ Cennet portrays how people can fail to be included in the city. This

family is much more isolated than any other characters, both physically and
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socially. Only Kamil, the father, finds a job and gets close to some people. He
works in the state railways as a worker. However, they accept easily that Kamil’s
earnings do not provide them with a new and proper house. So Emine starts to
settle on the bus. They begin to clean the environment, hang the curtains, divide
the rooms with curtains and make a kitchen. Moreover, they start cultivating their
environment, and Kamil buys a water pump to get water. They, Emine, create
heaven in a derelict bus in a dump. One of the interesting points in the film is that
even at the end, when their house, and bus, are taken by police, they do not choose
to go back to their village. This shows that they do not have any hope in their

village in comparison to the city.

5.3.1.4. Women Stance in this Economical Struggle

In most of the films, there is not women character that holds the capital in her
hands. Although there are examples of working and earning money, this money
goes to their husbands, fathers, or the biggest male member of the family.
Migrating to cities creates the need for more working members in families. This
need opens the way of the working sector to women. However, they only work if
they have to, if they do not have a man to look after their family. The possibility
that a woman can look after her family if she is the only worker, and it is too rare.
Women can earn only as small as to support their family but not earn a living for
the family. Gurbet Kuslari, Gelin, Bir Avu¢ Cennet, and Ziigiirt Aga are films in
which any working female main character, outside of the house. Working women
are not encountered in a good way, but they are mostly criticized very harshly by
the main characters, neither male nor female. In the films including working
women characters, they work in unskilled, daily jobs and many times they work
as an invisible workforce at home. How films represent these will be demonstrated
below. They work as cleaners, tailors, concierges, patients/caregivers, or they
work at home to provide their men with many things to sell as an invisible

workforce.
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In the film, Kizzim Ayse, one woman cannot look after her daughter by working
almost 24 hours a day in Istanbul. Because she is an unskilled worker, she can only
do low-paid work, which is not enough for even a family of two. She works as a
tailor, and cleaner at the same time but it does not provide her proper salary. After
this situation is shown, moral critics are issued more than economic problems. In
the movement, when they will live through great economic problems, Kazim
emerges suddenly and their all-economic life changes. After that time, the subject
of the film becomes a social adaptation problem. Although the economy is a

domain of the situation, it is not treated.

In the film, Fatma Baci, she has to work to take care of her whole family because
she has no husband. She works as a concierge in an apartment. She cleans the
houses when they need to. However, to be able to lead a life in even a concierge’s
flat, all family has to work except the daughter going to school. Her only son works
as a coppersmith, and the older daughter works in a factory. Although three

members family members work, they can barely get by these money.

In the film, Diigiin, many young women are portrayed as working, but they also
unskilled and low-paid jobs. So, their support for the house is not seen that their
brother sees the bride price more profitable. In addition to this, the oldest sister of
this family is a great example of invisible labor force of women. Her brother sells
what she makes. It is like in Gelin that two daughter-in-law and their mother make
pickled cabbages in the house to sell in the grocery. While these films represent
this reality on one side, another side also is portrayed that labor of women and its
importance starts to see more obvious. Especially, Akad’s women have a great
representation of change in the society related to women. His last film in the
trilogy, Diyet, is a great work to see the working life in the factory without

distinguishing the women or men which is mentioned above.

5.3.2. Sociocultural Adaptation
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Economic and sociocultural adaptation processes are intricate to each other for
migrant people in the cities. Most of them do not have enough social, cultural, or
economic capital to help them to adapt to the city. The directors illustrate their
alienated situation psychically as well. To be able to show strikingly, they are
shooted bird's eye view in the streets in Bitmeyen Yol and Ziigiirt Aga. They are
portrayed on the car roads while they do not know how to pass the road, and they
work in the middle of the road. Hence, the directors show how the migrants stay
estranged even in the streets. What can be seen in Gurbet Kuslar is that although
they have some economic capital, they cannot succeed in being a part of the city.
Migrants in the city encounter many difficulties in their economical lives while
adapting. Moreover, most of the directors attributes migrants’ economic problems
to the difficulties they end up in their socio-cultural lives. A city and a village have
different moral principles which Gurbet Kuslari, Bitmeyen Yol and Kizim Ayse
focus on. Refig critisizes the western moral principles in Kizim Ayse and Akad in
Gelin creates a critique of the dilemma between traditional and modern mindsets.
Besides, finally, in Fatma Baci and Bir Avu¢ Cennet, the representation of class

understanding in society is mentioned.

5.3.2.1. Moral Conflict

In Gurbet Kuslari, there is a portrayal that the city and the village have very
opposite moral principles. This causes problems the whole family confronts. All
children, except for the educated ones, get lost in the charm of Istanbul. Therefore,
the director attributes the bankruptcy of their work to be drawn of his children to
the seductions in the city. There is a moral problem in the adaptation than an
economic one. The biggest moral destruction they live through is attributed to their
daughter. Fatma, the daughter, is an uneducated, silent, and curious young girl in
a traditional and patriarchal family, so Istanbul is full of curiosity for her. She
discovers the city with their new neighbor, who brings Fatma to alcoholic parties.
People at the party make her think that to be able to adapt there, she has to drink
alcohol and act like them. This neighbor can be read as Istanbul, misleading the

young girl with all its charm. She loses her way and falls in love with a man who
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gives her promises to marry. Then after she gets pregnant, he disappears. She
thinks that she cannot go back home and has to go to a brothel. When Murat finds
her, she chooses to throw herself off the top of the building instead of giving
herself over to her family. An issue that is not a big deal for the family’s male
members can cause a female one’s the death. The moral issues in Turkey are

evaluated over women only. It is not something that has changed even today.

In Gurbet Kuslari, three of children are charmed by the new life in Istanbul. While
Fatma is seduced by a man, her brothers are charmed by women. Murat falls in
love with a woman who works in a nightclub(pavyon). He spends his all-time with
her. He does not work and neglects his family. He explicitly accepts that he is
impressed from her because she is from Istanbul. He aspires to Istanbul and
women from there who are more sophisticated and appealing to him. However,
what influences him is nothing more than an image which he incubates. The thing
he does not know is that she is actually his hemsehri. Besides, Selim falls in love
with a Greek married woman who is the wife of an owner of a repair shop across
from theirs. He believes that she has an eye on him; so he follows that woman.
Then they start to have an affair. He is charmed by this woman and neglects the
repair shop. This woman can represent the west which is tempting and seductive.
She causes Selim to betray his roots and his family. Both brothers cannot continue
their relationship. Murat’s girlfriend cannot stand his patriarchal, macho, and
oppressive attitudes and breaks up with him. Selim’s girlfriend breaks up with him
because she says she has a relationship with him only because of her husband's
job. Hence, the main problem of this film is the moral critics of the city. Istanbul
is somewhere that seduces people to alienate people from their origins, their
families, or their morality. This alienation is the source of their economic

problems, according to Refig.

In Bitmeyen Yol, while on one side there is a life struggle, especially among six
men, on one side, there is a moralistic crisis Ahmet lives inside. He humiliates
Fatma about the fact that she loses her morality in the city due to her desire to have

a relationship with Ahmet. However, He has a significant dilemma inside because
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while he tries to stick to his moral understandings and traditions, he wants to have
a better life with Cemile, who is also married to. Ahmet sees people in a high-
quality restaurant. Then he sees in his dream that he and Cemile go there, but
suddenly his friends start to emerge with folklore clothing. Then drums and zurna
(a traditional musical instrument) start to be played, and Cemile and Ahmet dance.
The minute they kiss, Fatma and many people show up. Then the eastern music
turns into a western one. They dance to western music. Ahmet stands there with
bare feet, and he falls into place. People, who are dancing, kick Ahmet by dancing.
Therefore, his dream turns into a nightmare. He cannot escape from his dilemma
even in his dreams. He is confused because he wants to stick to his origins, but
also, he wants to be with Cemile, who is not appropriate for their moral
understanding. However, in this dilemma, Cemile outweighs, so they start a
relationship. Ahmet tries to take responsibility for Cemile’s family after losing her
job because Ahmet and Cemile have a relationship now. The director illustrates
the process that Ahmet tries very hard to find a job, like chaos. He speaks to many
people and gets terrible responses or humiliation. Then he cannot control himself
and kills someone who humiliates him. The director questions whether the system
makes a mankiller or not. Ahmet is a man who has no job or any income. He
cannot find a job and is humiliated a lot, so all these bring him to depress. From
the beginning, Ahmet is not portrayed as if he is incapable of killing someone.
However, he kills someone in the end, and Cemile remains alone with nothing left.
This film portrays, in the minute people lose their origins/traditional, moral values

their lives are devastated.

In the film Kizim Ayse, the director portrays the new migrants, Huriye and Ayse,
as pure good. Halime is a self-sacrificing, religious, hardworking, and humble
person, and Ayse is beautiful, good, naive and pure. However, this young girl tries
to adapt to local people of her age. Although she has conflicts with her mother,
she does not lose her control fully. Moreover, she offers Melahat that “Our worlds
are very different. It is better for me to stay in the world which I was born in, let
me stick to my roots.”, and Melahat responds that “you sound just like our

philosophy teacher, do you see that setting sun? One day we will go down too.
77



Life is as short as the light of a match. Are you going to waste this life by returning
to your village?”” Melahat has a considerable influence on Ayse’s life. She dresses
Ayse in her clothes and pushes Ayse to be like herself. She makes Ayse join her
group by saying, “I can't let you go to the grave alive in your village”. Ayse, who
abstains and retreats into her shell, feels strange until one point, but she starts to
be used to everything from clothes to Melahat’s friends. Therefore, the director
portrays Melahat as the reason for Ayse’s losing the way. In the end Huriye saves
Ayse from a man but she cannot save the Melahat. Ayse, who starts to follow her

mother again, finishes school and back to her village to serve as a doctor.

5.3.2.2. Influence of the West

In addition to the dilemma in the moral principles, there are also many dilemmas
the migrants encounter. Westernization and conserving the origins is one dilemma,
and modernism and traditionalism also is one dilemma that can be seen in Turkey
parallelly. The most obvious representation of the critics of westernisation is in
the film, Fatma Baci, done by the character of the younger sister, Ayse. She has a
different environment from her sister, and she has school friends. To be able to fit
in with them, she does not say that she is a migrant who lives in a concierge’s flat.
She acts as if she has a life like them. She joins their parties and drinks alcohol
with them. Moreover, she gives a party in an apartment flat entrusted to her
mother, as if it belongs to her family, and she acts her mother as her helper. When
her mother gets angry with him, she defends herself at the cost of making her
mother upset. Nevertheless, the last party she joins changes everything for Ayse.
She judges her friends because they sleep with each other’s girlfriends\boyfriends.
When she says that she is uncomfortable with this situation, her boyfriend starts

to humiliate her by saying;

She wore western clothes; she has been drinking her delicious double-breasted
brandy since the night. She admires its music, reads its art, and then acts as a
custos morum (ahlak bekgisi) like a neighbourhood girl. (...) I did not lie to you;
you are the liar. You are nothing but a nasty bug. You can live in the cellars on
the floors, the housekeeper's floors, and the housekeeper's daughter. You will
never reach the point we reached. You are a denier fool who was ashamed of her
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family and lying that pretended not to recognise her birth mother who served that
day. Now he is up and is moralising us. Go away, your cellar (Refig, 1972,
1.04.50).

Ayse responds by saying that “the west is not this. If this is your west, God damn
your west.” She realises her fault in the end and runs to her mother. Ayse’s friends
are the biggest representatives of the West in the film. They all belong to high-
brow families that can be understood by their words and by talking about their
holidays and shopping in Europe all the time. They dance and drink alcohol all the
time. The moment they learn she is the daughter of the housekeeper of an
apartment, they act like she is not unlike them. Her friends turn their backs the
minute they learn about her family. The director shows a west where there is
nothing but parties, alcohol, and sex, which does not accept anything different or
any critics. The west, according to Refig, does not acknowledge any critics but

responds to critics by harsh humiliation.

The conflict between modern and traditional ones is very close to the conflict
between west and origins dilemma. Moreover, in some points they are used
interchangeably. Akad emphasizes this contradiction in the Gelin film. In this film,
her father-in-law, mother-in-law, and all family except for Gelin have a
problematic approach to the new world they migrate to and the traditions they
should leave in the old days. They are drawn to hypocrisy throughout this process.
While on one side, they act in a very religiously and strictly conservative way,
they try to develop their economy at all costs. They sell wine in the grocery in the
evening, and they buy new cash registers while they solve every problem in the
house by praying. While they claim that the pray of the mother-in-law can cure
Osman, the father-in-law uses the cream that the pharmacist gives him. The
mother-in-law puts an effort to heal Osman by using old woman medicines and
pouring lead to repel the evil eye. Moreover, they lose their temper when their
countryman advises going to the doctor for Osman. Seeing a doctor is denigrated
by the mother-in-law very harshly. Their hypocrisy leads to the death of little
Osman. It does not change anything about other family members other than Gelin

and Veli. The mother-in-law, father-in-law, and Veli’s brother cannot accept some
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big city facilities. Health facilities are one of the most important benefits of the big
city. They attach to be blind to their traditions so that they cannot take even the
good things which will be beneficial to them. This determination causes the death
of a child and the separation of the family because, in the end, Gelin and Veli leave
the home. While his family expects Veli to punish Gelin for leaving home, he

chooses to follow his wife, leave home, and work in a factory.

5.3.2.3. Representation of the Class

In all films chosen for this study, there is something very common that migrant
people are adapting in a way more or less most of the time. However, this does not
mean that they are a coherent part of the city. They live mostly there by creating
themselves isolated regions. Migrant people live in one neighborhood, and
Istanbulites live in another one. They do not encounter too much because they
keep the other ones always at a distance. The directors use these attempts or
situations to tell the class concepts in Turkey, which is a very controversial topic,
especially in Turkey. The above two representation is chosen one is from 1972,
Fatma Baci, and the other one is from 1985, Bir Avu¢ Cennet.

Skipping another economic class is not something easy to do, especially for a
woman. In the film Fatma Baci, Refig, by depicting Halime's character, criticises
this issue. Halime is the oldest child, and she represents the degeneration in the
family. To be able to get rid of the poverty they are in, she draws herself on a path.
She lies to her family about working, and she has a relationship with a married
man. She is not content with her life, family, and economic status. So, she changes
it in her way by being together with someone who has a high economic status.
Although the situation she ends up in is not appropriate for a conservative Turkish
family’s moral understanding, she does not care about this. When she learns she
is pregnant with her boyfriend's baby, she leaves her house and wants a house from
him for herself. She does not want to divorce him from his wife, but the only thing
she wants is an apartment in the attic. From her words, it can be understood that

the floor of the house represents the class they belong to. For her, looking people
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down from her windows is being in a higher ranking in the social and economic

class. She says:

Now I see the world from above. Everyone was above me for 15 years; from now
on, there will be no one above me. Look at these people, how tiny everything looks

from here, how everything crumbles, like a ferry toy. | am above all now.

Apartments people live in can symbolize a class status for many understanding.
Its decoration, its room number, and its magnitude to the floor of the house all
represent the wealth and economic position people have in society. Historically, it
begins with single-floor houses in the villages and continues until skyscrapers.
Housekeeping is one of the most traditional job opportunities offered to migrants.
The flats which are given to them are almost underground in an apartment. At best,

they have little windows which can be seen on the people’s feet in the street.

When the time came in the *80s, Turkey was much different than before, especially
in Istanbul. It is the most migrant-receiving city, so in the film Bir Avu¢ Cennet,
the occupancy of the city is outrageous. So, the family has to live on a bus outside
of a neighbor. The location of this bus is close to the trash dump, where children
in the close neighborhood shuffle the garbage to find something useful. While one
side of their location is this trach dumb, the other side is filled with the apartment
where Istanbulites live. In this film, the migrant family has no relation with any
neighbour. Because the bus they live in is not inside a neighbour, they have no
neighbour to socialize with or contact. Only the children from the close
neighborhood play with each other, and the director chooses to show the class
differences. While one group of children plays with the trash, the others play with
their bicycles on a beach. Their bus is on the opposite side of the apartment where
people from Istanbul live. They spend time with their friends, and some of them
sunbathe on their balconies. The audience can see them only via the eyes of this
family, via Cevat. They have no connection. They even do not encounter them in
the streets. Cevat likes to watch them; moreover, he holds a mirror to the girls,

which causes the girl’s mother to call the police. The mother informs the police
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about the family as they are disturbing the region's peace, and she describes them
as gypsies. The perspective is an important symbol here; the director shows these
people always from below. He tells the class differences by only putting them
physically up and down. There is no extra effort to improve their conditions. Kamil
is working and against the idea in which Emine works. Besides, while Emine
opens the subject that they can send Cevat to school to become a man, Kamil does

not look it the positive and says

Kamil: People like us can't be men. They can only be workers (amele).

Emine: How others become

Kamil: Those who have either money or men... let's find a job and get his pocket
money (Ozer, 1985, 0.20.13).

It can be said that the belief of education can change their destiny does not continue
anymore. There is an acceptance of their status; they think that they cannot achieve

more than what they have.

5.4. What the Local People Think About the Migrants

Although there are rare scenes that istanbulites and migrants encounter, these are
important to represent the view of local people. The first one is in Gurbet Kuglar:
and it shows a perspective of the family from Istanbul’s highbrow. This interaction
shows another perspective that Ayla’s father represents a different view than
Kemal and his family. They start talking about migration upon the question of

Ayla’s mother and why they migrated to Istanbul.

Kemal: We missed a better life, | guess.

Ayla’s Father: That is so true. We are a race that cannot fit in its place. The
Incapability of standing in one place too long is our character coming from
Middle Asia. More precisely, it is our raider spirit, | guess. Our ancestors come
from Middle Asia to Anatolia with this spirit, and again with this spirit, they
expand to Europe. They carry the civilizations.

Ayla: Daddy, you start your history class again.
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Kemal: However, Ayla, it is not only a history but the most important issue of
these days. Let’s look at today’s newspaper. On the first page, there is an article
about people who come to Istanbul from rural. In the last five years, there have
been 238.000 people who have migrated to Istanbul. There is an article about
workers who migrate to Germany on the third page. Their ultimate aim is to buy
a car there, sell in Turkey, and buy a house in Turkey. Let’s open the fifth page.
It is about Turkish doctors in America. Their going is likened to migration from
rural to urban.

A.F.: Come on! It is wrong to look at the issue like that. All these young people
represent our power outside of Turkey (Refig, 1964, 1.12.18).

This scene shows a perspective belonging to an Istanbulites. While Kemal explains
their reason explicitly, the father of Ayla looks from another view. He approaches
all these more historical perspectives that these movements are related to the raider
spirit of Turks that comes from middle Asia. They cannot stay in one place too
long, which causes the spread of civilisations. So, he does not see the economic
reasons or the relation to opportunities. Moreover, he boasts about the doctors who
migrate to America because he thinks they are Turkey's representatives. While
Ayla’s father thinks that migration to America is a representation issues which
Ayla does not oppose, Ayla believes migration from rural to urban is
inappropriate. Ayla says to Kemal, who gives alms to a beggar, “Why did she
come here by leaving her hometown? Begging is an easy job. Come from your
village and steal the Istanbulites.” “They are destroying Istanbul”. They cannot see

the compulsory situations and the background of migration.

Besides, the second one is in Kenan ile Yusuf. It cannot be said that it is not really
a dialogue between two sides, but it is the approach of one side. The children do
not talk; they only answer the questions and let the audience see how other people
see them. They only one movement they encounter Istanbulites, Day1 and
Leyla,from the highbrow. They ask for their uncle’s place, but they do not know.
This confrontation shows that Istanbulites in this film see the migrant people only
as discomfortable, so they are not worried about these kids. The director includes

this scene to tell the perspective of these Istanbulites about migrants
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Dayi1: It is a conventional issue that they come here from rural, les pauvres( the
poor).

Leyla: You say so, dear Day1, but you don't know how bad they are. They come
from Anatolia like this; you take pity on them and take them with you, then what
do they do!

Day1: No, dear.

Leyla: Oh, of course. Do you know what Dogan goes through at the factory?
Strike, resistance, collective agreements... I swear they destroyed Istanbul.

Day1: Yes, it's true. Istanbul is not like it used to be. Son! Do you go to school?
Yusuf: | graduated from primary school.

Day1: Bravo! Indeed well done to you. Everyone can go to school now.

Leyla: Oh! Dogan says that they should not be trained. They should be ground.
Isn't it cute, we say that go to school...I swear we are only raising anarchists, I
think.

Day1: Ah! you are exaggerating a little. What's wrong with these little ones, right?
Look how innocent they look.

Leyla: Let me see your leg(to Kenan).
When he shows his leg

Leyla: Look how beautiful it is, Day1. There are more beautiful ones that are
embroidered all the way through. Nilgiin’s maid was also brought to Nilgiin from
her own village. It's very decorative (Kavur, 1977, 0.12.08).

The director shows a common perspective in minutes. Day1 boasts of getting an
education of Yusuf as if it is his success. However, Leyla is very aggressive about
this issue, and she blames the migrants for leading to strikes, resistance, and
collective agreements in the factories. However, she fancies their hand-knitted
wool socks and their ornaments. She approaches the children as if they are
commodities. She does not speak to them and does not approach them gently, but
she acts as if they are not there. They are nothing but a folk motif for him. Her
thought about the ineducability of migrant people supports her actions.

5.5. Family
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The films portrays that in Turkey people have tandency to live with their families,
even sometimes with their extended families. In addition to that it is a traditional
way, it is an economical way as well. Therefore, migrant families prefer to live
together. While the male members work outside home to earn money, female ones
take care of domestic works. The Father is the decision-maker in the family, and
he has a different relationship between his daughter and son. While father and son
have a more direct relationship especially after getting older, father and daughter

have an indirect relationship. Mother is a mediator between father and daughter.

In the chosen films the change in their relationship is also shown. Father and son
have a kind of fight for power. The son is torn as to whether he should listen to his
father or his own thoughts. Although this happens in all families, with migration
this dissociation increases. While in men's lives this relationship changes, in
women's lives, more comprehensive changes happen. On one side, there is
increasing oppression on women with migrating to the city, from another side, this
migration provides to be show women different chances. Akad is an important
narrator who depicts women as a main character and portrays the transformation
of the women’s place. Hence, the representation of the transformation of the
father-son relationship, and the place of the women in the family will be mentioned

below thanks to films chosen for this study.

5.5.1. The Dissociation Between Father and Son Relationship

In Gurbet Kuslari, there is a father who loses his power over his children.
Although he is the main decision-maker and breadwinner in the family, he does
not have an influence on them anymore. He loses his authority parallel with his
economic success. He is swindled on the first step into Istanbul; so they have to
open a much smaller repair shop. He cannot control his sons, who do not work
properly. The middle son should work with his father, but he does not come to the
job to spend time with a woman. The older one starts to drive a taxi, but he also
does not work properly due to a woman. Hence, not fulfilling their responsibilities

result in economic problems in the family. Moreover, although these sons do not
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have any contribution to the family, they think that they have the right to make
some decisions at home. The only complaint and throwing up their fault to their
face is made because Murat beats her sister. Murat, who sees Fatma in a man’s
car, goes crazy and beats her. The father, seeing this, stops Murat and gets angry,
and says, “What do you take me for? I'm a father; no one else can beat my children
in front of me other than me. I'm not dead yet; it's up to me to think about the honor
of my family. You are not giving her bread, but I am. You look at yourself.” He
refers to the right to say something in the family as who brings the money to the
family. Therefore, the economic problems of the father's life cause the disruption
of the hierarchy of the father in the family. Because they could not see an
influential father figure who would take care of this family, they lost their respect

and acted accordingly.

In the film, Gelin, from the beginning, there is a dominant brother figure. The
father is old now, so the big son takes more responsibility. Although he also gets
used to the system in their village, he knows small cunnings like selling open wine
to boost their clients. However, on one side, they use old-style methods to
convince the owner of their new grocery that he threatens him. Therefore, the
father's place can be seen as a more symbolic one in work, but the father’s voice
can be heard more in the house. As a small son, Veli is always respectful and
obedient to his older brother and his father. He works without questioning what
they say, but Gelin’s rebellious attitudes weaken Veli’s power and masculinity in
the family. They assert him not to be able to control his wife, and he wants her
wife to be more obedient and gently, but she does not listen to him. Gelin is not
happy about the development in the work because she thinks that family ties
weaken with the ambition to make money. Although the extended family does not
see that as a problem, Gelin does not become happy that all her husband thinks
about is work. He cannot spend time with his wife and his son; so Gelin tries to
explain to her husband by giving examples of the Midas touch. He is a mythical
king who can make what he touches turn into gold. Gelin, by referring to this,
states that the man who makes the gold that he is holding is starving. Bread and

water also turn into gold. We have gotten poorer since the new shop opened. We
86



couldn't eat anything but tarhana and bulgur. Moreover, she loses her son because
of this ambition and backwardness. Therefore, after the death of little Osman,
Gelin leaves home, and her husband follows him. Gelin’s leaving the house
becomes a breaking point for the father-and-son relationship between Veli and his
father. After the death of his son, and leaving of her wife, Veli has to make a
decision. Gelin starts to work in a factory as a worker, which her husband’s family
does not approve of. His father comes and talks with Veli as if Gelin is wrong and
he should find him to correct her mistake. Veli asks Gelin to find a job for him in
the factory. There is a dissolution of the relationship between father and son, or
the family he was born in and the family he creates. The father represents the old
customs, and Veli represent the new generation which gets to know new world.

So a conflict emerges from this. It is like the conflict between old and new.

5.5.2. The Change of Women’s Place in the Family

The changing of the family has many things parallel with the change in the
women's lives. Many years in literature, art, history and films portray women at
home. They have many duties at home, and they have little things to do outside of
it. They take responsibility for the house, children and mostly the kitchen. All of
these take them out of the political, economic and even some social fields.
However, there is a changing movement which cannot be denied, especially from
the beginning of the 20th century. In this study, it can be seen that migration to the
city has also affected the lives of women. It is hard to say whether it is full positive

or negative, but there is an influence in many ways.

In the films, Gurbet Kuslari, Gelin, Ziigiirt Aga, and Bir Avu¢ Cennet, it can be
said that the women characters do not have a job and a life outside the home. They
do not even talk about it except for Bir Avu¢ Cennet. They do not depicture the
possibility of this. When in Bir Avu¢ Cennet, the woman offers her husband that
she can work to support their family, but her husband rejects her very angrily.
These films portray women as if it is something like it should be protected inside

the house and serve their families. They do not work outside of the house and
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cannot do anything that their male family members do not approve of. Among
these films, Gelin portrays a transformation. Gelin, who lives with her husband’s
family, is a character that is hardworking and a decent woman. Her only purpose
is to keep her son alive. For this cause, she can take a stand against her family,
which is not common for a traditional family structure in Turkey. Although she
cannot save her son, she tries to create a separate life with this family. Although
she is pregnant, she leaves the house after the death of her son. She settles in a
house by herself and starts to work in a factory. Although the family is never
convinced of working with a woman, her husband chooses to follow her wife in
the end.

In the films, Driigiin and Diyet, working women can be seen. The fundamental
reason why women are working in these films is the requirements. Because the
migrant men earn money, which is not enough to lead a family life, the women
have to work. In Diigiin, while two small sisters work in the factory, their older
sister work at home to support her brother. He sells what Zelha makes at home.
Therefore, they have great support for home economics; yet, men do not realize
this support. In the factory, because they work as unskilled workers, and the
smallest ones cannot use their arm fully, they cannot earn too much. In addition to
this, Zelha’s workforce is not seen because her brother brings the money at the
end. However, when their uncle and brother see the more profitable way, they lose
their place. They are sold as if they are commodities. Starting with Gelin, in which
the working of a woman is considered a disgrace, then Diigiin comes with more
normalized understanding of working women. The film, Diyet, focuses on a
working woman and her life in the factory. The main character is a woman who
works in a factory and takes care of her family. In Akad’s trilogy, the three women,
who Hiilya Kogyigit plays, are a great representation to see the transformation of
women’s place in the family and society. Akad portrays the change in the life of
the women with migration to the city. Akad’s women are so significant to Turkish
cinema and the social sciences in Turkey, portraying women realistically. He tells

the domestic migration story of Turkey with three mighty women.
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Fatma Baci and Kizim Ayse films can stand in a different place because there is
directly an obligation for women to work. They have no other choice but to lead a
life, so these portray the two main women characters as powerful. However, the
power in these is much more traditional. They are self-sacrificing and hard-
working mothers, and whatever they do is for their children. There is a big
sacralization of women by using their motherhood. Both are played by Yildiz
Kenter, and they are portrayed so impeccably that they do not seem real. Although
their directors are not the same in both films, they are the director who makes films
to give some messages. Refig stands for the ulusal cinema, and Cakmakli stands
for the milli cinema movement. The description of the perfect woman for both
movements is very similar. While one is based on religious values, the other is
based on nationality. However, they are very similar and sacralized the women.
When a woman does not fit into these sacred values, she will be declared as bad
and immoral. In these two films, the mothers are perfect, good, self-sacrificing,
and humble, and they save the young girls from the bad ways, their daughters.
Then they become heroes. However, they do not have any persistence in self-
reliance about being independence. When there is a man to take care of her family,
they stop working and start to listen to his words like in Kizim Ayse. When they
encounter their countryman, they move to his house and live with his family
without thinking. Therefore, there is no representation of free, self-controlled

women, but a woman's work is because of only economic imperatives.

The woman in the film, Gurbet Kuglari, should be analyzed in more detail because
Refig describes many different examples. In the family, Fatma is a young,
uneducated, naive, and beautiful girl, and she is the symbol of the honour of this
family, so she is not allowed to go out and speak with any man. When the first she
said a word, her father told her wife to hold Fatma's bridles tight. There is no word
of awoman in the house, even if the mother, who is the only thing to do, is praying.
Another woman character is Seval, with whom Murat has a relationship, working
in the nightclub and spending time with men to earn money. She is a character that
gives the message across to the audience about how girls like Fatma end up with.

Women who do not obey the rules of their families will come to the same end. The
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Greek woman Selim has a relationship with is married, but she seduces Selim.
Moreover, men who take fancy to these women also lose control of their lives. The
only woman who does not lose control of her life in a bad direction is Ayla, she is
educated and has grown up in a good family. In the beginning, she chooses a way
that her father chose for her after her brother, and then she follows the way Kemal
shows her. She is the only woman portrayed as a good woman except for the
mothers. Although she seems like she is educated and more powerful, she changes
her future with a word of Kemal and accepts to go to the Kahramanmaras. They

plan to go to Kahramanmaras after they graduate to work for their village.

5.6. Social Types® in the Films

Social types go a long way back than the cinema. The literature invents it, as Baker
(2020) mentions in his research called Kanaatlerden Imajlara: Duygular
Sosyolojisine Dogru (From Opinions to Images: Towards the Sociology of
Emotions). Embracing the structure of the cinema uses this ability of the literature,
and moreover, it enhances from some sides. Cinema creates a visuality by itself
and achieves much more people than literature because to watch films people have
to have less background than reading. Therefore, it is one of the best ways to reach
more people from different layers of society. Social types are so influential in
getting more people because without time or place restrictions, societies have
social types which evolve through years and positions. However, their core, which
makes them a social type recognized by people, stays the same. They are generated
by society, and moreover, they emerge through the point of view. So, they can be

located from the point of view of an average person in society. Literature and

5 Social type is an important concept in sociology in order to provide knowledge about modern
social life. The creation and examination of social types in society started with Herbert Spencer
and reached its peak with Simmel (think ‘stranger’ and ‘poor’) (Baker, 2002: 2).

I, therefore, define social type as a human prototype-a sociological summary of the typical
characteristics of a particular group or of a category of human beings usually recognised and typed
by the public and often granted a nickname. This group or category may be a secondary group, a
community, a profession, a subculture, a status group, a class or a generation unit that is
characterised by its look (physical, fashionable or both), lifestyle and philosophy, pattern of
interaction (particularly linguistic), attitudes and certain psychological traits (Coskun, C., 2017:
1148).
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cinema, which are defined as the art of subjective points of view, are much more
successful in making a social type visible than a descriptive sociological language.
These all put social types into the bridge which is created by C. Wright Mills,
Sociological Imagination (Mills, 2000). Social types serve perfectly to this
connection between reality and sociological theories. These are important features
that make the cinema a perfect tool for looking at society with sociology. How

social types included in chosen films will be mentioned below.

They are films that want to narrate a problem or an important issue in society.
Moreover, these films focus on the issue of internal migration in Turkey, but while
telling this, they provide us with witness to many lives and characters’ lives. The
most general and common one in this study can be the migrant. The migrant is
almost the same as Simmel’s Stranger, defined as the man who comes today and
stays tomorrow (Simmel, 2011: 143). The migrants are also strangers who will not
totally fit into society. They have certain defined places in society, both physically
and socially. They are there anymore; the migrants are now in front of the city
dwellers. They are so close but also far away because they cannot mix and form a
whole. In the films studied here, what is tried to be understood is this distance and

not being a whole.

When more particular types are looked for in Turkish cinema, encountering social
types is not too rare. Although many directors do not prefer to mention these types,
at least in the small roles, it is easy to find. Turkish cinema is filled with cliches,
like a rich father who does not want his child to marry someone who has a low-
income family. This low-income family is always pure, humble, and kind-hearted,
like Aile Serefi or Bizim Aile. People who want to be a singer come to Istanbul,
Unkapani, and their story is shooted. Miislim Giirses, Ferdi Tayfur, Giilden
Karabdcek are only some of them. Young girls who want to be an artist fall into
the trap of villains, and 44 Giizel Istanbul is one of the first ones. In societies
where individualization is not developed, people respond to many issues in similar

ways because they all have the same background and a collective approach more
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than individualistic consideration. Therefore, this also increases the cliches that

come across in Turkish films often.

In Turkish cinema, there is a type that can call belesci (freeloader). He is a type
that gets benefits from everything for free, and to be able to do this, he can lie and
do everything he can. In Turkish cinema, he is portrayed in that way because the
system engenders this type. People start to believe it is the only way to survive in
the big cities. To be able to earn more or be successful, this kind of cunningness
has to be done. It is first portrayed in Gurbet Kuslar: as the Haybeci character. He
IS a migrant character that comes into the city without giving any money to
anything. He lies to the staff who catch him without a ticket, and he introduces
himself as a grandchild of a war veteran to pile on the agony. Besides, he is a
character that the main characters in the film encounter at certain intervals. He
does a different job in all intervals that are always higher than the previous one.
He starts at the bottom and works without underestimating the jobs. He works
without taking offence, and he advances his career. While he starts his career as a
porter in the station, he is encountered as the owner of a slum planning to start a
business on guiding domestic migrants at the end of the film. His name, Haybeci,
is attributed to another character dedicated to his actions. What Haybeci means is
also an indicator of the character’s characteristics, making it a social type. Haybe
means empty, useless, meaningless work (TLA) and Haybeci is someone who is
unemployed and a freeloader. Haybeci’s coming of impecunious to the city leads
to underestimation about what he can succeed in. However, He does not care and
starts to work. He states that to be able to reach the top of a building, you have to

start from the lowest stair to Murat, who is named Haybeci first.

This freeloader and money-grubber social type is a common character in Turkish
cinema. There are many swindlers or many fraud stories. Even if it is not told as
the main character, it is preferred to set in motion the film as an evil character to
increase the excitement. In Turkish cinema, Ali Sen is one of the actors who play
bad and money-grubber characters. Kemal Sunal in Kap:icilar Krali (1976), Erol

Tasg in many films like Dertli Pinar (1968), and Sener Sen in Banker Bilo as Maho
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are just one of a few examples. In the films chosen for this study, these kinds of
characters also represent this social type in some spectra. In the film, Gelin, Father-
in-law (Ali Sen) and brother-in-law characters are portrayed in this spectrum.
These men do not have any other goal than earning more money. They are working
to grow their grocery store all the time. When they open the new one, they try to
sell whatever they can think of. While it is growing, the brother-in-law plans to
open a furniture shop. Moreover, he sells wine without telling his father. They
focus on increasing their money so that they do not give the money for the surgery
of their grandson. In the film, Diigiin, this type is encountered as the uncle who is
the only family elder of the siblings. Hence, he can control them easily, especially
the oldest brother, Halil. He is tempted by him and does whatever his uncle says.
They sell whatever he brings and wherever he says. They make their two small
sisters marry whomever he wants. Moreover, he takes the percentage of the bride's
price and whatever they sell. Last but not least, Keke¢ in Ziigiirt Aga is a
significant character for the film’s turning point. He, like old merchants, goes
somewhere new and plants the seeds of an idea. He gives peasants the idea of
selling their own percentage of crops and running away to Istanbul. Peasants listen
to him, sell their crops via Kekeg, and migrate to Istanbul. This character comes
and goes in between. He tries to get back her sister given to Aga’s father in
exchange for the bride price to be able to give someone again. He cares only about
money and does not care about his sister at all. These types of people in both films
and real life can be always seen easily. It can change its shape, but its essence is

still the same.

Bickin Delikanli, a toughie and brave young man, is a type that can be seen in
Turkish cinema very often, although, in these films, there are not too many
examples. The only example among them is in Gurbet Kuslar: Murat's character.
He is the oldest brother who is rowdy and a bully in the house, and outside
enthusiasts to Istanbul and girls from Istanbul. While he is a patriarchal masculine
and restrictive against his sister, he falls in love with a girl working in a nightclub.
He cannot act on her as he acts on his sister. It is also a common role that can be

seen in many Turkish films that men who fall in love with a woman working in a
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nightclub try to save her from there. Men take on the duty to save these women
from this job and this environment. Yusuf in Fatma Baci, Ibrahim, in Diigiin, and
Selim in Gurbet Kuslart also this type, Bigkin Delikanli, but they are at the other
end of the spectrum with Murat. He wants to become her hero. Tanju Giirsu, Izzet

Giinay, Tarik Akan are the actors who made many films by playing these kinds of
types.

The narration of women in all art forms is problematic, but for migrant women, it
is much more difficult. Going out of the limitations they draw for a girl makes her
bad and inappropriate for society. In Turkish films, bad things start to happen when
the girl in the family does an inappropriate thing for her family. The pattern
encountered in the films is that the family tries to hold the young girl, who is
curious about a new place, inside the house. They do domestic work and help their
mothers. Where they go out is only the market in the neighbourhood or their
neighbour. What is thought for women is that the house they migrate to is still their
village. They have to accept as if inside the yard is their village, and she should

not go outside of it.

Bad things start in the family with going outside of a young woman. She starts
with a mistake by going outside without listening to them; then it goes downhill.
Gurbet Kuslar1 film is one of the most traditional representations of these. Fatma
is the youngest daughter, a quiet, beautiful, uneducated and pure young girl. She
is treated as if she is something to be preserved and silenced inside the home until
she marries. However, she starts to socialise with her neighbour and her friends.
She starts to tell lies to her family and spends time with a man who seduces her.
She gets pregnant and runs off to him, yet, she cannot find him again. Hence, in
the end, her story in Istanbul, starting with cinema, and parties with alcohol, ends
in a brothel. Moreover, she prefers suicide to go back home in the end. Another
woman in this film, Seval, is also a migrant woman who has to earn her living
working in a nightclub. What this film shows is that a woman who loses her way,
due to not listening to her family, cannot go back. She will either go to a

brothel/nightclub or die. Another woman character, Despina, is portrayed as a
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seductive woman. She is a non-muslim/western, married and seduces Selim to
distract his attention. The only woman portrayed as a good woman is Ayla,
Kemal’s girlfriend. She is from Istanbul and has a noble family who educated her
very well. She listens to either her father or her boyfriend. Gurbet Kuslari is a
fruitful film to look at how Turkish films narrate women. Refig tries to mention
different representations of women, especially migrant women. In Kizim Ayse and
Fatma Baci, young women are portrayed as very similar, which they are new in
Istanbul and seduced by Istanbul and people from Istanbul. They lose their control
over the parties, but their devoted mothers save them. While Gurbet Kuslar1 Refig
attributes women to destructive roles, in Fatma Baci, women are attributed a

constructive role.

Akad uses women as a protagonist. In this trilogy, Gelin, Diigiin, Diyet, he uses
the characters Hiilya Kogyigit plays as heroes. Although, in the beginning, she
becomes a silenced character who listens to her male relatives, she strengthens
throughout the film. So, she, in the end, takes the whole responsibility for both her
and her family's life. The Gelin character in the film, Gelin, also is treated like this,
her mother-in-law forbids her to go out of the yard and speak with their neighbour,
or she interferes with her clothes and behavior. However, Gelin ignores her to save
her children’s life. In Diigiin, she is a devoted big sister who gives her life to her
siblings. In Diyet, she is a mother, wife, and daughter who has to look after all of
them. Hence, women have to be self-sacrificing mothers, sisters or daughters.
Otherwise, they are bad women who will end badly. Even today, women
characters are mostly not narrated very differently; yet, it does not mean there is
no different story. Bir Yudum Sevgi is one of them. In this film, a different migrant
woman tries to look after her four children without her husband’s support. She
starts to work and looks after her children herself. Then she starts to have a
relationship with a married man without caring about her environment. Seeing a
reckless woman not live accordingly to her environment is not common in Turkish
cinema because it does not appropriate to society’s norms. Miijde Ar is one of the
most influential women actresses, and she breaks society’s norms with her

liberating roles of female identity and sexuality.
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CHAPTER 6

CONCLUSION

This paper has argued that how social realist cinema approaches the domestic
migration in Turkey. Social realist cinema portrayed significant incidents in
Turkey. Domestic migration is only one of them. In this study, ten films were
chosen to show us how this cinema see the domestic migration. Discourse analysis
is used to understand what can be interpreted from the films comprehensively. The
chronological journey of migrants was followed in the analysis. The representation
of domestic migration in the social realist cinema in Turkey was tried to be
analyzed. Before stating what the analysis shows, it seems required to make a

general review of the first part of study.

Cinema in Turkey becomes a certain topic for sociology especially with the social
realist cinema emerging. Social realist cinema which is affected by Neorealism in
Italy can find a place in Turkey thanks to the political environment. The 1961
constitution provides people a freedom atmosphere for a short time in comparison
with before. Therefore, the artist, and intellectuals, who cannot express their
thoughts freely, start to produce according to their own preferences. In cinema,
these open the way of a new cinema movement, the social realist cinema. In 1965,
JP took the power alone. Although it is the end of time called libertarian, this
cinema movement becomes very influential for whole cinema in Turkey. While
oppositional films were made until 1965, after this date, they have changed their
shape. They still carry important social realist features, but they start to focus on
different concerns like westernization. There are still those criticizing the power
and hierarchy, but the current enemy becomes the west. However, it should be
stated that these do not prevent the government from interfering. Most of these
films can be released after many years of production. For this study, ten films are
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chosen to open a window the time they are produced. These films are very
important for Turkish cinema and for sociology of cinema that they are chosen
because they are good representatives of their time’s reality. One of the most
significant realities of these times is domestic migration which is the focus on this
study. The main purpose of this study is to examine how social realist cinema

approaches domestic migration in Turkey.

The second half of the 20th century is a transformation period for Turkey. In the
1950s, more than half of the population lived in the rural areas, in 1990 it became
the opposite. While on one side the population increases, on the other side, most
of the population moves to the cities. So, the way of living, and earning their lives
are all changed. In this study, the reflection of these changes to the cinema was
discussed. How these films tell the story of these people is studied. There is
chronological analysis: the before migration, migration period and after migration,
adaptation period. For the period before and migration process, the character’s
sayings, and clues about that are paid attention. Because the main issue focused
on migration from rural to urban, the film starts with the first domestic migration
film in Turkey, Gurbet Kuslar: (1964). Halit Refig , and then, Duygu Sagiroglu
with Bitmeyen Yol (1965) are valuable intellectuals that they are the first people to
deal with this issue in Turkey’s Cinema. After them, in the 70’s there are much
more films about domestic migration. six films chosen; Fatma Baci (1972), Gelin
(1973), Diigiin (1974), Diyet (1975), Kizim Ayse (1974), Yusuf ile Kenan (1979).
Then the 80’s is the period that migration changed and became more political. At
the end of the 80’s more than half of the country’s population lived in the cities.
What can be seen now is the people who migrate with great hopes and cannot find
what they expect. Therefore, there are two films chosen in the 80’s, Bir Avug
Cennet (1985), Ziigiirt Aga (1986). These portray the atmosphere of the time that
migrants, who left their homes with great hopes, have difficulties about finding a
place for themselves in the city. These last two films show how Istanbul is not
ready for so many people. After the end of the 80’s, migration films have
transformed into more psychological stories, more than sociological ones. There

are films tell the story of individual who migrated much before and try to live in
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the city. The loneliness, or the alienation in the crowd can be seen in the films
starting from the new cinema era called directors’ era. However, it is not the focus

of this study.

In the fourth chapter, it is focused on the analysis of how social realist films
represent the domestic migration in Turkey. Ten films are chosen about how they
are approaching migration from rural to urban. Most of the chosen films do not
include the period before migration directly, so the dialogues and the clues in the
films provide us some information. It can be said that people in the rural areas
think that they have limited choices in their villages and these choices are being
used up. People migrate because they start not to earn their living in their villages.
This is the most obvious and observable reason for migration that also films can
show with the characters’ dialogues mostly. The films show that the sources in the
villages have started to decrease. People could not earn their livings. The land is
not productive, and raw material becomes cheaper constantly. When the lack of
health and education facilities are added to these, they decide to migrate to cities.
Then they prefer to migrate bigger cities mostly, and Istanbul is the ultimate
destination for migrants. While historical records show this, it supports that, in all
films chosen for this study, people migrate to Istanbul. It should be mentioned that
there are some reasons for migration, but they are not preferred to be portrayed in
the films in this period. Problems about the Eastern part of Turkey and ethnicities
are taboo topics for these years. So, the films do not include these. The films
mostly start to portray the process of migration, and how they come to the city.
They use trains mostly and they use their hemsehris for both coming, staying, and
finding a job in the city. The films show migrants’ astonishment when they see the
crowded and big city.

The adaptation of these people into the city is the focus of these films. They
struggle for both economical and sociocultural adaptation to the city. Economical
struggle shows us that migrants can work in the service sector mostly that they
open shops to sell some things such as grocery shops or repair shops, or they sell

stuffs by peddling in the streets. Some of them can work as a manual laborer in
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the factories. What films show that they cannot earn enough money for one family
who wants to live on welfare. Although in a family more than one member work,
they cannot earn enough. Therefore, understanding this increases the work of
spouses and daughters outside the home in families. Women’s place in the working
sector changes but these films show that this becomes due to obligation. In
addition to the economical struggle they live, they cannot be a part of socioculture
of the city. Istanbul is a city open to outside of Turkey more than other part of the
country, so it gets first the changes in the world. When migrants come to istanbul,
they find a city too different than their villages. Istanbul is western, modern,
crowded and fast city and films reflect all these conflict migrants gone through.
Moral values of their villages and the city are different; so, these cause difficulties
for migrant people to adapt. Instead of adapting or being a part of the city life, they
create their own villages in the regions that are not too close to the city center. In
the films, Istanbul is portrayed as a seductive place that young people lose their
control and make wrong things according to their families. For some of the
directors, this moral corruption in the Istanbul comes from the West. While Refig
supports with his film the idea that Turkey has to back its ulusal origins, Cakmakl
puts forward that Turkey has to follow the religious structure of Turkish society.
Therefore, they explain the solution for the problem they see in the society in these
ways. While Sagiroglu portrays the worker’s lives and very first years of labor
union, Akad, in Diyet, shows more widespread years of the labor union. Moreover,
Akad depicts the change in a women’s life with migrating to Istanbul and how a
woman gradually comes to class consciousness by watching what is happening
around her. Kavur chooses to tell the consequences of migration from a rare angle
by describing street children. It is the years that Istanbul is started to be seen as a
dangerous city, in addition to its opportunities. Ozer and Colgecen follow this
understanding that migrants end up a chaos. Ozer in Bir Avu¢ Cennet, choose to
demonstrate a family which even cannot enter into this chaos, and live in a bus in
a corner of Istanbul. Besides, Colgecen portrays a landlord who has to leave his
all statues to survive in Istanbul.

After the adaptation period, the changes in the relationships between father and

son and the women’s place in the family is mentioned. Migration increases the
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dissociation between father and son. Although it is common to see the differences
between generations, migrating to city increases problems between fathers who
want to want to stick to the tradition and sons who want to try new things.
However, women lives alter more comprehensively. Especially with the Akad’s
trilogy, the changes in the migrant women’s life in the city, and normalization of

working women in the eyes of their families are portrayed.

In conclusion, in this thesis, a representation of domestic migration in Turkey is
portrayed. How domestic migration leads to big alterations in people’s lives, and
country as a whole is tried to be summarized in the light of social realist cinema
by using the sociological concepts. This study shows how multimedia tools can be
used to understand social circumstances. Although cinema is seen as a tool only
for entertainment, it is a great tool to open a window to people. In this thesis, a
period of Turkey was tried to be analyzed, the period of domestic migration. This
period is important to see a comprehensive change in Turkey because it is a priori
of 2000’s.
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APPENDICES

A. TURKISH SUMMARY / TURKCE OZET

Gog, Tirkiye'deki en onemli sosyal ve ekonomik olgulardan biridir. Tiirkiye,
1940'larin sonlarindan itibaren Ikinci Diinya Savasi'ndan bu yana i¢ ve dis goc
olmak iizere iki tlir gdge tanik olmustur. Di1s gb¢, Ozellikle Almanya'ya yonelik
olmakla, i¢ gdge paralel olarak artmistir ama bu tezde i¢ gd¢ incelenmistir. I¢ gog,
niifus yogunlugunu ve sosyoekonomik yapiy1 degistirmekte, kentliyi 6n plana
¢ikarmaktadir. Ozellikle i¢ gdg, Tiirkiye'de sosyal ve ekonomik degisimin en
onemli faktorlerinden biridir. Tiirkiye'de i¢ gogiin ana itici faktorlerinden biri
hayatin makinelesmesidir. Kirsal kesimde makinelesme istihdami azaltmakta,
kentte ise imkanlar1 ve istthdam olanaklarini artirmaktadir. Bu nedenle sehirler,
ozellikle Istanbul, kdylerdeki insanlar icin ¢ekici hale gelmistir. 1950'de niifusun
yaklasik %75'1 kdylerde, %25'1 ise sehirlerde yasiyorken, 1990 yilinda bu durum
degismis ve niifusun yaklasik %401 kdylerde, %60 ise sehirlerde yasamistir.
Ilerleyen boliimlerde gog siireci kronolojik olarak ele alinmis ve sdyle islenmistir;
gb¢ Oncesi toplumun yapisi, insanlar1 goge hazirlayan nedenler, nasil gog ettikleri
ve kentte kendilerine nasil yer bulduklari. Bu calisma, Tirkiye'de toplumsal
gergekei sinemada i¢ goclin temsilini incelemeyi amaglamistir.

Toplumsal gergekei sinema, hayati1 ve sosyal gergekligi oldugu gibi temsil etmeye
calisir. 1961 anayasasinin dzgiir ortaminda ortaya ¢ikmis ve Italya'daki Yeni
Gergekei sinema akimindan ve Tiirkiye'deki sosyal ve politik ortamdan
etkilenmistir. Sinemanin seyirciler iizerindeki etkisinin farkinda olan iktidar,
sinemay1 uyusturan, hipnotize eden bir eglenceye doniismesi i¢in tesviklerde
bulunmustur. Ancak seyirciyi bilinglendirmek ve yasamdaki esitsizlikleri
yansitmak i¢in iretilen filmlerin oniine engeller koymustur. Toplumsal gergekei
sinema, burjuvazinin degil is¢i smifinin gergekligini yansitmayi amaglamigtir.
Tiirkiye'de popiiler tiirler olan melodram ve komedinin 6zelliklerini barindirsalar

da esas amag bir fikri, cogunlukla provokatif bir sekilde yansitmaktir. Ele alinan
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konular cogunlukla hayatlarinda miicadele eden insanlardir. Ozellikle esitsizlikten
kaynaklanan ekonomik sorunlar en ¢ok benimsenen konulardan biridir. Bu
konularin sistemdeki giicii memnun etmemesi, yaklasik olarak 1960-1965 yillari
arasinda toplumsal gergekci sinemanin ortaya ¢ikmasinin nedenlerinden de biridir.
1961 anayasasiin etkisinin egemen oldugu yillar gegtikten sonra toplumsal
gercekei sinema bir akim olarak devam edememis fakat Tiirkiye sinemasini bir
biitiin olarak etkilenmistir. Bu yillardan sonra bir akimdan ¢ok bir alt tiire doniistii.
Bugiin bile toplumsal gercekg¢i sinemanin temel 6zelliklerini tastyan bir¢ok film
bulunmaktadir. Bu filmler, esitsizligi ve is¢i sinifinin yagam miicadelesini daha
cok gercekei bir bakis acisiyla ele alir. Bu calismada, Tiirkiye'de toplumsal
gercekei filmlerin i¢ goge yaklasimini analiz etmek icin filmler se¢ilmistir. Bu
filmler ya dogrudan toplumcu gercek¢i sinema doneminde ya da onun etkisi
altinda iiretilmistir. Bunlardan ikisinin dogrudan toplumcu ger¢ek¢i sinemada
tiretildigi soylenebilir; Gurbet Kuslar: (1964) ve Bitmeyen yol (1965); ancak diger
filmler ondan sonra ¢ekilmistir; Fatma Baci (1972), Gelin (1973), Diigiin (1974),
Diyet (1975), Kizim Ayse (1974), Yusuf ile Kenan (1979), Bir Avu¢ Cennet (1985),
Ziigiirt Aga (1986). Bu filmler, toplumsal ger¢ekci sinemayi takip eden iki 6nemli
akim olan ulusal ve milli sinema akimlarinin etkisiyle tretilmistir. Milli sinema
hareketi'ndeki 'milli' kavrami, ulusal sinema hareketi'ndeki ulusal kavramina ¢ok
yakindir. Ingilizce gevirileri aymdir, national ancak gegmiste "milli" kavrami
glinlimiizden farkli olarak "dindar" kavramini da igerecek sekilde kullanilmstir.
Ferit Develioglu'nun Osmanli-Tiirk Ansiklopedik Sozliiglinde, "milli" kavramina
kars1 "dine ve millete ait, millete bagli, milli" ifadeleri yer almaktadir. Buradan
hareketle Milli Sinemacilarin "milli" kelimesini hem dini hassasiyetlerini ifade
etmek hem de giinlimiiz sartlarinda milli kiiltliriimiize atifta bulunmak ig¢in
kullandiklarin diisiintilmektedir.

Literatiirde gog, sosyal bilimlerdeki diger alanlarla da birlestirilip ¢aligmak icin
verimli bir alan olmustur. Bu tezde de bir¢ok ¢alisma 6zetlenmistir. 1980 yilindan
itibaren dogudan batiya ve kirdan kente go¢iin egemenligindeki degisimi anlamak
i¢in Tiirkiye'nin i¢ go¢ Oriintiilerini incelenmektedir. Sosyal ve ekonomik teorileri
birlestiren ekonomik ve istatistiksel bir analiz yapilmistir. Ekonomik modelleri

kullanarak go¢ ve ahlaki birlikte incelenmis. Go¢menlerin sahip oldugu sorunlarla
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ilgili farkli ahlaki yaklasimlari analiz etmistir. Goniilli ve zorunlu goglere
odaklanir ve go¢ yaklagimlarini iki ahlaki yaklasima ayirir: acik sinirlari savunan
tezler ve kapali sinirlar1 savunan tezler. Bunun yami sira bazi filmlere bakarak
miiltecilerin duygusal ve psikolojik durumlari tizerine ¢caligmaktadir. Go¢ ve ulus
kavramlarini inceleyen tezde goglin bir ulusun homojenligini bozdugunu ve
kiiresel bir kiiltiirel akisa neden oldugunu one siiriiliir. Go¢ sinemasini kuramsal
temelleri lizerinden incelerken, ulusal sinema ile gé¢ sinemasi arasindaki farklari
da irdelemektedir. Filmler i¢ gb¢ ve Almanya'ya go¢ hikayelerini iceren Tiirk
filmlerinden se¢mistir.

Tiirkiye'de toplumsal gercekei sinemanin temel ilkelerinden biri de haksizliga
ugramis insanlarin dykiisiinii anlatmaktir. Bu, onu sosyolojideki herhangi bir konu
ile birlestirmek icin iyi bir ara¢ yapan en onemli ozelliklerinden biridir. Akad'in
ticlemesi kadin temsilini inceler; Gelin, Diigiin, Diyet. Bunlar, Tiirk sinemasina ve
Tiirkiye'de kadin temsiline degerli katkilar1 olan, kadinlar1 ve i¢i gécli resmeden
cok onemli filmlerdir. Feminist elestiriden yararlanilarak, Sinemadaki kadin
temsillerini ve bunlarin erkek egemen ideolojinin yeniden {iretimi ve
pekistirilmesindeki roliinii incelenir. Tiirk sinemasindaki bir¢ok kadin temsilini
cesitli tlirlerini gormek i¢in siniflandirilir. Bu hareketin Tiirkiye'de neden 1960-
1965 yillart arasinda ortaya ¢iktig1 sorusunu cevaplanmaya ¢aligilir. Toplumsal
gercekci sinemanin donemin toplumsal meselelerinden kaynaklandigin1 oldukca
yaygin bir diisiincedir. Bu donemdeki politik ortami anlatmakta ve kullandigi
bircok tema ve karakteri betimleyerek toplumsal gercek¢i sinemay1
irdelenmektedir. DP’nin eski despotik rejimine karst 1960 askeri darbesini
incelenen yaygin konulardandir. Yeni 6zgiir atmosfer film yapimcilarinin Italya'da
1943-1952 yillar1 arasinda etkili olan Italyan Yeni Gergekgilik Hareketi'nden
ilham alan Toplumsal Gergek¢i Sinema Hareketi'ni baslatmasini saglar. Bu iki
sinema akimini ¢okea karsilastirilarak incelenmektedir. italyan Yeni Gercekgiligi
ve Toplumsal Gergek¢ilik Hareketlerini ve bunlarin siyasi tarihini daha sonra bu
hareketlerin ilk orneklerinin temsillerini Marksist elestiri baglaminda analiz
edilmektedir.

Toplumsal degisimi anlamak i¢in Tiirkiye sinemasint incelemek bu tezde oldugu

gibi artan bir alan olmaya baslamistir. Sosyolojik alan ¢caligsmalari ile se¢ilmis baz1
114



filmlerin karsilastirildigi karsilastirmali inceleme analizini kullanarak iki farkli
disiplinin paralel olarak nasil c¢alisilabilecegini ve toplumu ve i¢indeki degisimi
anlamak i¢in birbirlerine nasil yardimeci olabilecegini gosteren ¢alismalar da
vardir. Boylece sosyolojik tasavvur ve duygu sosyolojisi, filmlerin sosyolojik
olarak anlasilmasini destekleyen araglar olarak kullanilabilir. Yavuz Turgul'un
filmleri gibi birgok yonetmenin filmleri baglaminda toplumdaki toplumsal
degisimi anlamak i¢in bir ara¢ olarak kullanilmistir. Bu filmlerin toplumdaki
degisimi temsil etmesi ve zamanlarina taniklik etmeleri onu odak
noktalarindandir. Bu konular, karakterlerin toplumda neyi temsil ettigi ve
yonetmenlerin karakterlerin 6zellikleri {izerinden ne anlatmak istedigi lizerine
odaklanilmaktadir.

2. Diinya Savasi'ndan sonra tiim diinya gibi Tirkiye de bir donilisiim yasamistir.
Tiirkiye bu yillarda modernlesme ya da batililasma kapsaminda Avrupa'dan
etkilenmektedir. Ulusal ve milli sinemanin bu etkileri Tiirkiye'ye bir zarar olarak
gordiikleri konulardir. Cilingir, Refig'in Bati ve Dogu arasindaki ikilige
odaklandigini, Bat1 ve Dogu'nun modernlesmeyi farkli deneyimledigini belirtir.
Refig batidan gelen modernlesmenin Tirkiye'ye uygun olmadigini iddia
etmektedir. Tiirkiye, iyi Tirk filmleri yapmak i¢in kendi ulusal kdkenlerinin
pesinden gitmek zorundadir. Tiirkiye'de milli sinemanin batililagsmaya nasil
yaklastig1 sosyolojide tercih edilen konulardandir. Muhafazakar sinema onderi
Yiicel Cakmakli’ya ve filmlerine odaklanir. Cakmakli dini kullanarak toplumsal
degisimlerle ilgili argiimanlarin1 destekler. Filmlerinde Tiirkiye'nin dini
hassasiyetlerinin kiiltiirel bigimlerine yer verir. Onde gelen sosyalist yonetmen
Yilmaz Giiney ise bu konuya daha farkli bir agidan yaklasir. Giiney ii¢ farkli
alanda da film iireten nadir insanlardandir; popiiler sinema, sanat sinemasi ve
ticlincii sinema. Marksist bir bakis agisiyla yaklasiyor ve sistemi elestiriyor. Giiney
ve birkag kisi Tiirkiye'nin dogusunun hikayesini anlatan nadir insanlardan.
Toplumdaki yoksullugu ve bu yillarda Tiirkiye'nin biiylik bir boliimii i¢in tabu
olan azmlik sorunlarimi da aktarmaktadirlar. Sinema calismalar1 da bu tabu
konularini ortaya c¢ikarmak i¢in faydali olmustur c¢ilinkii filmler insanlara
bagkalarinin hayatin1 gosterir. Dolayisiyla hem filmler hem de arastirmalar

toplumsal yerlesik sorunlara 151k tutar. Tiirk sinemasinda Kiirt/dogu sorununu
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oryantalizm ve sinema baglaminda inceler ve somiirgeci soylemdeki 'Gteki'
temsilini ve tiirk sinemasi'ndaki kiirt/dogu temsili ve yeni donem kiirt sinemasinda
kadin temsilleri az da olsa islenen tabu konulardandir.

Gog, sadece insanlar1 sehirlere degil, onlarin aliskanliklarini, sorunlarini,
kaygilarint da tasimaktadir. Kentlesme tartismalarinin ortaya ¢ikmasinin
nedenlerinden biri de kentin bir ¢aligma alan1 haline gelmesidir. Bu yiizden de go¢
tim boyutlariyla ¢alisilmasi gereken bir konu haline gelir; sosyal, psikolojik,
ekonomik veya mimari. Bu nedenle kent {izerine yapilan arastirmalar gocii
anlamak agisindan da faydalidir. Kenti kavram olarak ele alan g¢alismalar
artmaktadir, tabiki ozellikle Istanbul. Bir kent olarak Istanbul'dan Akad'in
Istanbul'u gibi yonetmenlerin sehirleri resmedisleri de énemli belgeler haline
gelmektedir. Akad'in filmlerinde Istanbul'un bir peri masali ve bir arzu nesnesi
olarak tasvir edildigini savunur. Kenti, doniisiimiinii ve toplum i¢in ne anlama
geldigini ve ardindan Akad'in Istanbul'una odaklanan galismalar vardir. Istanbul
pek cok insan i¢in bir riiya yeri iken, 80'li yillarin sonundan itibaren korkunun,
klostrofobinin, yabanciligin, izolasyonun ve yalmizligin ifade ettigi sehir haline
geldigini belirtmektedir. Akad Istanbul’un doniisiimiinii tasvir eder bu siiregte.
Baska bir ¢alismada ise kent mitlerindeki toplumsal degisimi incelenmektedir.
Modern insanin sehirde karsilastigi mitlerin Tiirk sinemasinda nasil yeniden
iretildigine odaklanir. Sinema araciligiyla ifadesini bulan kentin elestirel bir
¢Oziimlemesini yapmaya calisilmistir. Bu tiir sehir ve birey iizerine ¢alismalar
ozellikle 90'lh yillardan sonra artis gostermektedir. Kentte yalniz kalan bireyi
merkeze alan ¢aligmalarda artig goriilmektedir. Psikolojileri, depresyonlar1 veya
miicadeleleri popiilerdir. Ornegin, Kavur'un filmleri, bireysel ve toplumsal
iliskilerdeki yabanciligin temsilidir. Cemaatteki siyasi kargasanin golgesinde
yabancilasmaya odaklanir.

Sinema ve medya ve Kkiiltiirel ¢aligmalar bdliimleri ¢ogunluktadir. Bu tez,
toplumsal gercekci sinema geleneginde ¢ekilen filmlerin Tiirkiye'de i¢ gocii nasil
betimledigini incelemeye c¢alismistir. Bu tezde on film incelenmistir: Gurbet
Kugslar: (1964), Bitmeyen yol (1965), Fatma Baci (1972), Gelin (1973), Diigiin
(1974), Diyet (1975), Kizim Ayse (1974), Yusuf ile Kenan (1979), Bir Avug Cennet

(1985), Ziigiirt Aga (1986).
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Bu tez, toplumsal gercek¢i sinemanin Tiirkiye'de i¢c gdce nasil yaklastigini
tartismaktadir. Toplumcu gergekei sinema, Tiirkiye'deki 6nemli olaylari resmeder.
I¢c go¢ bunlardan sadece bir tanesidir. Bu ¢alismada, bu sinemanin i¢ gdgii nasil
gordiigiinii bize gostermek i¢in on film secilmistir. SGylem analizi filmlerden
neyin nasil yorumlanabilecegini kapsamli bir sekilde anlamak icin kullanilmistir.
Analizde gé¢gmenlerin yolculugu kronolojik bir sekilde ele alinmistir. Asagida
filmerin kisa 6zetleri yapilmistir:

Gurbet Kugslar:, Kahramanmaras'taki isleri bozuldugu igin Istanbul'a gé¢ eden bir
ailenin miicadelesini anlatryor. Aile biiyiik bir umutla Istanbul'a gelse de sehir
hayatina uyum saglayamaz. Once kizlarmi sonra biitiin paralarini kaybederler ve
geri donmek zorunda kalirlar.

Bitmeyen Yol, daha iyi sartlar i¢in Istanbul'a go¢ eden alt1 kisiyi konu aliyor.
Sehirde para kazanmanin hi¢ de kolay olmadigini anlarlar ama kdyde umutlari
yoktur. Bu nedenle film, onlarin ¢ok zor kosullarda ¢ok az paraya, hi¢bir glivence
olmaksizin ¢alismalarini anlatir.

Fatma Bact, kan davasi nedeniyle esini kaybeden bekar bir annenin Istanbul'da
cocuklarin1 bundan ¢ok uzakta bliylitmeye karar vermesini konu aliyor. Bir
apartman dairesinde kapici olarak calisir ve {ic ¢ocugunu biiyiitiir. Film,
cocuklariyla ¢atistig1 ve yeniden kaynastig1 kisimlara odaklaniyor.

Gelin, Akad'in gelin ve gekirdek ailesinin kocasmin ailesiyle birlikte Istanbul'a go¢
etmesiyle baslayan iiglemesinin ilk filmi. Tim aile ile yiizleserek oglunu
kurtarmak isteyen bir kadmin hikayesidir. Ailesinin ag¢gdzliliiglini,
ikiylzliliglini ve Onyargililigini elestiriyor. Evden c¢ikar ve bir fabrikada
calismaya baslar.

Diigiin, Akad'm bes kardesin Istanbul'daki miicadelesini konu alan {iclemesinin
ikinci filmi. Ailenin erkek iiyeleri daha fazla para kazanmak icin ailelerinin
dagilmasin1 goze alirken, filmde en biiylik ablalarimin kardesleri bir arada
tutabilmek i¢in yaptiklar1 fedakarliklar anlatiliyor.

Diyet, Akad'in fabrika isgileri ve sendikay1 konu alan tiglemesinin son filmi. Bu
film, tiim ailesine tek basina bakan bir kadin1 ve onun sinif bilincini kazanma

surecini anlatir.
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Kizim Ayse, koyiinde doktor olmadig1 i¢in kocasint kaybeden bekar bir annenin
hikayesidir. Bu olay, kizin1 doktor yapma konusunda onu hirslandirir. Bu amagla
Istanbul'a go¢ ederler ama kiz1 yolunu kaybeder. Dolayisiyla film, Istanbul'daki
bir manevi miicadeleye odaklanir.

Yusuf ile Kenan, sokakta yasayan ¢ocuklari konu alan ilk ve ender filmlerden
biridir. Kenan ve Yusuf babalar1 bir kan dolandiriciliginda 6ldirildigi i¢in gog
etmek zorunda kalan kardeslerdir. Onlar istanbul'da hayatta kalmaya calisirken,
filmde sokaklarda yasayan pek cok ¢ocuk anlatilir.

Bir Avug Cennet, akrabalar ile birlikte Istanbul'a gb¢ eden bir ailenin gelmeden
once onun oldigiinii 6grenmelerini konu aliyor. Bu yiizden artik bir otobiiste
yasamak zorundalar ve ¢Opten bir ev yapiyorlar.

Ziigiirt Aga, go¢ oncesi koyii cok detaylr anlatan tek filmdir. iste bu film, aga ile
ortak¢inin kdydeki iligkisini ve aganin nasil go¢ etmek zorunda kaldigim
gosteriyor. Bu film, bir ev sahibinin Istanbul'da hayatta kalabilmek igin tiim
statlisiinden nasil vazgegmek zorunda kaldigimi ironi ve komedi unsurlarini
kullanarak anlatiyor.

Tiirkiye'de sinema, ozellikle toplumsal gergekci sinemanin ortaya c¢ikmasiyla
sosyolojinin belli bir konusu haline gelir. Italya'da Neorealizm'den etkilenen
toplumsal gercekci sinema, Tiirkiye'de siyasi ortam sayesinde kendine yer
bulabilmektedir. 1961 Anayasasi, eskiye gore insanlara kisa siireli de olsa bir
Ozgiirliik ortami1 saglamaktadir. Dolayisiyla diislincelerini 6zgiirce ifade edemeyen
sanatc1 ve aydinlar kendi tercihlerine gore iiretmeye baslarlar. Sinemada bunlar
yeni bir sinema hareketinin, toplumsal ger¢ek¢i sinemanin yolunu acar. 1965'te JP
tek basina iktidara gelmesi ile birlikte bir donem kapanir. Bir donemi kapatip
toplumsal gercekei sinemanin bir sinema hareketi olarak devam etmesi engellense
de toplumsal gercek¢i sinema tiim Tiirkiye sinemasim1i 6nemli Olcilide
etkilemektedir. 1965 yilina kadar yapilan muhalif filmler bu tarihten sonra sekil
degistirmistir. Hala 6nemli toplumsal gercekci 6zellikler tagisalar da batililagsma
gibi farkli kaygilara odaklanmaya baslarlar. Hala iktidar ve hiyerarsiyi elestirenler
olsa da simdiki diisman Bati olmustur. Ancak bunlarin devletin miidahale
etmesine engel olmadigini belirtmek gerekir. Bu filmlerin ¢ogu, uzun yillar siiren

sansiirlerden sonra gosterime girebilir. Bu filmler, Tiirk sinemasi ve sinema
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sosyolojisi agisindan ¢ok onemlidir ki, i¢ginde bulunduklari donemin gergekligini
iyi bir sekilde temsil ettikleri i¢in secilmislerdir. Bu donemin en 6nemli
gergeklerinden biri de bu calismanin odak noktasi olan i¢ go¢ olgusudur. Bu
calismanin temel amaci, toplumsal gercekci sinemanin Tiirkiye'de i¢ gocii nasil
ele aldigini incelemektir.

20. yilizyilin ikinci yarist Tiirkiye i¢in onemli bir doniim noktasidir. 1950'lerde
niifusun yarisindan fazlasi kirsal kesimde yasarken, 1990'da tam tersi olmus bir
yandan niifus artarken diger yandan niifusun biiyiik bir kismi sehirlere taginmastir.
Bu durum yasam bigimlerini, hayatlarin1 kazanma bigimleri tamamen degistirir.
Bu caligmada bu degisimlerin sinemaya yansimasi ele alinmigtir. Bu filmlerin
insanlarin hikayesini nasil anlattig1 arastirilir. Kronolojik bir analiz yapilmistir:
gd¢ Oncesi, go¢ donemi ve gd¢ sonrasi, uyum donemi. Go¢ oncesi donem ve gog
stireci i¢in karakterin sozlerine ve bununla ilgili ipuglarina dikkat edilir. Temel
konusu kirdan kente go¢ olan Tiirkiye'nin ilk go¢ filmi Gurbet Kuslari ile basliyor
caligma. Halit Refig ve ardindan Duygu Sagiroglu, Bitmeyen Yol (1965) ile
Tiirkiye Sinemasinda bu konuyu ilk ele alan degerli aydinlardir. Onlardan sonra
70'lerde i¢ gb¢ konulu ¢ok daha fazla film vardir. Segilen alt1 film; Fatma Baci
(1972), Gelin (1973), Diigiin (1974), Diyet (1975), Kizim Ayse (1974), Yusuf ile
Kenan (1979)’tur. Daha sonra 80'ler gociin degistigi ve daha politik hale geldigi
bir donemdir. 80'lerin sonunda iilke niifusunun yarisindan fazlasi sehirlerde
yastyordu. Simdi goriinen, biiylik umutlarla gé¢ eden ve umdugunu bulamayan
insanlar. Dolayisiyla 80'lerden se¢ilmis iki film bulunmaktadir. Bir Avug¢ Cennet
(1985) ve Ziigiirt Aga (1986). Evlerinden biiylik umutlarla ayrilan gé¢menlerin
sehirde kendilerine yer bulmakta zorlandiklar1 donemin atmosferini
anlatmaktadirlar. Bu son iki film, Istanbul'un bu kadar insan igin nasil hazir
olmadigin1 gosterir. 80'li yillarin sonundan itibaren go¢ filmleri sosyolojik
olmaktan ¢ok psikolojik hikayelere doniismiis. Cok daha 6nce go¢ etmis ve kentte
yasamaya ¢alisan bir bireyin Oykiisiinii anlatan filmler ¢ogunluktadir.
Yonetmenler donemi olarak adlandirilan yeni sinema doneminden itibaren
filmlerde yalnizlik ya da kalabalik i¢indeki yabancilasma daha ¢ok goriilmektedir.
Ancak, bu ¢alismanin odak noktasi bu degildir.
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Dordiincii boliimde, toplumsal gergekei filmlerin Tiirkiye'deki i¢ gocii nasil temsil
ettiginin analizine odaklanilmistir. Kirdan kente gog¢ii nasil ele aldiklarini anlatan
on film secildi. Segilen filmlerin ¢ogu dogrudan go¢ 6ncesi donemi igermedigi igin
filmlerdeki diyaloglar ve ipuclar1 bize baz1 bilgiler vermektedir. Kirsal kesimde
yasayanlarin koylerinde siirli seceneklere sahip olduklari diigiindiikleri ve bu
seceneklerin tiikenmekte oldugu sdylenebilir. Insanlar gegimlerini koylerinde
kazanamamaya basladiklar1 i¢in goc¢ etmektedirler. Filmlerin de c¢ogunlukla
karakterlerin diyaloglariyla gosterebildigi goclin en bariz ve goézlemlenebilir
nedeni budur. Filmler koylerdeki kaynaklarin azalmaya basladigini gosteriyor.
Insanlar gecimlerini saglayamryordu. Toprak verimli degil ve hammadde siirekli
ucuzluyor. Bunlara saglik ve egitim imkanlarmin yetersizligi de eklenince
sehirlere go¢ etmeye karar veriyorlar. Daha sonra daha cok biiyiik sehirlere go¢
etmeyi tercih ediyorlar ve Istanbul gdg¢menler igin nihai varis noktasi. Tarihi
kayitlar bunu gostermekle birlikte, bu ¢alisma icin se¢ilen tiim filmlerde insanlarin
Istanbul'a gog ettigini desteklemektedir. Gogiin bazi sebepleri oldugunu ancak bu
donemde filmlerde gosterilmesi tercih edilmedigini belirtmek gerekir. Tiirkiye'nin
dogusu ve etnik kokenlerle ilgili sorunlar bu yillar i¢in tabu konulardir. Yani
filmler bunlar1 icermiyor. Filmler cogunlukla gb¢ silirecini ve sehre nasil
geldiklerini anlatmaya baglar. Daha ¢ok trenleri kullantyorlar ve hemsehrilerini
hem sehre gelmek, hem kalmak hem de is bulmak i¢in kullaniyorlar. Filmler,
goemenlerin kalabalik ve biiyiik sehri gordiiklerinde yasadiklar1 saskinligi
anlatiyor.

Bu insanlarin sehre adaptasyon siireci bu filmlerin odak noktasidir. Kente hem
ekonomik hem de sosyokiiltiirel uyum miicadelesi veren insanlar resmedilmistir
filmlerde. Ekonomik miicadele, go¢menlerin ¢ogunlukla bakkal, tamirhane gibi
bazi seyleri satmak i¢in diikkanlar acarak veya sokaklarda seyyar saticilik yaparak
mal satarak hizmet sektoriinde calisabildiklerini gostermektedir. Bazilar1 da
fabrikalarda el isgisi olarak calisabilir. Fakat filmler bu gé¢men ailelerin refah
icinde yasamak isteyen bir aileye yetecek kadar para kazanamayacaklarini
gosteriyor. Bir ailede birden fazla kisi caligsa da refah sevileri sehirli insanlara
ulasacak seviyede kazanamazlar. Dolayisiyla bunu anlamak, ailelerde eslerin ve

kizlarin ev disindaki islerini artirir. Kadinin ¢aligma hayatindaki yeri degisiyor,
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daha fazla kadin formal yada enformal sektorde yer bulabilmeye baslamistir ama
bu filmler bunun zorunluluktan kaynaklandigini gostermektedir. Bu yiizden
feminist bir degisim oldugunu sdyleyemeyiz fakat bu bu durumun kadin hayati
icin 6nemli olmadigini1 gostermez. Go¢menler yasadiklari ekonomik miicadelenin
yam sira sehrin sosyokiiltiiriiniin bir pargast olamamaktadirlar. Istanbul,
Tirkiye'nin diger bolgelerine gore disariya daha acik bir sehir oldugundan,
diinyadaki degisimlere ilk &nce sait olur. Gégmenler Istanbul'a geldiklerinde
kdylerinden ¢ok farkls bir sehir bulurlar. Istanbul batili, modern, kalabalik ve hizli
bir sehir ve filmler tiim bu ¢atismali gdgmenlerin yasadiklarini yansitir. Kdylerin
ve sehrin manevi degerleri farklidir ve bunlar gogmenlerin uyum saglamasini
zorlastirtyor. Uyum saglamak ya da sehir hayatinin bir pargasi olmak yerine sehir
merkezine ¢ok yakin olmayan bélgelerde kendi koylerini kurarlar. Filmlerde
Istanbul, genglerin kontrollerini kaybedip ailelerine gore yanlis seyler yaptiklar:
bastan ¢ikarici bir yer olarak tasvir edilir. Baz1 yonetmenler i¢in Istanbul'daki bu
ahlaki yozlagma Bati'dan gelir. Refig filmleriyle Tiirkiye'nin ulusal kdkenlerine
sahip ¢ikmasi ve bu minvalde filmler iiretilmesi gerektigini destekler. Cakmakli
da Tirk toplumunun dini yapisini takip etmesi gerektigini 6ne siirer ve bunu
destekleyen filmler yapilmasi gerektigini sOyler. Dolayisiyla toplumda gordiikleri
sorunun ¢oziimiinii bu yollarla agiklarlar. Sagiroglu ig¢inin yasamini ve sendikanin
ilk yillarin1 anlatirken, Akad Diyet'te sendikanin daha yaygin oldugu yillari
gosteriyor. Ayrica Akad, Istanbul'a géc eden bir kadinin hayatindaki degisimi ve
cevresinde olup bitenleri izleyerek yavas yavas sinif bilincine varan bir kadini
anlatir. Kavur, sokak ¢ocuklarini anlatarak gogiin sonuglarint ender bir agidan
anlatmay1 segmistir. Bu yillar Istanbul'un imkanlarmin yani sira tehlikeli bir sehir
olarak goriilmeye baslandig1 yillardir. Ozer ve Célgegen, gdgmenlerin bir kaosa
stiriiklendigi anlayisin1 benimser. Bir Avug Cennet te ise bu kaosa bile giremeyen
bir aileyi gdstermeyi secer ve Istanbul'un bir kdsesinde bir otobiiste yasayan bir
aileyi anlatir. Ziigiirt Aga ise bu kaosta tek basina hicbir i yapmay1 bilmeyen ve
statiisii nedeniyle de 6grenemeyen eski bir agayr anlatir. Ne zaman statiisiinden
styrilmasi gerektigini anlar o zaman kendine bir hayat kurabilir.

Tezin devaminda uyum siirecinden sonra baba-ogul iliskilerinde yasanan

degisimlere ve kadimin aile icindeki yerine deginilmistir. Jenerasyonlar arasi
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farkliliklar her zaman olsa da gog, baba ve ogul arasindaki ayrismay1 artirir.
Nesiller arasinda farkliliklar goriilmesi yaygin bir durum olsa da sehre gog,
gelenege bagli kalmak isteyen babalar ile yeni seyler denemek isteyen ogullar
arasindaki sorunlari artirtyor. Ancak gog ile birlikte kadinlarin yagsamlari daha
kapsamli bir sekilde degismektedir. Ozellikle Akad'mn iiglemesi ile gd¢men
kadinlarin sehir hayatindaki degisimleri ve calisan kadinlarin aileleri nazarinda
normallesmesi resmedilmektedir. Gelin filminde evden dahi ¢ikamayan,
caligmasi, doktora gitmesi yasak olan bir kadinin kendi ayaklar1 {izerinde kurma
stireci anlatirlirken Akad’in son filmi olan Diyet filminde ise kendi ailesini
gecindiren babasina ¢ocuklarina kendi ¢aligip bakan bir kadin resmedilir.

Sonug olarak, bu tezde Tiirkiye'deki i¢ gdciin bir temsili ortaya konulmustur. I¢
gbclin toplum ve iilke yasaminda nasil biiylik degisimlere yol agtig1 sosyolojik
kavramlar kullanilarak toplumsal gergek¢i sinema 1s1ginda Ozetlenmeye
calisilmistir. Bu c¢alisma, multimedya araglarinin sosyal kosullar1 anlamak igin
nasil kullanilabilecegini gostermektedir. Sinema sadece eglence amach bir arag
olarak goriilse de insanlara pencere agmak i¢in harika bir aracgtir. Bu tezde
Tiirkiye'nin bir donemi olan i¢ go¢ donemi analiz edilmeye ¢alisilmistir. Bu donem
2000'l1 y1llarin a priori olmasi nedeniyle Tiirkiye'de kapsamli bir degisim gormek
acisindan 6nemlidir. Tiirkiye’nin bugiiniinii anlamak i¢in de 6nemli bir kavramdir
gd¢. Ulke niifusunun ¢ok biiyiik bir ¢ogunlugu belli kentlerde yasamakta ve
caligmaktadir. Bu yiizden de bu insanlarin neden ve nasil geldikleri, geldiklerinde

neler ile karsilastiklart 6nemli bir arastirma konusudur.

122



B. THESIS PERMISSION FORM/ TEZ iZiN FORMU

(Please fill out this form on computer. Double click on the boxes to fill them)

ENSTITU / INSTITUTE

Fen Bilimleri Enstitiisti / Graduate School of Natural and Applied Sciences
Sosyal Bilimler Enstitiisii / Graduate School of Social Sciences
Uygulamali Matematik Enstitiisii / Graduate School of Applied Mathematics

Enformatik Enstitiisii / Graduate School of Informatics

O 0O 0 X O

Deniz Bilimleri Enstitlisii / Graduate School of Marine Sciences

YAZARIN / AUTHOR

Soyadi / Surname : Dinger
Adi / Name : Saadet Gokge
Béliimii / Department  : Sosyoloji / Sociology

TEZIN ADI / TITLE OF THE THESIS (ingilizce / English): RURAL-TO-URBAN MIGRATION IN TURKEY:
THE VIEW OF SOCIAL REALIST CINEMA

TEZIN TUROU / DEGREE:  Yiiksek Lisans / Master  [X] Doktora/PhD [ ]

1. Tezin tamami diinya capinda erisime agilacaktir. / Release the entire
work immediately for access worldwide. |Z|

2. Tez iki yil siireyle erisime kapal olacaktir. / Secure the entire work for
patent and/or proprietary purposes for a period of two years. * |:|

3. Tez alt1 ay siireyle erisime kapal olacaktir. / Secure the entire work for
period of six months. * ]

* Enstitli Yonetim Kurulu kararinin basili kopyasi tezle birlikte kiitiiphaneye teslim
edilecektir. /

A copy of the decision of the Institute Administrative Committee will be delivered to the
library together with the printed thesis.

Yazarin imzasi / Signature ........cccceeeeeveennenn. Tarih / Date ...coccvvvvveeeeiieiinns
(Kiitliphaneye teslim ettiginiz tarih. Elle doldurulacaktir.)
(Library submission date. Please fill out by hand.).

123



