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Abstract

This thesis explores the complex relationship between the concepts of
HeimatandFremdein a number of contemporary Austrian films. Firstly, by
revisiting and reexamining a variety ofHeimatfilme from the
inception in the 1920s up until the present day, | aim to draw on the ideas
posed by scholars including Johannes von Moltke which challenge the
common assumption thateimatexists in direct opposition teremde and

argue that the two seemingly contradictory concepts are in fact mutually
contingent on one another. Then, focussing on key works by the New
Austrian Filmmakers, Houchang Allahyati I(ove Vienna 1991),Florian
Flicker (Suzie Washingtorl998)and Barbara AlbertNordrand 1999), |
demonstrate the manner in which these filmmakers continue to draw on the
semantics and syntax of thdeimatfilm genre in order to revaluate the
complex relationship betweeHeimat and Fremde within the context of
post1990 Europe. These filmmakers, as this thesis demonstrates, return to
theHeimatfilmgenre as a means to probe issues of space, place, identity and
belonging, which, | maintain, also undergo a series of renegotiations and
redefinitions within their films. By drawing on contemporary globalisation
and migrant and diasporic film studies, aby critically engaging with
contemporaryHeimatdiscourse, this thesis seeks to investigate the manner
in which these New Austrian Filmmakers attempt to renegotiate and
deterritorialise the concept éfeimatin response to the changing needs of

an increasgly globalised and multicultural society.
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Introduction

OThereisadesire o0 be dnat homeo i n

new and disorientating global spa&é)

Setting the Scene

Since its inception in Germdanguage cultureluring the 18 century,the

term Heimat whi ch i s of ten i nadequately tral
0 h o0 me shasebaed intrinsally tied to notions of identity and belonging

within the Germarspeaking world. The concept, as numerous critics

including Daniela Berghahn agree 6 gai ns currency when pr
certainties and ¢ aAccoudingly threughouaBeeemt hr eat ene
language film historythe Heimatfilmgenre has been employed as a tool to

probe these notions of identity and belonging in response to the evolving

geopolitical landscape of the Germapeaking lands. As film scholar Eric

Rent schl e Heimatilmdywdint obits pegsistence throughout the

entire span of Germanlanguage] film history, acts as a seismograph, one

that allows us to gauge endurimg presenc
Indeed, from registering ¢hrise of the Nazis in the 192(as in the

Bergfilme of Luis Trenker and Leni Riefenstahljo engaging withthe

devastation and dislocatidhat characterised thgostwaryears(as seen in

the classicall950sHeimatfilmeof Alfons Stimmer and Hans Deppegnd

i n assisting wi t hdifficult h processn adfi ons o

! David Morley and Kevin RobinsSpaces of Identity: Global Media, Electronic
Landscapes and Cultural Boundarigondon: Routledge, 1995), p. 87.

2 Daniela Berghahrfar-Flung Families in Film: The Diasporic Family i@ontemporary
European CineméEdinburgh: Edinburgh University Press, 2014.)58.

% Eric RentschlerWest German Film in the Course of Time: Reflections on the Twenty
Years since OberhauséBedford Hills: Redgrave, 1984), p.104.



Vergangenheitsbeitigung that followed(as achieved in th#960s/70s/80s
critical/antrHeimatfilme of Christian Berger and Rainer Werner
Fassbinder)the Heimatfilmgenre can be seen as altifaceted genre that
evolves over time imesponse to the variountemporaneouseeds and

desires of the population

Although, when one thinks of thdeimatfilm one may be inclined
to think back to its 1950s manifestatsrwhich were typified by their
bright, vivacious, agf&oloured representations of local towiotk
traversingpicturesque Austrian and West German alpine landscapes, the
genre has experienced a renaissamog a recuperatiom contemporary
Germanlanguage film. Indeed, in a contempor y 6gl obal age,
characterised by increased mobility, global markets and the proliferation of
interactive technologies, the Austrian and German film industries are re
engaging with theicinematic past as a means \isually represent and
critically enga@ with the contemporary social and political concenigshe

present

While, in recent years, a plethora of scholarship has emerged which
explores the changing notions ldéimatwithin the context of globalisation
and multiculturalism, these works predorantly look to contemporary
German film and literaturéo find evidence ofHeimabs s ea@nt i c
syntactic progression. Works by scholars including Friederike Eigler,
Yvonne Franke, Paul Cook®lareike HerrmannElizabeth Boa and Rachel
Palfreyman SarahWist Gabriele Eichmanns, Alexandra Ludewig and

Daniela Berghahn,for instance, all offer insightful and engaging



examinations intddeimad sontemporay redefinitions! However,with the
exception of Alexandra Ludewigand Marieke Herrmanni who,
neverthekss, approachAustrian film from under the rubric of German film
i these scholars fail to recognise and realise the extent to vihé&h
Heimatfilm genre is also remerging in contemporary Austrian cinema.
Hence, while | will engage with and draw on thead presented ihese
various scholars, | will look to thenoreneglected ®ld of Austrian film to
determine the prevalence and indeed the relevandéemhatin the new

global age

Recent Discourses

Since the late 1980following the fall of theBerlin Wall and the collapse

of the Soviet Uniori and the various new forms of migration that these
historical events have engenderédAustrian audievisual culture has
continued toexplor&«ur opedés and its own shifti
optic of Heimatwith renewed urgency.This becomesapparent not least,

when we look ahow the nation is continuing to interrogate the concept of

ng

“See Friederike Eigle Cr i t i cal Hempta mdcthles & SNeawt i al Turnoo,

German Critique 115, 39:1 (2012), pp. 248, Yvonne Franke The Genr es of
Europeanization Moving Towards the Newl e i ma {(Ungulblishéd PhD, The
University of Pittsburgh, 2013Paul CookeContemporary German Cinenfllanchester,

New York: Manchester University Press, 20 r ei ke Herr mann, O6The Mem

Heimatin Recent Berlin School Filndsin Heimat: At the Intersection of Memory and

Spaceed. by Friederike Eigler and Jens I€legy(Berin: De Gruyter, 2012), pp. 15875;

Elizabeth Boa and Rachel Palfreymateimati A German Dream: Regional Loyalties and

National Identity in German Culture 189®90(Oxford, Oxford University Press, 2000)

SarahWist,6 Y o GermarHeimatfilm Negotiatims o f a P o Awstausch | Myt h o,

1:1 (2011)pp. 7694, Gabr i el e Ei ¢ h Hammatngheagédofnt roduct i on:

gl obal inslenai Goes dpbile: Hybrid Forms of Home in Literature and [FFioh

by Gabriele Eichmanns and Yvonne Franke (Newcastle @iyoe: Cambridge Scholars

Publishing, 2013)pp. :13; Alexandra_udewig, Screening Nostalgia: 100 Years of

German Heimat Filn{Bielefeld: Transcript, 2011Paniela Berghahg No Pl ace Li ke
Home? Or | mpossi bl e Homec o nNewGnemas: dourhahoé Fi | ms
Contemporary Film4:3 (2006) pp. 141157.

of

ory



Heimatwith regards to its increasingly multicultural population on Austrian

television and cinema screehd. good cae in point is theORF television

programmeHeimat, fremde Heimatwhich appeared on Austrian television

screens for the first time in the late 198@dthough, as Petra Herczeg
contends, 60t he Austrian media | andscape
Heimat, fremde Heimab f f e r s rAulticulturalipepdlaion avisual

platform to engage with the O6ethnic issu
term residents of foreign nationalities and members of Austrian ethnic

gr o { Bwaddast to the Austrianation every Sunday afternoothe

show demonstrateDRFO slesire to removeHeimat from a specifically

Germanspeaking context in order to explore notions of identity and

bel onging from the point of view of t he
Indeed, alough the programme is broadcast in German, it features

interviews and preecorded segments wherein the featured persons speak in

their native mother tongues, and their dialogue is translated into German

through the use of subtitles. The aim of the shaecording to its editorial

staff, is to 6dsupport togetherness, cult
while taking into account thpersonal and social issues that migration and

displacement often incorporate

® Also see théer Neue Heimatfilm Festivalyhich takes place in the Austrian town of

Freistadt every year. The film festival not only look$laimatas a concept which unites

different cultures and ethnic backgrounds within an Austrian setting but it also looks to

other films from around the world to demonstrate how they also draw on the semantics and

syntax of theHeimatfilmgenre. See Ludewigcreeimg Nostalgia p. 389.

®Petra Herczeg, O6Migrants and Ethnic Minorities i
t h e Mia Bladia,Migration, Integration: European and North American Perspectives

ed. by Rainer Geissler and Horst Pottkgielefield: Transcript, 2009), [83.

" &iel der zahlreichen Aktivitaten der OR#inderheitenredaktion ist es, das Miteinander,

die kulturelle Vielfalt wundSeeib&. | nt egration in ¥:



The s h o weéimat, freimtlel Heiat, offers an interesting and
useful avenue to explore the relationship between the concepisioit
and Fremdewithin the context of contemporaifeimatdiscourse. Indeed,
the termFremde whi ch is often transl ated as 06f ¢
6f oreign, 6 on a sirudmmetric bppdsigoto Heimat e | appea
As Chri s Wi c koh therfirseleve Fremdaissan antbnym to
Heimat What is not of theHeimat is fremd or belongs toFremde %6
Traditional, parochial readings of the concepteimatattest to this view.
ForinstanceHeimat as Rentschl er notes can be see

space, 6 which, as Anton Kaes adds, o6refe

and foreign.o

In contemporarHeimatdiscourse, these readingskéimatappear
wholly outdated. Indeed, en we approach théle of the ORF television
showa number of ambiguities arise. Firstjjeimat which is regarded by
Jeffery Peck as aword thatb el ongs t o the Germans, to &
tradition that are |linked to common valu
is, it seemspeing deterritorialisedy ORF and is being removetiom a
quintessentially Germaspeaking context For example by approaching
the concept oHeimatfrom a nonnative perspectivelieimatis no longer
bound to theethnig linguistic and geographicdloundaries of the German
speaking lands. Secondly, by suggesting that a person can leaMeiore

and gain anotheHeimat has become pluraliseNo longer is the concept of

8 SeeChris WickhamConstructing Heimat in Postwar Germa Longing and Belonging
gNew York: Edwin Mellen Press, 1999). 55.
See Anton Kaed;rom Hitler to Heimat: The Return of History as Fij@ambridge,
Massachusetts: Harvard University Press, 1989)65.
Yjeffrey Me)Pegkt héR&a¢ion: | s Betominpe A Ger man fiH
National: A Readered. by Geoff Eley and Ronald Grigor Suny (New York, Oxford:
Oxford University Press, 1996), p.418



Heimatabsolute but it can be lost, regained, even multiplied, elsewhere.
Finally, the title implies that thédeimat can actually befremd Thus,
Heimat and Fremde are nolonger diametrically opposetut are infact

concomitant

In light of these observations, a number of epistemological questions
arise with regards to the very igity of the term Forinstance how can a
term that has been so deeply rooted in a Gerspaaking context since the
end of the 19" century suddenly transcend its cultural and geographic
limitations? What idHeimatif it is no longer linked to a specific sense of
place?And, if the concept oHeimatis so elusivejs there any validity in
continuing to use the tert Firstly, by continuing to emplaye term, this
thesis aims to demonstrate thégimatcontinues to provide an appropriate
analytical tool for engaging with contemporary discoursescerning
identity, belonging,space and place. Secondly, | wishctanter traditional
and outdated works which tend perceive Heimat as a regressive and
reactionary term which implies homogeneity, biological essentialism and
stasis:? Finally, | aim to demonstrate that it is perfectly possible for the
seemingly contradicty concepts ofHeimat and Fremdeto coexist.As
David Morley and Kevin Robins argue, in a world where mobility and
di spl acement i s commonpl ace, Ger many, an
HeimatandFremde[ €] home for some™Byéricingexi |l e for

the originsof Heimat and in registeringome of the contradictory ways in

1 See Boa and Palfreymareimati A German Dreampp. 194212.

12 5ee for instance Doris BachmaNtedick, Cultural Turns: Neuorientierung in den
NaturwissenschaftefReinbek: Rohwohlt, 2006), pp. 2&89.

3 David Morley and Kevin RobinSpaces of Identity: Global Media, Electronic

Landscapes and Cultural Boundarigndon: Routeldge, 1995p. 102. Also sekleidrun

Suhr, O6Ausl&nderliteratur: Mi nori tNewLiterature i1
German Critique 46 (1989)p. 72.



which the term has been appropriatedoughout the course of German
speaking historyl will now highlight the incongruous nature ¢ieimatand
will evaluate the purpose of thesentradictions within the multifarious

world of Heimatdiscourse.

Towards a definition

Heimat as Istatedearlier,is a German term that not only lacks a definitive

English translation but is so heavily implicated within a multitude of

contradictory connotations, that there exists a variety of competing

definitions with a range of nuances all revolving around notions of

homeland, roots and belonging.s Al on Conf i noxble,l | umi nat e:
dynamic, and malleable notiorjeimat was appropriated for different

political and cultural ends; no one had exclusive copyrights oH#imat

idea, as it had been appropriated by very different hands in unpredictable

wa y'$ Nevertheless, despitt he termdés ostensible inde
majority of scholars agree that its simplest translatiorHeimat can be

defined as 6home laaAexandraoludewdghuccimotiyt o wn , 0

sums up

Traditionally, the term elicits connotations of origlwirthplace, of oneself
and oneds ancestor s, and even of an orig

homeland.This corresponds most neatly whn gl i sh terms such as @fr

14 Alon Confino,Germany as a Culture of Remembrance: Promises and Limits of Writing
History (Chapel Hill: University of North Carolina Press, 2006, 28.



| ando, il and of my birth, o il and of my f o

Aimot her 15country. 0

However, duringthe 19" century, as a result of theapid
industrialisation, social change and migration that was ubiquitouben t
Germanspeaking lands at thisme, Heimat lost this relatively simple,
concrete definition and instead began to acgeinetional connotations and
ti es. Schol ar s i ncluding Celia Appl egat
semantic progressioand its cultural propagation back the late 18
century when, following the unification of Germaimy1871,Heimatbegan
to emerge irthe form of local, provincial, celebration as a regressive and
reactionary response t o abdhuganisatiani ondés r ap
Applegate, for instance, examines the manner in which local communities
such as the Pfalz were embracing their owrlibc and distinctiveness and
adopt i nago ms coisoeu sf, regi onal identity, 6 des
in a newly unified German¥/. Similarly, Confinobelieves thathe origins
of Heimatl i e O6over whel mingly in provincial €
Swabians of the South German state of Wirttemberg similar manner to
the Pfalzersdrew on theHeimatidea in ordet o 6 show W¢rttember ¢
di stinctiveness in an Ydhug sarkactiomto i onal st
this period of rapid social anc@nomic upheavalieimatemergedn the
form of a set of cultural practicesHéimatroman (Heimat novel),

Heimatschutz (preservationist activities), theHeimatmuseum(Heimat

!5 Ludewig, Screening Nostalgjgp. 19.

16 Celia ApplegateA Nation of Provincials: The German Idea of HeirtBerkely, Los
Angeles: University of California Press, 1990p. 13.

7 Confino, Germany as a Culture of Remembrarme. 3738.



museum),Heimatrecht(Heimat law) andHeimatkundglocal geography)),

which actively celebrated local, traditional and provincial livifig.

While the majority of studies on the emergenceHeimattend to
approach the origins of the term from a strictly German context, as Robert
Pryah suggests, the term also emerged as a cetwbiatilocality in the
Germanspeaking lands of the Austidungarian Empire towards the end of
the 19" century”® Indeed, as Christopher Culpin and Ruth Henig
acknowledge, Austriddungary, although not to the same extent as
Germany, also experienced sigo#nt economic and social change during
this period?® Heimattherefore also emerged in the Gerrspeaking lands
of Austria as a term that similarly promoted rural provincial living in
reaction to the onset of urbanisation and industrialisation associatethev

processes ahodernity?

Although Heimat emerged in the form of #ocal celebration of
provinciality in reaction to the standardisation and loss of distinctiveness
that the unification of Germargnd the rapid modernisation of the German
speakingandsengenderedhe term, somewhat paradoxically, began to take
on a nationadimension Indeed at the beginning of the 20 centuryand
particularly during the First World Wathe termbecame docal metaphor

for the Germannation As Applegate and @hfinob ot h agr e e, 0t her e

18 Johannes von MoltkéJo Place Like Home: Locations of Heimat in German Cinema

(Berkeley, Los Angeles: University of California Press, 2005Y.

9 Robert PryahThe Burgtheater and Austrian Ideyti Theatre and Cultural Politics in

Viennai 19181938(London: Legenda, 2007), p. 11.

20 See Christopher Culpin and Ruth Herltpdern Europe: 187.945(Harlow: Longman,

2005), p. 35.

%L Also see Philip Bolton6 Met r opol i s and Pridentityince Configuration
Contemporary Austrian Literatureob,ppW@WMpublished PI
15.
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meaning to the national without the | oca
identity as a constituent of national identity and localness as a shaper of

nat i o A lnothet wdds, the local provinces and their separatl loc

identities shaped and moulded the way in which Germany was perceived

and celebrated nationally, which came ab
for a national identity in a country built up of different localities. As

Appl egat e helswvivalandattaresfermatiantafleimatreveal to

us the struggle to create a national identity out of the diverse materials of a

provincially rooted societ§> The numerousHeimat museums that were

appearing across the country (371 foundedween 1890 and 19)8&he

abundance oHeimatart, Heimat poetry, andHeimatliterature etc., which

celebrated local life, were therefore acting as mediators and metaphors for

the natior?

In 1918, Heimatgained renewed curren@nd was renegotiated to
incorporate new political and social realignments following the end of the
First World War and the fall of the Austtdungarian Empiré? During this
period,the termHeimatonce again transcended its geogragHimitations
to incorporate thenew Germany and th&ermanspeaking regions of the
former AustreHungarian Empiré® As Michael Landl and Albert Kraler
explain, the fall of the Austrblungarian Empire led to a series méw
sccial, political and geographicahifts in which ®w nation states were

established, which sought to establish more ethnically homogenous

22 Confino, Germany as a Culture of Remembranze26.
23 Applegate, p. 19.

24 Confino,Germany as a Culture of Remembranze42.
25 pryah,The Burgtheateand Austrian Identityp. 11.

%6 Culpin and HenigModern Europep. 35.
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populations.” Within this context Heimatbegan to take on aap-German

regional identity which, as Confino highlights,a me t o signi fy Ot he
the region and # nation through an interlocking network of symbols and
representation$® Thus, as Johannes von Moltkenss up Heimat was

based on 6a particular conceptualisation
in various ways “t@onsdqhestly, bltacughleimat whol e. 6
embodied a real, lived in, functioning place with its own local community, it

began to take on a metaphorical dimension in which, according to Confino,

allowed people of all walks of life, faith, political alignment and localy &6t o

form together a transcenddnté ¢ o mmu % t y . o

Emerging as a local term at the end of th& &éntury, being re
appropriated as a national term during the First World War and then being
renegotiated as ganGermanterm following the fall of theAustro
Hungarian Empire Heimat could be seen to mediate notions siface,
identity and belongingvis-a-vis the evolving social, geographical and
political transformations of th&ermanspeaking lands in thiate 19" and
early 20" centuries. This process of mediation, lhannes von Moltke
informs, took diverse formswhich led to the conflation of the national
Heimat the regionaHeimatand the locaHeimatunder fscisnt" Indeed,
during the 1920s, as chapter om# demonstra¢, Heimatwas usurped by
National Socialism to tighten the boundaries of the Gerhigimat which,

on the one handincorporatedt h e Sudeten Land and Ge

Z"MichaelJanda nd Al bert Kraler 6Aust MigratonPalicyCountry of |
Institute 1 March 2003 kttp://www.migrationpolicy.org/article/austrzountry

immigratior> [accessed 22 Feburary 2014]

%8 Confino, Germany as a Culture of Remembranze26.

29 von Moltke,No Place LikeHome p. 10.

%0 Confino,Germany as a Culture of Remembranees5.

31 von Moltke,No Place Like Homep. 9.
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neighbouring Austriaand on the othere x cl uded o6t hose who d
[belong] by means of thur e mbur g ¥ Mazismattus, hsaPwah. 6
notes O6coll apse] d] t Heienat int@ gni eapticaly associ af
racial, nationalist conception of Volk [the people] initially absent from the

conc®pt. o

At the end of the Second World W&teimatwent on toexperience
yet more surprisingmetamorphoseand waspropagated by different hands
for different needsWhile, as Boa and Palfreyman highl:i
Second Wor | d War , Germanyo6s tot al def e:
National Socialist imagef theHeimat] é ] was utt eHdimat i nval i dat
was able to shed its National Socialist connotations and was redeployed and
renegotiated in a now divided Germany in correspondence with new and
often conflicting political and social requiremeft$n East GermanyDDR
i Deutsche Demokratische Republik), fexample, Heimat was re-
employedand redefined within a socialist context. As scholars including
Nick Hodgin and Jan Palmowkighlight, the IDR employedHeimatas a
political tool whichon the one &nd was used to differentiate itself from the
Opdsatsci st o, capitali sti BwseesrepublikGer many (
Deutschland)i and on the other, propagatéhe SED6s ( Sozi al i sti s

Einheitspartei Deutschland) socialigeology

See Florentine Strzelczopk| Bldinffaar Cukumehy, So Cl ose:
History Through a National Socialist Lens: Essays on the Cinema of the Third Beich

by Robert C. Riemer (Rochestét,Y.: Camden House, 2000), p. 110.

33 Pryah,The Burgtheater and Austrian National Identity 14.

%4 Boa and Palfreymartjeimati A German Dreamp. 10.

% See Jan PalmowsKnventing a Socialist Nation: Heimat and the Politics of Everyday

Life in the GDR, 1943.990(New York: Cambridge University Press, 2009); and Nick

Hodgin, Screening the East: Heimat, Memory and Nostalgia in German Film since 1989

(Oxford: Berghahn, 20)1pp. 4647.
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In West Germany and Austriaowever,the termwas able to rid
itself of any political affiliation and warenegotiated once more to reflect
and negotiatethe dislocation and personal and material loss that
characterised the postwar years. It was during these postwar years that
Heimat once more took on a metaphorical spatial dimendiotieed, the
term took on a dual character and not otlgganto represent the lost
Heimat of those twelve million displacedethnic German expellees
(Heimatvertriebengwho were forcibly removed fron Central and Eastern
Europe and were relocated across Europe, mainly in West Germany and
Austria, but it also came to signify an anchor in a n@grman and/or
Austrian Heimat® Furthermore, despite thelivision of Austria and
Germany into allied zones folving the end othe Second World War, the
term referred to a regional WeSerman and Austrian space which
buttressed a unified paBerman identity which incorporated West
Germans, Austrians and those Eastern expelldestermtherefore was no
longer dearly defined and couldbe seen tccut across geograplacand

culturalboundaries

Looking back at the very origins éfeimatand the manner in which
it has continually transcendegkeographial, ethnic, racial, politicaland
psychological boundaries since its inception, one can deduce that the
contradictions thatHeimat discourse generates could as Boa and
Pal freyman argue, 6f or m gsandividuats f a di ff
struggled to find a stable ground fromwhico cope wi t® rapid ch

Indeed, as | shall demonstrate in my examination of the history of the

% Confino,Germany as a Culture of Remembranzes9.
3" Boa and Palfreymartjeimati A German Dreamp. 2.
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Heimatfilm genrein chapter onethe key oppositions; local and national,
national and transnationdfleimatandFremde tradition and modernity and
urban ad rural,can all be seen to underg@omplexprocess of negotiation
throughout the history dfleimatdiscourseHence, in light of this assertion,
instead of looking at the contradictions that charactétesenatdiscourse as
antagonistic and reactionary, we should, as numerous schiotiwsiing
Boa and Palfreyman, von Moltkeudewig and Confino all agreadopté a
more dial ect Powhith inpobves sblureing ttHe vbeundaries
between these apparent pdias in order to determinthe extent to which

6t hey are mutually ®ontingent on one anof

Locating the Fremdein Heimat

We can conclude thaH e i mandedirability can be putdown to a
conglomeration of the various fields in which the term has been iused
including the cultural, the conservational, and the politictthe differing

and often contradictory ways in which it has been appropriated, the
emotional connotationghat the termhas acquired, and theontradictory
ways in whch the term incorporates andegotiates its apparerkey
oppositions. Furthermore, this flexible, malleable and heterogenieouos

has been appropriated across the political spectrum from the far left to the

far rightandthus as Cooke notes, sasdtwdefine escapes

38 von Moltke,No Place Like Homep. 14.
% Ibid, p. 13.
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n l i ght of t his conclusi on, t he S i
Ohosteead appear obsol ete. H o dhe spatial, as von
dimension clings to the semanticskééimatin virtually all of its historical

variantsd” Consequently,as | will demonstrate throughout this thesis,

despite ambiguities as to what kind of space the conceptenmat

embodies, whether it refers to a dwelling or building on a micro scale, a

Germanor Austrianplace or space on a macro scale,international space

that existsoutsice of the confines of the Germapeaking world, a liminal

space whereira person maystruggle to find a sense of grounding, a

constructed space based around humartioakhips, or an illusionary,

utopian space, existing only in tipee r simagidation,it can be assumed

that Heimatis always linkel to a sense of space, whias PeterBlickle

infforms usjs6t he e sHeima*®ed of

In contemporaryHeimat discoursethese spatial parameters are
constantly shifting.In a contemporary world characterised imgreased
mobility, global markets antéchnological developmentseimatno longer
evokes 6stasis, | ocat i“As stadiesibyteex cl usi ona
scholars Gabriele Eichmanngjeike Hendersorfriederike EiglerBoa and
Palfreymanand Yvonne Franke suggesgermanlanguageaudiovisual
cultureand literaturen o w s et s 0 uthe spatalizédcirtteadrity & n g e

the traditionalHeimat idead a nekaminesdhe spatial and emotional

““PaulCooke 6 The Hei mat -FrstiCentury: Negotibtiag theWe n t y

Ger man Cinema t o Re&enencHistories offGarmansCindna:rGenie, i n
and its Deviationsed. by Jaimey Fisher (Rochester, N.Y; Woodbridge, Suffolk: Camden
House, 2013)p. 232.

“!yon Moltke,No Place Like Homep. 10.

“2 peterBlickle, Heimat: A Critical Theory of the German Idea of Homel&Rdchester,

N.Y.: Camden House, 2003). 15.

“Eichmanns, é6lntroductioné, p. 4.
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territory of Heimat vis-a-vis the conditions of our interconnected, global
a g & Bod and Palfreymarfor example, in their final chapter of their book
titled, Heimati A German Dream: Regional Loyalties and idaal Identity
in German Culture 189099Q look at the ways in which contemporary
Turkish-German literature continues to challengeviousfixed notions of
Heimat In their examination of the TurkisBerman author Emin&evgi
¥z damar éwsnnirgg WO@2navel, Das Leben ist eine Karawanseiiei

hat zwei Tureri aus einer kam ich reii aus der anderen ging ich raf3

Boa and Palfreyman determineh a t the novel projects Oa

Heimat 6 whi ch under mines the rigidity wi
associated® Furthermore, as Boa and Palfreyman concludeimat no

longer stands as a German place of origin or a utopian place of arrival, but

rathet6 a f r a mée” ltisfup tonthercitizerss themselves, they argue, to

Omake a | i v e addicheray ®xstoutside 0f geograpleiband

cultural boundarie$®

While many scholars look to the works of German writers who are
first- or seconehgenerationmigrants for tangible evidence dfieimad s
renegotiation and progression, accordingFteederikeEigler these ethnic
minorities are not the only ones in Gerranguage literature and film to
6challenge tradi tHeimataleativels'd ladeddcas not i on's

Eigler maintains, much ofontemporary Germalanguage literature and

““Herr mann, 6 THeimatiMReoeotBegrlin 8chool Filnds, p. 160.

“IN1991Emi ne Sevgi Ywasite finst wodskby am auther Wwho is not

German, Austrian or Swiss born by lawjed sanguinigo win thelngeborgBachmann

prize.

“6Boa and Palfreymamjeimati A German Dreamp. 207.

" Ibid, p. 195.

*8 |bid.

“Eigler, o6Critical Approaches to Heimat and the

t
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film O6successfully reconchkepatuaad i ses tra
ponders new places of belongi®§. For example, Eigler discusses

D¢ssel dor f born Di et erDadgHaustaefneined 999 | it e
Schultern which she believes actively underm#n a static reading of

Heimatas it traces the numerous homes and ebosder journeys of two

families® She also looks to the German and Austrian writers, Jenny

Erpenbeck and Peter Handke who, in their respective wblidispsuchung

(2008) andLangsame Henkehr (1979), appear to once again challenge

spati al configur at i olHesnsuohungdr mstance e r m. Er pe
foregrounds the Omateri aHeimaimdhe economic
context of changing political systems, and more importantly evokes the

transient nature of honmié. Meanwhile, Handke, according to Eigler,

reconfigures the term so that notionsHdimatmay not be found within a

specific place but rather continue to emerge spontaneamsthin a

transient stlate of existence. o

These contemprary dialectical approaches kteimatcoincide with
recent developments in theoretical considerations of space, otherwise known
as the Ospatial turn. 0 As Eigler el abora
space seek to di sl odogcept df bpacé sgaset i ¢ fAcont
unmarked by time and changeand develop instead dynamic notions of

space that are exonstructed by social and economic relations and therefore

*0 Friederike EiglerHeimat, Space, Narrative: Toward a Transnational Approach to Flight

and Expulsior{Rochester, New YorkCamden House, 2014). 28.

lSeeFr i eder i k e istBrisigrung des Hein@thegriffsHim Generationenroman:

Dieter Fortes Trilogi®as Haus auf meinen Schulter@ermanic Review83: 2 (2008), pp.

83-106.

“Ejigler, o6Critical Approaches to Heimat and the i
>3 |bid, p. 39.
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subject to historical chang®. This evolutionary shift in the cultural
criticism of pace allows foHeimati a term which is historically rooted in

the Germarspeaking worldi to be redefineddeterritorialiseda nd - 6 d e
e s s ent’ aAlthoughetlie.fatuses differ in the works of Edward W.

Soja>® Doreen MasseY Yi-Fu Tuan® and Akhil Gupa and James

Fergusom’t hey all attempt t e srsead’dshead s ,serdedef
concept of space in the age of the Ospat
words of Soj a, 0l i beratingé it from, hi
linguistic boundarie§! Soja f or exampl e, calts for a

theorization of the relations between hi:
wi shes to 6open up and recompose the ter
through a cr i t% Sinslarly, Massey iargues thadt hen. 0
particularity of any place is [ é&] const
around it and defining its identity through counterposition to the other which

lies beyond, but precisely (in part) through the specificity of theahlinks

and interconnection;o t hat A B°Sgjay Maksey, duan, and Gupta

and Ferguson approach the discourse of space from different discipbnes

postmodern, a feminist, a humanist and an anthropological perspective,

respectively i however, tey all probe the concept of space as a

** Eigler, Heimat SpaceNarrative p. 14.

®Eigler,6 Critical Approaches top3Hei mat and the fiSpati
*6 Edward W. SojaThe Reassertion of Space in Critical Social Thébondon: Verso,

1989).

" Doreen MasseySpace, Place, and Gend@innesota: University of MinnesatPress,

1994).

*8Yi-Fu Tuan,Space and Place: The Perspective of Experi¢htieneapolis; London:

University of Minnesota Press, 1979).

Ak hil Gupta and James Ferguson, OBewlfond ACultur e
Di f f e Cdtura &néhropology7:1 (1992), pp. €3.

% Eigler, Heimat, Space, Narrativg. 23.

®1 Soja, The Reassertion of Spage 12.

®2pid.

% Doreen Masey,Space, Place, and Gender. 5.
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transnational and transhistorical entity, once again demonstrating the
fluidity and malleability of places and spaces, and opening up room for new,
contemporary, dialectical considerations of belonging and iderithgse
contemporary theoretical renderings of space, and in exteHsiomat will

assist in my analysis of a number of New Austrian Films which, as | will
demonstrate throughout this thesis, continue to challenge the spatial and

symbolic rigidity with whichthe termis oftenassociated.

Renegotiating and Deterritorialising Heimatin New Austrian Film

Reportingfor the New York Time®n the beginning of a series of Austrian

film screenings at the Film Society of Lincoln Centre in 2006, journalist

Dennis Limf a mo u s | y annrecentyearsettds, tiny @ountry with a

popul ation the size of New York Cityods
world capital of feeb a d ¢ **rDespite .atfracting criticism from a

number of film critics including Barbara Pichler and Todd Herzog, who

di smiss Limds statemamd & dwocnibisvep @l e mi
summation of the current state of Austrian cinema successfully encapsulates

thegr owi ng worl dwi de discourse surroundi ngq

recent revival. The apparent disappearance of Austrian film from national

*Dennis Lim, O6Greeti-Bgsd FEi thmNewbak Timgd6d of Feel
November 2006 kttp://www.nytimes.com/2006/11/26/movies/26lim.html?_*=0

[accessed 26 March 28].

®“®Barbara Pichler, 6The Construcabeteeen of Real i ty: /
Fiction and Qioemaand $otiad Chande in Gemany and Austia by

Gabriele Mueller and James M. Skidmore (Waterloo, Ontario: Wilfrid Laurier University

Press, 2012), p. 267.

®Todd H®ookRegiew: The Newest New Wav&lew Austrian Film Bited by

Robert von Dass ano wsSensesafCideméd @0Mer C. Speckd,
<http://sensesofcinema.com/2012/be@kiews/thenewestnewwave new-austrianfilm-
editedby-robertvon-dassanowskwandoliver-c-speck? [accessed 22 August 2013]



http://sensesofcinema.com/2012/book-reviews/the-newest-new-wave-new-austrian-film-edited-by-robert-von-dassanowsky-and-oliver-c-speck/
http://sensesofcinema.com/2012/book-reviews/the-newest-new-wave-new-austrian-film-edited-by-robert-von-dassanowsky-and-oliver-c-speck/
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and international cinema screens foll owi
boomdé of t (whereih $hBHesnatfim genre reached its zenith),

according to Austrian film scholar Robert von Dassanowsky, allowed for

0t he erroneous and widely spread notion

i n Au®s Howéver, Having secured the Academy Award for Best

Foreign Langa g e film 1in 2008 and 2012 wi t h
Holocaust dramaDie Falscher ( 2 0 0 7 ) and Mi c h a-el Haneke
language dramAmour(2012), which follows an elderly couple battling the

devastating effects of dementia, the Austrian film industry isaodyt

gaining a prominent name for itself on the international cinema landscape,

despite the mbahdodisput 2di®mh eiet has acqui

Austrian fi |l moéswhichela® reén dubbeileni ssance
Austrian Filmd by Austrian film scholar Robervon Dassanowskyan be
traced back to the 1990s, when, following the introduction of state funding
in 1981, a number of Austrian filmmakers began to make critically engaging
and stylistically innovative worksvhich began to get noticed on the
international film festival landscapelrhe majority of critics, including von
Dassanowsky, Susan Lakida and Karl ktasics all agree that thisritical
interestwas intially sparked by a film fromAustrian filmmakerBarbara
Albert, whose 1999 feature filMlordrand was the first Austrian film in

decades to be entered for competition at the Venice Film FeStival.

67 von DassanowskyAustrian Cinemap. 179.

®Haneke also won t he Prespeniige fith®&weRe BandCannes for hi :
(2009) andAmour(2012) and remains one of only five directors to win the prestigious

award twice.

%9 See Robert von DassanowskyA Wave Over BoundarFkilms: New Austri
International 6:31 (2008)p. 31;and KarlM r k o vi Osst,erdrDeeirc hi sche Fi |l msomme
ORF, 16 August 2012 kttp://tv.orf.at/orf3/stories/25457 I9[accessed 20/08/2013].
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Al bertdéds fil m, which exhibits a crit
Austria vis-a-vis the social, political and geograpaicshifts that 1990s
Austria engedered,and which will be eglored in detail in chapter fowf
this thesisjs one of a number of films that appeared in that decade which
exploret h e n préblernaticredationshipgi t h it s .@ndéed,i ¢ 060t her
during the 1990san abundancef documentary and feature workyg New
Austrian  Filmmakers emerged which incorporatd narratives of
displacement, migration and social alienationresponse tahe turbulent
socicpolitical conditons that characterised thdgcadeThese films include
Houchang Allahya® 3 Love Vienna( 1 9 9 1) and FBwiei an FIl i clk
Washington(1998), which will be studied in chaptewb and threeof this
thesis respectively. Other filmsvhich could also fall into this category
include Goran Rebi 8Jsgofilm (1997), Ulrich Seidb €ood Newg1991)
and Mit Verlust ist zu rechnen(1992) Michael Glawoggey sDie
Ameisenstral3¢1995) Anton Peschk& Zeit der Rachg1990, Reinhard
Schwabenitzk dlona und Kurti (1992) Paul Harathér $ndien (1993),
Kenan Kilicb Nachtreise(1994) andKarin Berged €eija Stojka(1999.
While an analysis o#ll of these films is beyond the scope of this study,
these films carall be seen tdhave emergel in a decade when the term
Heimat was beginning to gain renewed currency. Indesll shall now
demonstrate, the beginning of the 1990s signalled a tupomg in
contemporanAustrian history, when the nation was, once again, faced with

the difficult taskof having to negotiate itsremde

As Al l yson Fiddler notes in her arti

cul tur al response to multiculturalism, 01
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of Austria may not have changed since the end of the Second World War

and the founding of the Second Republiz,u t Austriads geopol
significance, its democraticnakeup and its citizend understanding of
nationhood have all changed si®gnificant
Indeed, he fall of the Iron Curtain in 1989, which was first experienced in

Austriathrough the opening of the border between Austria and Hungary in

the summer of that year, as Sathe summar
Aust’tAisa.Mi rj ana Mor o keendofthe bpplariverll s out , ot
and the collapse of communist regimeaggered an unprecedented mobility

of p e’fBuong thesd years, Austria became a popular and convenient

location for prospective migrants, particularly as the disintegration of the

bordering Yugoslavia shortly followed. As Kraler and Sohler highlight

0The inflow of i mmi grants from Eastern E
controls in 1989, and the influx of refugees from former Yugoslavia after

1991, resulted in the almost doubling of the population with foreign
citizenship bet WEehiinflot &F Bigrants and reflgees 3 . 6

initiated a surge in rightving nationalism in the country, which is
successfully demonstrated by the unprece
extreme rightwing Freedom Party (FPO), led by the latérg Haider

Haider, who, asMichael Krzyzanowski and Ruth Wodadoint out, had

O Allyson Fiddler,6 Shi ft i ng Boundaries: RmeSwpnolttes to Multic
TwentyF i r st  C & Mistary of Austrian Literature 1918000 ed. by Katrin Kohl

and Ritchie Robertson (Columbia, S.C.: Camden House; Woodbridge: Boydell and Brewer,

2010) p. 265.

“"Ni khil Sathe, 6Crossing Borders in Austrian Cine
Al | ahyar i NewAudsthaae Filmeddby Rabert von Dassanowsky and Oliver C.

Speck (New York, Oxford: Bergahn Books, 2014.)228.

“Mirjana Morbkedsi k, MdiiSleit t-Wall Migr&tiongne nder i ng Post

E u r o Femidist Revieywwol 77 (2004)p. 8.

BAlbert Kraler and EuwapéamImSigrdtibneA Sourcébaalds t r i a o , i n

by Anna Triandafyllidou and Ruby Gropas (Aldershot: Ashgate, 2@079.
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Grequently expressed coded praise for Nazi fasclénexploited the

nationb6s anxi ety concerning the recent r
antrimmigration platform for his political campaighrbughout the 1980s

and 1990s. T Hoeeigngr ainitiatiyed sincluded tthel989

Lorenzener ErklarungDeclaration of StLorenzen)whi ch was t he FP¥0
first attempt at outlining a concise (aitforeigner policy’> and the 1992

Osterreich zuerst(Austria First) initiative, which in 1993 became a

referendum initiated by the FPO that sought signatures from the Austrian

population who agreed with their aifdireigner attitude® These

campaigns not only managed to infiltrate public discourse, with Au i a 6 s

most widelyread newspapemie neue Kronen Zeitungoropagating the

FP¥0s campai gns -fosemgmer spnéindedt] buintbey alsot |

contributed to the FP¥6s rise Yo power t|

In the national parliamentaryesict i ons of 1999, Hai de
received 26.91 percent of the national vote and aarsecond place behind
the Austrian Peoplebds Party (¥VP). Af ter
FPO and the OVP consequently formed a grand coalition, only without
Haider, who was forced to step down from his position due to the
international controversy surrounding hifnNevertheless, even without

Haider the FPO developed a prominent voice on the Austrian political

" Michael Krzyzanowski and Ruth Wodakhe Politics of Exclusion: Debating Migration

in Austria(New Brusnwick, NJ: Transaction Publishers, 20p8138.

"Reé nhol d G2r tr ne rrsabdiRacsm ihfhE Haidér &rim &Helgaider

Phenomenon in Austri@d. by Ruth Wodak and Anton Pelinka (New Brunswick:

Transaction Ress, 2009), p. 20.

% Ibid, p. 23.

"See Herczegqd &Mhgi &@ntM$ napp.7:86i es in Austriab,
TheEUissuedsant i ons agai nstmAaursati @ad f @ mditich se vamhiebi c 6
which were lifited in September 2000. See von Dassanowisistrian Cinema: A History

p. 239.
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landscape and immediately went about issuing new &isl policies that

revised the previous immigration and asylum legislation. For example,

between the years of 2000 and 2006, the new coalition undertook a series of

major legislative revisions regarding immigration and asylum, beginning

with the cessatiof the quota for the labour immigration of low skilled

workers. Thh s was replaced by ,ahogerehigaly f or Okey
skilled migrants who must prove that were able to earn a monthly wage of

over 2000 Euros per monfAThis was then followedybthe introduction of

the Integration Agreemerftntegrationsvereinbarung, Vin 2002, which,

despite its name, a¥rzyzanowski and Wodak point out, had an

6assimil at 0ot fhis méwa integration r Agfeement issued

compulsory Germaftanguage classeand compulsory language exams for

all new migrants from third countries (ndwstrian and noEU citizens),

who had migrated to Austria after 1980while the aim of the agreement

was said to 6create peacef ul ceexi stence
native Austrian citizen&’ the assimilatory nature of this new legislation
suggested that oi mmigrants [were] expect

i dentities and converft to the ways of thi

During their political campaign, the FPO drew ore ttonceptof

Heimat and its emotional resonance among the Austrian populdaton

“SeeKr al er and Smp2il er, O6Austriad

80 Krzyzanowski and Wodak;he Politics of Exclusigm. 44.

81See Al bert Kraler and Balopeandmmigration: K° ni g, 6 Austri acf
SourcebookSecond Edition, ed. by Anna Triandafyllidou and Ruby Gropas (Aldershot:

Ashgate, 2014), p. 16.

82 Michael Krzyzanowski and Ruth Wodakhe Politics of Exclusion: Detiag Migration

in Austria(New Brusnwick, NJ: Transaction Publishers, 2008), p. 44.

8 Barbara Franzmmigrant Youth, Hip Hop and Online Games: Alternative Approaches to

the Inclusion of Workinglass and Secor@eneration Migrant Teen®aryland:

Lexington Books, 2015), p. xvi.
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perpetuate their righwing rhetoric As Peter Judson highlights, using a

Opur ed rHeimadt daiderp fr o p a gaa tAestlian @ationalism

grounded in the sacred notion deimatthat conjures German nationalist

imagesd During their political campaignHeimat continued to be

employedin political posters, where the term signified an Austrian identity

that was rooted in a monolithic and static notion of space and belofging.

example, in 1998pl acards acr oss tHaématnmussty read ¢
UNSEREHeimatb | ei bendé anldeimdtWeen Wmeasr bl ei ben
Moreover, Heimat was often used in these posters to conjure an idyllic

notion of Heimatas a haven away from the pevesl negative results of

multiculturalism, which includé unemployment ands Judson continues,

6t he growing threat of &fHeaa98poster me and w
whi ch Heinatd s Sioc h er h i exampléAdralve ont thede

negative sterdgpes suggesting that the Austrian idealldéimatmay only

exist without the crime and shortage of jobs thaimigration and

multiculturalism supposedlyengender The campaign sl ogan, 0
ni cht Chicago wer deno vdculturdl magesand,oy s wi t h
as Jacqueline Vansaatgues pl ays on Ot he i mage of Chi
city of gangsters and home to the largest population of Poles outside

P o | &%itdis these contextswhich, as Nikhil Sathe notegrovide the

#pPeter JudsonRe weAmtsitarn amnf Na nRéeilQod tdahmatg eGio | dhagen, 6
Ef fect o: Hi st of FagcingMe GeamaryPastd\ lay Geoff Bley (Ann
érbor, University of Michigan Press, 2000), p. 138.
Ibid.
8 Jacqueline Vansantrauma and Mourning in Memoirs by Jewish Austrian Reémigrés
(Detroit: Wayne State University Press, 2001), p.30
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backdrop and catgdt in which Austrian cinema since the 1990s has

flour® shed. 6

Frameworks

In this thesis | aim to explore the works tfe three New Austrian
Filmmakers, Houchang Allahyari, Florian Flicker and Barbara Albert,
which, | will argue, engage with contempoyaHeimat discourse by
categorically subverting the exclusive, ethnically homogenous, nationalist
Heimat discourse that was finding prominence under Haider at the time.
Indeed as my analysesf thesefilms will demonstrate, the works of these
filmmakers, although diverse, all attempt to renegotiate the spatial and
symbolic dimensions of the term in order to adapt it to correbpoth the
needs and desires bfhe nati onds mulThesecwoikg, b r al popu
shall determine, thus continue to engagehwite enduring legacy of the
Heimatfilmgenre, which, aswill demonstrate in chapter orwé this thesis,

has been employed by filmmakers throughout tHe @& 2 centuries to
visually represent the needfesiresand traumasf the population visa-vis

the evolving geepolitical landscapes of the Germapeaking lands. The
Heimatfilm which is able to adapt, transform and metamorphose with
social, political and geograplatchange, thusas | shalldetermine allows
these filmmakers to employ a readymade model for engaging with and

negotiating the&ehanges that the 1990s engendered.

8Ni khil Sathe, 6The Spaces of tWoddFitt her Vienna i
Locations Viennaed. by Robert voDassanowsky (Bristol: Intellect, 2013), p. 106



27

| will approach theHeimatfilmgenre froma similar vantaggoint to
numerous scholars including Paul Cooke, Johannes von Mdftkane
Frankeand Alexandra Ludewigvho all draw on the works of Rick Altman,
Steve Neale and Andrew Tudor to determine that film genres aré nhoh e
permanent product of a singular origin, b ut temperarytbypedudi
of an ongo®whigh, as PaulcCeakesaddse x i st at the inte
of numer ous c o nipTaus,instepd of mesely attempsing ©. 6
| ocate an 06i ndenésitheddimatéiim Xhich wohbld, tas
Tudor notes, | ead®lwiinsteadeseetheleimatiimer i al i s m,
genre as a dynawjiliving genrewhich evolves in correspondence with the

6br oader sodcal coatext wathindvhithi[itexis{s]. °6

I will examine the films in this thesis from a semantic/syntactic
approach asoutlined by Altman which looks to botht he &édsemanti c6
component®f the genrgwhic h r ef er t o tchaeactayigicsr e 6 s gene
including stock characters, typical settings, particular sfots)3d t he genr eds
6synt act i (whchsedk dormecovette relationship between thes
semanticelemensnd t he genr e.As Alimadiducidatese ani ng)

0to insist on one of these approaches to

blind eye on the necessariPAl tdmadodésnatur e

8 See Rick AltmanFilm/Genre(London: British Film Institute, 1999), p.54; Also see
Andrew Tudor,Theories of Film(New York: Viking, 1974); and Steve Nealgenre and
Hollywood(London: Routledge, 2000).

8 paul Cookep T MeimatFilm in the TwentyFirst Century: Negotiating the New

Ger man Cinema t o eenencHhistories offGearmanindna:rGenie,
and its Deviationsed. by Jaimey Fish¢Rochester, N.Y; Woodbridge, Suffolk: Camden
House,2013) p. 223.

% Tudor, Theories of Filmp. 133.

%1 Cooke,6 T IMeimatFilm in the TwentyFirst Centurg , p . 223.

92 5ee AltmanFilm/Genre p. 54.

“Rick Altman, O6A Semant i c/ SyFRim@eore Readeppr oach t o |
ed. by Barry Keith Grant (Austin: University of Texas Press, 20134
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dual approach provides a suitable analytical tool wiidealing with the
complex and often contradictory history of tleimatfilm genre, as it
allows for a more opeminded inclusive standpoint with which to
distinguish aHeimatfilm corpus. A serantic approach to théleimatfiim
genre wouldsimply look to thef i | amsiletic iconographgr for typical
plots to determine whether or not can be deemed Bleimatfiim For
instance, if the film was set ithe West Germarheath or in theawe
inspiring Austrian Alps andeatured local dirndtlad townsfolkengaging in
village fetes and traditional wedding ceremoni#ispse undertaking a
semantic approach to the film would have no troublalefining it as a
Heimatfilm. However, as a number of contempor&tgimatfilmeattest, a
purely semanticapproach to the genre wouidevitably overlook vital
contributions to the genre which also engage with the genre syntactically.
Films which engage with the genre syntactically eatthan semantically
may, for instancebe set inthe urban metropolisor indeed abroad, as
opposed to in the Alpine or rural idly However, these filmswould
neverthelesscontinue to probe issues of identity, displacement and
belongingi vital syntacticHeimatfilmconventiong in a similar manner to
a number oftheir semanticalifocussed counterpart3.hus, by adopting
Al t mands dual Heamatilm thia thésis is able ttohtake into
account the common iconographical characteristics ofHeeratfilm in

addition to the fundamental messages that the genre seaksviy.

In my examination of the history of thdeimatfilmgenrein chapter
one of this thesisjn which | will trace the genrdrom its inception in the

1920s up until the present day, | will highlight the manner in which the
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semantics and the syntax of thieimatfilm genre have continued to be
employedandrenegot i ated throughoutWhilelthe genr eds
number of fims, as | shall demonstrateeek to overlook or even subvert the

semantic components of the genre, mathersemantic elements (including

the stock c har act er o B narratives ob displacemedhedr

fundamental familial relationshipgontinue © be deployedFurthermore,

while the syntax of théHeimatfilm genre adapts to correspond with the
contemporaneous needs and worgethe population at the tinieseeking,

for example, to visually represent the gmalitical changes of various

historical eventsi the genre, neverthelesscontinues toprobe issues of

identity, belonging, space and plaiceall of its manifestationsAs | shall

demonstraten the chapters that followmany of the films studied this

thesisdraw on the semantic elements of the genre as a means to actively
reconfigure the genreds naynbavwstehicfotrirm
definitions following thefall of the Iron Curtain in 1989These films thus

engage withand rejuveatet h e g gsemantcdnd syntactic makp in

order t o explore Austriads international k

relationship with thé-remde

These films, as | shall highlight throughout this thesis, dfsov on
and renegotiatéhe semantics and syntax atherestablishedilm genres in
order to assist their contemporaydicvisual representations. Indeed, the
Heimatfiimgenre, toquote Boand Pal f r e ydneafni,n eids caant edgiolrly ,
which lends itself to hybridisatiotf. The films studied in this thesésn thus

be seen t@xperience a crossver witha number of filmgenres including

% Boa and Palfreymartjeimati A German Dreamp. 7.
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the road mow, the comedy film, the westeamdthe socal drama which,

as | shall demonstrate throughout this thesis, are genres that have repeatedly

been hybridised with theHeimatfimt hr oughout t he genreds
history. More significantlyhowever,a number of the films studied this

thesis also exgrience a crossver with an emerging trend in contemporary
Europeancinema: the migrant and diasporic fillNumerousrecent works

by Daniela Berghahn and Claudia Sternberg, Hamid Naflsglina

Ballesteros, Leen Engelen and Kris van Heuckeldmsa Rivi Michael

Gott and Todd Herzognd Yosefa Loshitzkwll approachcontemporary

European filmfrom a transnational perspectie.The films that are

examined in these studiashich aresubsumedinder a number of headings

i ncluding 6accen tinndgraton cinemaégBallesteds) f i cy) , o]
and Omigrant and diasporic aginnmemad (Ber
similar manner to the New Austrian Films studied in this thesis, challenge

traditioral understandings of national identity atedritorial boundariesn

response to a number of contermag sociepolitical challenges. Certainly,

as Berghahn and Sternberg argue, this shift from a national to a
transnational perspective in pd€f89 Europea f i fuelledibysthedong

legacy of colonialismthe ongoing process of European integration, the

®SeeDani el a Berghahn and Cl,in&Eudpean Grierearimber g, 61 ntr o
Motion, ed. by Daniela Berghahn and ClauSligrnberg (Basingstoke: Palgrave

Macmillan, 2010), pp.-1L1; Hamid Naficy,An Accented Cinema: Exilic and Diasporic

Filmmaking(Princeton: Princeton University Press, 2004¢lina Ballesterodmmigration

Cinema in the New Eurof8ristol: Intellect, 205); Leen Engelemand Kris Van

Heuckelom, o6l ntroduction: From the East to the W
Post1 989 Eur o p e &uarop€an Gimema After thé \Wall: Screening BaA&st

Mobility, ed. by Leen Engelen and Kris Van Heuckelom (Lamhaowman & Littlefield
Publishers, 2013pp. viirxxii;Mi chael Gott and Todd Herzog, O6lntro
and Cent r ePostiivM&aP pk wmrgo p endEast, WeshnaadnCanire: Reframing

Post1989 European Cinemad. by Michael Gott and Todderzog (Edinburgh:

Edinburgh University Press, 2015), ppl%; Luisa Rivi,European Cinema after 1989:

Cultural Identity and Transnational ProductigNew York; Basingstoke: Palgrave

Macmillan, 2007) Yosefa LoshitzkyScreening Strangers: Migration andd3ipora in

Contemporary European CinenfBloomington, Ind.: Indiana University Press, 2010)
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geopolitical repercussions of the collapse of communism, continuing intra

European mobility and the influx of migrants amedugees from across the

world. *®While the films studied in this thesisould be, andindeedhave

been, discussed under the rubric of transnational migrant and diasporic film,

this thesis willdiscuss these works d$ew Austrian Heimatfilme for a

number of reasons. Firstl yHeimatarel f i | mmake
their renegotiation of the semantics and syntax of Hematfilm genre

places them withina quintessentially Germananguage &éci nemati c
cul t ur al® Seconalyg iwtll approactd these films from a majority
perspective in order to, as Deniz G°ktur
ethnicity, identity and hybridity from margin to centre, from the fringes to

the core of national seff a s h i % Thirdiy,goy $ubsumig films by and

about migrants under the heading of New AustHiimatfilme this thesis

aims to reinforce the transnational quality of New Austrian Fivhich,

since its inception, has not only been represented by numerous filmmakers

of a migrant backgmnd but also incorporates -pooductions with a

number of other national film industrieBhus, although | willcontinue to

draw on the ideapresented by number ofthe migrant and diasporic film

studieslisted above, | will approach the films studiedtins thesis from an

®Berghahn and Sternberg, 6lntroductioné, p. 2.
“See Daniel@aN®ePlghad nli lbe Home? Or I mpossible Hon
Fil ms of NewtCinemasfourmahobContemporary Filmd:3 (2006) p. 146.

%BDenizG° kt ur k, 6 T-Gerrkan Sright. Deséttling @ppitions in

Transnational Cinengain Mapping the Margins: Identity, Politics and the Medéal. by

Karen Ross and Deniz Derman (Creskill,:NHlampton Press, 2003). 178.
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Austrian cinematic perspective, which is, nevertheless, naturally

transnational anchulticultural®®

Structure

In chapter onef this thesid will trace the history of théleimatfiilmgenre,
from the Bergfilme of the 1920sup until the present day, in order to
highlight the numerousvays thatHeimat has appeared on filmA close
examination of theHeimatfiimdb s v ar i ous whawvenlthathe at i ons
ostensibly opposing concepts dieimat and Fremde tradition and
moderiity, local and national, and national and transnational baménued

to undergoa complex process of negotiation throughout the history of the
Heimatfilm In my examination o& variety ofAustrian and German works

I will pay particular attention to the manner in which these films incorporate
the Fremde into their narratives and aesthetic iconographpd will
determine that theleimatfiimhas been employed by filmmakers throughout
history to negotiate th&remdein times of political, social, cultural and
geographical changdn my examination of a number dfleimatfiime
particularly those classic&#leimatfiimeof the 1950s and those that follow, |
will demonstratethe numerous ways inwhich thesefilms reject a stic
concept ofHeimatas a birthplace obirth right and insteadpromote the
possibility or indeed the necessitysdekinga Heimatelsewhere. While the

Bergfilmeof the 1920s and 30s, which were employed as an ideological tool

% SeeRobertvon Dassanowskg nd Ol i ver C. Speck, 6l ntroduction:
TheNorEx c ept i o nal NdAgswigntFilmed by Robéertrvon Dassanowsky
and Oliver C. Speck (New York: Bergahn, 2014.)5.
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by National Socialism, pid Heimatand Fremdein diametric opposition,
the Heimatfilme that followed as | shall demonstrate iohapteroneg
demonstrate a more nuanced relationship withFRiteendein light of new
geographical and political alignments and new forms of migratiamll |
finish this chapter wittan analysis ohow Heimatis being renegotiated in
postunification German cinema and will look at how TurkiSkBrman
filmmakers are deterritorialisingeimat removing the term from the realms

of a specific Germaspeaking sace or place.

In the casestudy chapters that follow,will then examine a number
of works by the New Austrian Filmmakers, Houchang Allahyari, Florian
Flicker and Barbara Albergnd will examine the wayi® which theseNew
Austrian Filmmakers also draen theHeimatfilmmode as a means to adapt
theg e n symtéxsin correspondence withcentsociopolitical shifts. | will
focus on three films from the 1990d4puchangA | | a h lyLave Viénaa
(1991), F | oSuzieaWashiRdtoifl®98)eand BarbarA | ber t 6 s
Nordrand (1999), and will assess the manner inickhthese films
interrogate traditional, si@ notions of belonging and will ascertain as to
whether or not these filmmakers are abldéterritorialse the term fronthe
realms of a specificalhlAustrian sense of place or fromspatial context in
general. Throughouhese chapter$ will also offer a brief examination of a
number of other works by these filmmakers in ordedeétermine thénow
the semantic and syntactic elements ofiile@matfiimgenre have continued
to dominate their cinematic oeuvrdadeed, as the following chapters will
demonstrate, Allahyari, Flicker and Albert have been preoccupied with

interrogating notions of space, place, identity and belonging throughout
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their career; a preoccupation which, as | shall determine, places them within

a quintessential Germdanguage film tradition.

In chaptertwo, | will turn to the works of Houchang Allahyari. Born
in lIran, Allahyari is representative of a number of New Austria
Filmmakers from a migrant backgroutfy.In this chapter I will highlight
the ways in which Allahyari is able to inscribe his owiographical
experiences of dislocation and displacemetd lis films. In my analysis of
his films Hohenangst(1994), Geboren in Absurdistan(1999) andl Love
Vienna(1991), | will examine the manner in whidlahyari exposes the
socially constructed nature dfleimat and thus challenges traditional,
parochial readings of the term which tend to define it in relation to an
originary and organic homeland. Certainly, as | shall demonstrate, the
Allahyari works discussed in this chapter feature protagonists who seek a
Heimatoutside of their place of birth. Whether or not they are able to reach
their desired destination is left opbwy Allahyari who instead offers viewers
images of alternative modes of belonging which exist outside of
geographial boundaries. Indeed, as | shall reveal in my analysisLoive
Vienng Allahyari looks to the transcendental power of multicultural
relationships as a replacement for geographical or territorial stability, thus

deterritorialisingHeimatfrom a spatial context.

In chapter thred, will examine a number of works by the |diew
Austrian Fimmaker Florian Flicker, who, as | will demonstratgbhdises

the Heimatfilm genre with a number of other film genres in order to

190 Other New Austrian Filmmakers from a migrant background include Kenag Kili
Gor an HRsewn TahakUmutD a,jArash T. Riahi and Sudabeh Mortezai.
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successfully represent the personal and physical journeys that his

protagonists must undertake in his films. His workglbe Welt(1993),

Grenzdinger (2012) and Suzie Washington(1998), all hybridise the

Heimatfilm with the scifi, the western and the road movie respedyiy

which allows Flicker to offer new and innovative engagements with the

Heimatfilm genre within the context of globalisatiorHalbe Welf

Grerzganger, and Suzie Washington will reveal, demonstrate the physical

andsymbol i ¢ obst ac | peosagonidiseas thely seareh foFd i c ker 0's
Heimat elsewhere. His films, as | will highlight in my analysis ®tizie

Washington do indeed reveaHeimatt o e x i st ouratomad e o f one
boundariesHowever, as is particularly evident Buzie Washingtorthe

search for &Heimatelsewhere is a complicated and often futile prockss.

my analysis ofSuzie Washington | wi || showcase how FI |
suverts the idea of the o6open roadd that
the road movie genre, and underlines instead the various obstacles that lie

between one destination and the next. By using the semantic elements of the

roadmovie as a means to ultately disrupt thesyntactic notions of

liberation and freedom typically associated with the genre, Flicker re

interprets the roathovie genre to correspond with contemporary concerns
surrounding the nationds excl uisi onary i m
this critical representaton afh e nati onds t r dlicketnent of it
as | shall revealgritically draws on theHeimatfilm mode to expose the

Alpine idyll, in which the film is setas an exclusionary and hostile space.

Thus, Flicker engagewith both theHeimatfilm and the roagnovie, and

adapts each of the genresd syntax as a n
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I mmobility and alienation thata charactei
home as an illegal, undocumented and unwanted midgfdntt c k er 6 s f i | ms,

| shall conclude, thus offer a more sobering engagement Metimat

suggesting thathe deterritorialisation oHeimatis almostimpossible for

those who are born on the O6wrongd side of

In chapter foud will analyse a number of films by Barbara Albert,
who, as | shall demonstrate in this chapter, probes issues of identity and
belonging from a female perspectives An important part of a strong
female participation in New Austrian FilmAlbert focuseson female
protagonists in her iim&*Al bert 6s fi | ms, although higt
draw on the generic syntax of the anti/critteldimatmode by representing
the impossibility of a native AustriaHeimat and contrarily promotéhe
possibility or inded the necessity of seekingdaimatelsewhere. While the
two films analysed at the beginning of this chapBéise Zellen(2003)and
Fallen (2006) follow native Austrian protagonists who become alienated
from their nat i ve sioution touhe dlocanestary Al ber t 0 s
film Zur Lage:Osterreich in sechs Kapitel2002)and indeed her critically
acclaimedNordrand (1999 bothdr aw attention to Austriabo
population and probe the social, political and economic barriers that prevent
thesecharacters from having access tddaimatat all. In my analysis of
Nordrand | will demonstrate the manner in which Alberategorically

rejects the notion of an organideimat that is rooted in outdated and

101 Other female New Austrian Filmmakers who have also received critical attention

include Jessica Hausn€&uth Mader, Valeska Grisebach and Kathrin Resetarits. See

Cat harine Wheatley, ONot Politics but People: The
Gri sebach and inNewAsstriamaFilnted. bysRobent \ion Dassanowsky

and Oliver C. Speck (New YorBergahn, 2011)pp. 136-147.
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conservative interpretations of Austrian spaoe placeandwill look at the

ways in whichAlbert disrupts the national significance and specificity of the
AustrianHeimatin her subversive representation of iconic Viennese spaces.

Whil e Austri a, as | shall d e taedr mi ne, do
native Austrian characters a sense of [
protagonists are however able to findHaimatwithin themselves. Indeed,

as this <chapter shall C 0 n Héiratl by , Al bert o
advocating new, noespatialmodes of belonging which cut across ethnic,

geographial and heteronormative boundarids.her engagement with the

antirHeimat discourse demonstrated lay number ofher literary feminist
colleagues,including Ingeborg Bachmann and Elfriede Jelinédbert

dismantles traditional modes of belonging and substitutes ancestry, the

nuclear family, marriage and traditional gender roles with more

contemporary constellations predicated on mobility, hybridity, gender

fluidity and above all, female solidarity.
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Chapter 1: Retracing the Colourful History of the Heimatfilm

Literary Beginnings

The Heimatfilmhad its antecedents in thteimatliterature of the late 19
century. Concomitant with the emergence dleimatbewegungn the late
1890s, (which comprised activities and institutions including but not limited
to Heimatkunstand Heimatschuty Heimatliterature emerged as a reaction
to the rapid modernisation and industrialisation in the Gerspaaking
lands during this @riod. The literature of this period, suitably termed
Provinzliteratu® I n  Aandet toi base itself upon a number of

binaries, as Elizabeth Boa and Rachel Palfreyman illuminate:

Key oppositions in the discourseldéimatset country against cityprovince
against metropolis, tradition against modernity, nature against artificiality,
organic culture against civilisation, fixed, familiar, rooted identity against

cosmopolitanism, hybridity, alien otherness, or the faceless Mmass.

One of the most imponta of these binaries, as scholars including Helmut J.

Schnei der and Fri edr i c hinscBbddn banhdd not e,

Schreckbild Stadtdé dichotomy, where the

to the provincé. As Anton Kaes expl aaimedthe t he city

i ot H ahe &ite of rootlessness, hectic activity, and transient superficial

! Elizabeth Boa and Rachel Palfreymateimati A German Dream: Regional Loyalties

and National Identity in German Culture 189990(Oxford, Oxford University Press,

2000) p. 2.

’See Friedrich Sengelcea,eck&Wdn HordlischtdBuldlika ich und S
und Geogiked. by Klaus Garber (Darmstadt: Wissenschaftliche Buchgesellschaft, 1976),
pp.137159. Al so s ee He bhitelHeimal und Heonhtlickekeitdlesr , O Er z
Erzéhlens: Zwei poetologische Modelle der I8hrhunderts:ivgerliche Epos (Goethe)

und humor i st i s c hkKeimBtatrte nter6eBtiaraobMendry, and Space

ed. by Friederike Eigler and Jens Kugele (Berlin: de Gruyter, 2pp2)5 33.
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values; a soulless anonymous desert of concrete; the scene of international

busi ness, i mmo r & The tusalHeinmatbn tdeeother amach c e . 6
6stood f ssibility toh securp dhuman relations, unalienated,

precapitalist labour, and the romantic harmony between country dweller and

n at & The Geéman authors Adolf Bartels and Hermaring and their

respective work®Die Dithmarscher(1898) andDer Wehrwolf(1910) are

representative of this trend. Their works, as Axel Goodbody explains,
associate t he cilgsgn, Chdog, Vierbe¢heneZérdbgn Ei nf |
und unkontrollierte Sexuadit > Téh u s , as a Ol oMarhat si er bar e
in these late 1 century and early Zdcentury texts symbolised an escape

from and an antidote to the effects and threats of modérnity.

It is in these late 1® century and early 20 century cultural
manifestations oHeimatthat the concepts diieimatand Fremdeappear
most diametrically opposed. Indeed) its portrayal of local pride,
permanence and a reactionary amban bias, by the 1920s th#eimat
concept, as it was projected Heimatliteratur was incorporated into the

Nati onal Soci aldeokwdy. Aé Kaksdllondmiratesd s oi | 6 i

During the 1920s the concept absorbed agrabamantic, reactionary and
also antiSemitic variants, which in turn were incorporated in the National
Socialist fibl ood andHdanmatiwas@d symmymefanent . Af ter

race (blood) and territory (soil), a deadly combination that led to the exile or

3 Anton KaesFrom Hitler to Heimat: The Return #fistory as Film(Cambridge, Mass;
!:ondon: Harvard University Press, 1988) 165.
Ibid.
® See Axel Goodbodyyatur und Moderne um 19003Bmei Represenatioii Medien ed.
by Adam Paulsen and Anna Sandberg (Bielefield: Transcript, 2013), p. 186.
®SeeChr i st iHeimatBeilire §iegfriell Kracauer and Alfreddblin als urbane
Et hnografen der k Hanmsattsednteseactiona Memoryand Space n
ed. by Friederike Eigler and Jens Kugele (Berlin: de Gruyter, 2012), p. 93.
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anni hilation of anyone who did not ifbel ong

Heimatme ant the murderous < ec¢clmasi e@n o f everytt

The concept oHeimatwas thus transformed from a local concept into a

nationalised concept under the Nazis. The rudgimat with its

mountainous topography and tigkriit community, became a metaphor

for nati on, race and Vol k. As Johannes
racialig language, Nazism cut the notion éfeimat to its social

bi ol ogi clal agenda. d

Heimatand Nazism: TheBergfilme of the 1920s

While Heimatfilmscholar Johannes von Moltke traces the beginnings of the

film genre back to the early 1910s, with film titlexcliuding Heimatliche

Scholle (1910) andHeimkehr(1911), he argues, providing evidence that

0t Hegmatfimhad begun to enter cinematic discc
before the 1920%the majority of scholars (including Boa and Palfreyman,

Alexandra Lu@wig and Eric Rentschler) agree that the genre particularly

flourished in the late 1920s and 1930s within Bhat und Bodertlimate of

Nazi ideology'® Indeed, the Bergfilm which is the Heimatfilmd s

forerunner;* and would go on to provide creative andragive stimulus for

the 1950sHeimatfiime had absorbed the National Socialist connotations

" Kaes,From Hitler to Heimatpp. 165166.
8 Johannes von Moltkéyo Place Like Home: Locations of Heimat in German Cinema
gBerkeIey, Los Angeles: University of California Press, 200555.
Ibid, pp. 2829.
19 see Alexandra Ludewigicreening Nostalgia: 100 Yiessof German Heimat Film
(Bielefeld: Transcript, 2011p. 10.
1 SomeBergfilmedid explicitly sell themselves adeimatfime Fr a n Die ISoadet z 6 s
Christti( 1933), for examgnmatimd h8ese tlhkei dubpitl&40
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that were embedded within its literary grenner and, according to its most
scathing critic Siegfried Kracauer, was

Nazispr it . 6

The narratives of th&ergfilmeof the 1920s and 30s focus on the
battles between humanity and the &édmajest
preservation of the beautiful alpine landscape and the rise of mass tourism
in the early twentieth century, treeen the illusionary attraction of the
exotic and the reality of a O6soull essb
between the humble, brave German or Austrian and the materialistic
foreigner*Er i ¢ Rentschl er argues that o6read s\
film manifests a desire to take flight from the troubled streets of modernity,
from anomie and inflation, to escape into a pristine world of soovered
peaks and ovep ower i ng eThe Mygolian sfilmmaker Luis
Tr enker 0 sDedver®réne Bahlfomexample, which in the year of
its release was hailed by Nazi observers
representative of Rentschlerds descripti
above!® The film follows the Tyrolian born Tonio and his voyage
America; a trip which is fuelled by the recent death of a friend at the hands

of the treacherous mountain landscape together with his desire to experience

12 Sjegfried Kracauer-rom Caligari to Hitler: A Psychological History of the German

Film (Princeton: Princeton University Press, 1947), p. 112.

“sSee Nancy P. Nenno, 666Postcards From the Edgeod:
Mo u nt ai n LightiMotimés:, GermarfPopular Film in Perspectiveed. by Randall

Halle and Margaret McCarthy (Detroit, Michigan: Wayne State University Press, 2003),

pp. 6184; andSusarSontag 6 Fa s c i n at The Nazificatisnoof Ast:rAd, , i n

Design, Music, Architecture and Film ingfThird Reiched. byBrandon Taylor and

Wilfried van der Will(Winchester: Winchester Press, 139f 205.

“YEric Rentschler, 6Mountains aNedGeMmaernity: Rel oc¢
Critique 51 (1990), p. 139.

15 Eric RentschlerThe Ministry of llusion: Nazi Cinema and its Afterlif€ambridge,

Massachusetts: Harvard University Press, 1996), p. 79.
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new exotic placesHernwel). However, when Tonio reaches his destination,

a New York which is suffring the aftermath of the 1929 stock market crash

and is, according to Rentschler, presented to the vieweb @as si t e of
seduction and a dan'§ @anio issconseduendyc t of de
subjected to a 6nightmari s'hindeedr ashi ng b
during his time in New York, Tonio struggles to find food, accommodation

or work in this new alienating urban setting. The film thus culminates in

Toni ods return to his homel akethatwi t h a ne:
and an incentive never teave itagain. Tonio slips back into his former life

as if he had not left; reunited with tieimatgirl, Barble, and maintaining

his idolised status among the rest of the community. The film therefore not

only demonstrates the dangers that abide insg®mingly attractive and

exotic faraway places of tHeemdebut it also emphasises the fundamental,

intrinsic connection between man and his origidaimat

Not only did theseBergfilme explicitly display National Socialist
ideology through their repsentation of an antoreign mentality but the
mysticism afforded to the mountainous landscapes iB#éngfiimis, as Boa
and Palfreyman point out, a featureRifit und Boderideology in itself*®
As Susan Sontag explains, the mountainous landscape Betigfilm can
beseen as Oboth supremely beautiful and
which invites the ultimate affirmation of and escape from theisglfo the

brotherhood of ¢ ©Theaigoémoantaid climbingia deat h. 6

1% 1bid, p.78.

7 bid.

8 Boa and Palfreymareimati A German Dreanp. 14.
9 Sontag, p. 205.
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This | rmegen haesnoved b
t his tdeepyrsi ghotr r

This i mage has been
t his tdaemyrsi ghotr r ¢

FigureTHe beauti ful unt ouched Ger man al |
Fanchiose wei Ce He | | €1 9209 Painzd PLael ng Ri efe
climbing toward thRashiglhac(myS3a)c.al DWW al [
capture

these mountain films, she continues, thus constitutes a metaphor for the

ounl i mited aspiration toward ttéere high my
6become cFammecwceert R Fiipl. ®s i ncluding Leni Rie
Das blaue Licht( 193 2) , Ar Die wele HBle nvank RizsP4dl

(1929) a ndervErtorene ISehardrepresentative of this notion of
the unconquerable mysticism of the beautiful, untouched, alpine wilderness,

which can ultimately be seen as a precursor of Nazi idedtbgy.

20 i
Ibid.
L For a detailed analysis of tBergfilmand ts Nazi associations, see Sontag, pp-20%;
RentschlerThe Ministry of lllusionpp. 7396; and Kracauer, pp. 144 258262. Also see
Rent schler, O0Mount ai-16%foramadicleMimtdckalengesthis6é , pp. 137
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After being propagated by the National Socialists and becoming
synonymous witttheir Blut und Bodendeology, postvar the termHeimat
was, according to Boa andH®wVerftheeyman, 6u
success of the 195@4eimatfiim as | shall nowadi scuss,
remarkable continuity of a genre that seemed teigievery twist and turn
of hi*Sdteosrpyi;tée, as von Moltke notes, bein
objectodo -bandgGeagnanf i | mindded & termiwhighr aphy. 6
was inundated with extreme nationalist connotations anehadern, anti
urban andanti-foreign mentalities, was able to rid itself of these previously
ascribed pejorative ties and contrarily adopt a newly revikkimat

sentiment to correspond with the changing needs of a postwar society.

2.3. The ClassicaHeimatfilme of the 1950s

Although, following the end of the Second World War, The East and West
German and Austrian film industries were split under allied occupation, and
were subsequently developing separate industries at the time, Mary

Wauchope notes that during this period oftp@s development, including

the 1950s, 6a clear distinction among tl
three national cinemas i ¥Indealrasshe ul arly d
el aborates, t he Oi nterconnections bet we

zz Boa and Palfreymartjeimati A German Dreamp. 10.

Ibid.
“Johannes von Mol tHeimatG enHincEde, Gernmre Cinema Bhok e
ed. by Tim Bergfelder, Erica Carter and Denigk@irk (London: British Film Institute,
2002) p. 18.
“Mary Wauchope, 6T e ma®ringitheé Fifes: Cinemain & i
Divided Germanyed. byJohn Davidson and Sabine Hake (New York; Oafd@erghahn
Books, 2007), pp. 21Q11.



45

systems 1 including economic dependencies, -moductions, shared

personnel, and similar ideological go@lsuggest that for some aspects of

film study it makes less sense to speak of separate national film traditions

for this period than of regional developmefim Germad anguad’e fi | m. o
This is particularly pertinent in the case of thkimatfilm which as

Wauchope highlights, constitutes a regional rather than a national

devel opment 6concentrat-gpeaiki nd hear Ve sd e
Claudius Seidl agrees thi Wauchope when he writes that during the

p ost wa rderylautachesund dér dsterreichiset@matfiimsind so eng
verwandt, daC man die bei dé&ntThekaum ause
Heimatfilm of the 1950s can thus, as scholars including Seidl, Wauchope,

and von Moltke agree, be discussed in term® & G eAustriamcoe

pr od u € a&notion tha is reiterated by Michael Neumavtro refers to

theHeimatfima s 6 d e rostairieahischéteimatfiim

During the 1950s theHeimatfilm thus began to take on a
transnational dimension. Not only were the industries of the now separate
nations of West Germany and Austria tied financially but their respective
audiences also had shared interests and affinities that could be addressed

togetheras Seidl elaborates:

% |pbid, p. 210.

2 |bid, p. 215.

28 Claudius SeidlPer deutsche Film der fizifjer Jahre(Munich: Heyne1987), p, 65.

29 von Moltke,No Place Like Homep. 25.

%0 Michael NeumannDie fiinf Strome des Erzahlens: Eine Anthropologie der Narration
(Géttingen, de Gruyter, 201,3). 569.
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In beiden Landern fiel es den Leuten schwer, sich einzurichten. Beide
Voélker hatten groRe Schwierigkeiten mit der neuen Rolle, die sie nach dem

Krieg spielen sollten, mit der neuen Identitat, die sie sich zulegen mitRten.

In light of these industrial and emotional connections, ke matfiim
buttressed the idea of group identity and unity during these times of social
and physical displacement and dislocation. In order to appeal to both
audiences, thdeile Weltthat the 196s Heimatfilm portrays, in both its
Austrian and West German variations, is therefore generally void of

Austrian or German national specificities.

An interesting anomal y, Siskimlogg ver , i's E
(19551957), which, despite being set & quintessential multicultural
Habsburg past, was adopted and embraced by German audiences. Based on
a 1931 play by Ernst &sey and Gustav Holngissifollows the marriage
between the young Bavarian empress Sissi and Franz Joseph, the emperor of
Austi;,and i s wunanimously regarded®& as Austr
Selling nineteen million tickets worldwide in 1956 alone, David Bathrick
believes that the film achieved what would today be regarded as
6 bl oc kb u $tFerthernmore,atte unain @ctorspiRy Schneider and
KarlheinzBh m, became household names foll owin

z

even, accordingto Nadjaéimer , created*®a é6new star cul't

31 Seidl, Der deutsche Film der finfziger Jahe 66.
See David Bat hr i cSissiTriogyBridfes dapsmirgets HollyWobdb :

t hrough Hybrid Bl ANewHistory of German Gnemad. bys 6 |, i n

Jennifer M. Kapczynsky and Michael D. Richardson (NY.; Rochester: Camden House,

2012), p. 38.

%3 |pid.

% NadjaKramerp Model s of Masculinity in Postwar Germany
West Ger man Wi eder blGoagadion toGgrmah Eibeasd.tby 6 , in

Terri Ginsberg and Andrea Mensch (Maiden: Wikgackwell, 2012), p. 341
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Mari schkaods film trilogy can be seel
formulae of the popular Austrian film genrehe Wienfilm into the
Heimatfilmgenre. ThaVienfiimwas made famous in the 1930s by Viennese
actor, director, screenwriter, producer and singer, Willi Forst and was
revisited and r@ppropriated in the 1950s by Austrian filmmakers including
Franz Anteland Ernst Marischka. These filmmakers set their films in a
quintessentially Habsburg past, offering viewers a nostalgicised image of an
imperial past far removed from the realities of the M8YIl era and the
questions of guilt and culpability which acopanied it. While these films
do differ from the classical 1956#imatfilmin their return to the Habsburg
past and in their use of an urban setfinfpcating the action in some of
Viennaods i coni c | andmar ks including St .
Schnbrunn Palac® - by offering their viewers escapism from the realities
of the postwar present through the visual return to an ostensibly innocent
past, these films are regularly subsumed under the headidgiwfatfiime

by scholars including Gertraud Steinigdja Kimer and David Bathric®

These postwalVienfilme whi ch i nDdrale&ndé&nt el 0s
(1951) , Meldhermliigel (1858 and & a von Basi f frads
unsterblihe Anlit1947), often promoted pictures of multicultural harmony:

Hungarian Czech, and Italian characters were seen teexest and
cooperate peacefully. However, these films, in their omission of the

Germanl anguage regionds most recent past,

% SeeMaria Fritsche Homemade Men in Postwar Austri@nema:Nationhood, Genre

and MasculinityNew York, Oxford: Berghahn, 2013).

% See Gertraud Steindbje HeimatMacher: Kino inOsterreich 19461966(Vienna:

Verlag fir Gesellschaftskritik, 1987), pp. 1282 Bat hri ck, 622 December 195!
and Kémer , O6Models of Masculinity."'
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propagation of eaultwg mdcesdfiharraonizatomaf s oci o
the ethnic, l i ngui stic, and cul tural pl u
perpetuate what Habsburg scholar Claudio Magris has famously termed the

6 Ha b s b u r'gAs IK&sherihe Ténkin explains

Magris argues that when the Austidaingarian Empire collapsed in 1918,
intellectuals and writers saw the foundations of their lives and their culture
destroyed. They were unable to cope with the demands of a vastly changed
political climate, and looking back they remembered Habsburg Audsfriaa | s ]

einegickl i che und h*%3rmonische Zeit.od

Drawing viewersod6 attention to a mytholog
escapist needs, th#ienfilmheld a similar function to theleimatfilmand

thus became a hit with both West German and Austrian audiences. With

both separate nations suffering the dislocating effects of political, social and

geographical realignment, and, more importantly, historical amnesia, both

West German and Austrian @diances as Erica Carter argues, were able to
identify with oO0the i mperi al nostal gia an
with which these films engagéThe success Sis$ifimemri schkads
both West Germany and Austria, is thus, as Carter comstimepresentative

7

of 6a cinema culture unconstrained by th

Jacques MitelelRopaheatiey dedémoired , A Companion to Cultural
Memory Studiesed. by Astrid Erll and Ansgarisining (Berlin: De Gruyter, 2008), p. 41

% Kathgine TonkinJ oseph Rot hoés March into History: From t
Radetzkymarsch and Die Kapuzinergi@i®bchester: Camden House, 20(8)8.
®Erica Carter, 6Sissi the Terrible: Melodrama, Vi

SissiT r i | im §cyeénjng War: Perspectives on German Suffeedg by Paul Cooke and
Marc Silberman (Rochester: Camden House, 2301.8P.
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states and fused instead into the larger cultural territories of the German

speakiny | ands. 6

The classical 1950¢1eimatfilm also experienced unprecedented
succesamongst both West German and Austrian audier€learacterised
by their agrarian, majestic, picturesque settings, 1%&satfilmewere
typically set in Austriabs Sal zkammer r e
when in Germany, as Wauchope notes, theyddrtd be set south of the
Main River in Upper Bavari& The typical use of the Alps as a location in
the Heimatfilm fulfilled a number of functions. Firstly, as Maria Fritsche
notes, the mountainous setting offered a generalised setting that both West
German and Austrian audiences were able to identify with; one which
@avoids direct r e f* Seeondly.@s Claudius Se@lt i onhood.
argues, nowrban landscapes such as mountains and forests were
geographically and symbolically faemoved from the evés of the Second
World War® These | andscapes therefore of fer
di stractiond from t he-warlifogemefatedsandand tr aum
by extension, a flight from questions of guilt and culpabfftifthe 1947
AustrianHeimatfilm Han s WoDeif HoféasGeigey for example, openly
avoids an engagement with the past, as it reassures viewers in the opening

introduction:

Dieser Film spielt im heutige®sterreich, das arm ist und voller Sorgen.

Dochi haben Sie keine Angstdavon zeiger lhnen wenig. Er geht an der

9 bid.

““Wauchope, 6The AOthero German Cinemad, p. 216.
“2 Fritsche Homemade Men in Postwar Austri@mnema p. 103.

43 Seidl, Der deutsche Film der fiinf ziger Jahpe 64 and p82.

“Willi Hofig, Der deutsche Heimatfilm 194060(Stuttgart, 1973), p. 185.
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Zeit nicht vorbei, er eghlt nur, d& vielesi wenn man willi auch eine

heitere Seite haben kann.

By introducing itself from the outset as a visual distraction from the troubles

and traumas of postwar life, the filprovided the watorn Austrian and

German audiences with the escapist fare that they recptitbadt time

More importantly, these pastoral and mountainous landscapes were

removed from areas that were already affected by modernity, migration and

urbanisgéion. As a result, a number of critics including Kaes view the-post

war cinematic return to the Alps and the provinces as a reaction to these

postwar processes of modernity, dislocation and social cHamtmwvever,

these locations were employed preciselyatknowledge and engage with

these processes in a careful and comforting manner. As von Moltke

explains, within these films the provincidleimato b e c o me s a

which to mapé patterns of mob®Ility,

Thus, as | shallow demonstrate in my analysis of Alfonsi®tme r Kclwo,
derBerge( 1954) and Gtinrnssdie Bleidepo81);5although

these postvar West German and Austridtteimatfilmedisplay an evident
lack of Vergangenheitsbeiltigung (coming to terms with # past), they are

however concerned with a procéss

Alfons Siimme r 6 s  AMeimnsatfilmiEeha der Bergg1954),

which is more commonly referred to by its West German exportiite,

4> Kaes,From Hitler to Heimat p. 166.

46 yon Moltke,No Place Like Homep. 118

“"Hans Deppe had also madeimatfilmeduring the Nazi eraGewitter im Mai(1937), for
example, can be seen to propagate theNazn propaganda that was typical of the
Bergfilmeof this era. See Ludewi§creening Nostalgijg.135.

“8 yon Moltke,No Place Like Homep. 82.

of

terrain

di s

6comi
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Forster vom Silberwald indeed @emplifies this process of careful

modernisation. Filmed in a number of Austrian Alpine locations,

including the provinces of Styria, Tyrol, Carinthia and Salzburg, these

mountainous landscapes, are, according to Shane D. Peterson, employed

6t o negmotemp®r &ry concerns sutfh as modert
The film follows the female protagoni st
homevillage of Hochmoos, where she meets and falls in love with the

vill ageds forester Hub e mds edsteoftoel d, an exp
OderNeisse line. The function of the theme of migration itindine r 6 s

film is thus twofold. Firstly, the fil mod
who finds aHeimatin Hochmoos and finds romance with tHeimatgirl

showcases howleimatvetriebene(expellees from the East) are able to

successfully rehabilitate themselves into a new Austrian or West German

Heimat Secondly, the process of urban to rural migration, as exemplified

by Liesl in the film, in addition to the unsuccessful visit mda/ her

Viennese artist boyfriend, Max, introduces the concept of modernity and

ur bani sm to t he Austrian and We s t Ger |
boyfriend Max, for example, is introduced to the viewer as he is driving a

red convertible car through the Ausini mountain landscape. The stark

contrast between the natural environment and themae car, which is

made visible by $immer 6 s use of a tracking shot, i
Max as a negative signifier of modernity in the film. His job as an artist

and sculptor and his Viennese studio substantiate this modern, urban

i mage. Maxb6s stay in Hochmoos is cut sho

“Shane D. Bjectior $pacesn Manifédations of the Alpine in the Reception of
the Austrian AHeimatfilm Echo dAustiaBer ged and of
Studies18(2010), p. 127.
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this new, traditional, provincial setting. Liesl on the other hand, although
accustomed to her modern, artistic lifeMienna, is able to rehabilitate
herself back into her origindlleimat She therefore acts as a mediator
and a negotiator between tradition and modernity, demonstrating how
modern, urban influences are not necessarily a threat to the German or

AustrianHeimat.

Hubert, the expellee from the East, is representef r om t he f i | mo s
out set as Taan ndootuitosn dwmibch i s made expl i
beginning when he is excluded from the local community after being told by
his fellow villagers that the issue of deforestation in the area is no concern
of his. In her reading of the film,ds¢ter Baer note'shat Hubert déds dout s
status is further exemplified by his apparent inability to successfully
negotiate the terrain of the pasar province’’ He does, for example, make
a variety of bad choices inthefilimi ncl udi ng the decision to
dogand his decision not t ol whiehlldadsLi e s | abo
him to lose both his job in Hochmoos and Hheimatgirl, Liesl. However,
throughout the course of the film, Hubert demonstrates a remarkable
transformation fréomlddeedj dbydthe ©6i hmdd
Hubert is fully integrated into his new Austridteimat set to marry the
Heimatgirl, Liesl, and entrusted to look after and maintain the Silver Forest.
Li esl 0s rthe jAestidniMaynin faviour of the Eastern elpe
Hubert therefore demonstrates that a commitment and an emotional

connection to the rurdeimat as exemplified bydubert, holds far more

%0 Hester BaerDismantling the Dream Factory: Gender, German Cinema, anétstwar
Quest for a New Film Languadiew York; Oxford: Berghahn Books, 2009).



53

This i mage has been
t his tdcdoemyirsi ghotr r

Fi gurr eWRi Vieendbes € st Max remali nsheanf idaouyt si
the Eastern expell ee Heuibeantt t he Ab$ter itan
village of Hochmoos by proving an affini
mar r yiHeg mahrel | ngmAkbk fEGsh0 Site(rl 9BR2AS)Y. e
capture.

importance than any native affiliatigh.

As demonstrated in my analysisBtho der Bergethe character of
the Eastern expellee held a vital role in tHeimatfilme of the 1950s.
Numerous critics, including Maria Fritsche, Robert Boeller, Sabine
Hake, Boa and Palfreyman, von Moltke and Tim Bergfelder, all agree that
Easternrefugees andHeimatvertriecbenef e at ur e oO6strongly i n t
nar r atindeed,aas \n Moltke notes,he t heme of expell ees

became a generic coention as images of refugees found their way into the

lSeeRachdbal freyman, o6Links and Chains: Trauma bet we
Hei mat Nboreerir@y Wari Perspectives on German Suffeedgby Paul Cooke

and Marc 8berman (Rochester: Camden House, 20p01L50.

*2 SeeFritsche,Homemade Men in Postwar Austri@inema p. 100; Sabine Hake,

German National Cinem&econd EditiorffLondon: Routledge, 2008p. 118; Boa and

PalfreymanHeimati A German Dreamp. 92;adRobert G. Moell er, OWinning
at the Movies: Suffering, Loss, &onlictRedemption i
Catastrophe and Continuity : Essays on Modern German Historyby Frank Biess, Mark

Roseman and Hanna Schissler (New York;ddaf Berghahn, 2007p. 144.
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narratives and i cohiheseHeimdtfimethad dealf t he ger
with the trope of the Eastern expellee include but are not limited to

Wol f gang L Waliwentere Glocken des Heimgil956, Gustav

Ma ¢ h aSuéhkinel 31 1955) , Wo | fAgnahengvonSTodnae i f 6 s
(1958) , Plaimat deifkaLiedes 1 959 ) , FHanmwéAhéel 6s
Dort wo die Blumen bhn ( 1 95 7)) and Granniss dieDHeidep e 0 S
(1951).While an analysis of all of these works is beyond the scope of this

chapter, | will, however, briefly turn tD e p pritn sst die Heidewhich,

as | shall demonstrate, offers viewers another visual example of an Eastern

expell eebds s ucmrand sefoaation in thé West Gerrdam t | 0

speaking province following his initial emotional and physical dislocation.

Deppeds 1 Oronlist fie Hewe plays with issues of
displacement and dislocation following the end of the Second World War as
it follows theLid er sen f ami | y dHesimagirutleepicturdsque a new
northrwest Liineburg Heath following their forced expulsion from their first
Heimatof the Eastern Pomerania. The picturesque West German setting of
thelineber g Heath i n dbetpgsaeimatanddsthe f uncti on
Fremde once again highlighting the contradictions that are a fundamental
component ofHeimat discourse. Indeed, while the Heath is initially an
alienating space for the father of the familyiider Liidersen, over the
course othe film the viewer is able to observéder and his family forge a
new Heimatfor themselves in this new provincial setting. At the beginning

of Deppeds f i Udenlidersenrinitialyxsarugglds & ,adajit to

“Johannes von Moltke, 6Loc atd fromDHRAitatket : Tracki ng
He i ma tinfFramingdhe Fifties: Cinema in a Divided Germaweg. by John E.
Davidson and Sabine Hake (New York; Oxford: Berghahn book®)20. 76.
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his new West GermaHeimat This isexemplified by his constant desire to

poach in the local woods despite it being illegal, which, as von Moltke

not es, is O0a habit t hat functions as a
sense of homel es sTowever,anislso diterstippéea c e me nt . 6
in the 1950Heimatfilm with the help of the local villagers in addition to

the rehabilitory powers of the picturesque, rural local@el Liidersen is

able to successfully adapt to his new surroundings, thus providing the

millions of expelleesinthaf t er mat h of the Samcond Worl

i maginary equivalent of r®turn [and] a p

According to Boa and Palfreyman, these visual representations of
successful integration and rehabilitatiGatisfied the perceived need of
refugees and exiles to identify with a positive image of West Germany or
Au s t°t Fudhertore, the possibility of a secomtkimat that the
Heimatfilm advocated, presented the idea di@matthat is no longer
bordered or clearly defined. As audiences obseasdfn expellees lose
one Heimatand subsequently acquire another, the concepteahatis
transformed from being a cosy, local, geographically defined place to, as
von Mol t ke ac chnomeen tasn®d Casequenitly, inxthed
1950s Heimattransformedrom being a term that referred specifically to
a local, exclusive, racially defined mode of belonging at the turn of the
century, to a term that could be pluralised in order to demonstrate how a
dislocated and fragmented nation could rehabilitate itstlfa new West

German or Austriaieimat

>*von Moltke,No Place LikeHome p. 4.

% |bid, p. 6.

*6 Boa and Palfeymarteimat- A German Dreamp. 11.
®"von Moltke,No Place LikeHome p. 88.
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Interestingly, some 1950¢4eimatfiime including Wolfgang
Li eb e n ®e Trppbasilie (1956) andDie Trapp Familie in
Amerika (1958), transcendH e i mageographical boundaries even
further and demonstrate theanewHeimatcan indeed be realised abroad,
in America. While, as von Moltke notes, America rarely features as a
physical location in théleimatfilmeof the 1950s, it is however regularly
referenced in t°he fLilehe®denakaeddsi ¥éd.ms,
based on the biography of the von Trapps, the films explore the von
Trappso6 arrival in America rather than t
seen in Robert Wi se0HKdemdthr Thg #oureld answer t
of Music(1965). By representing the chara er s 6 arri val rather t
traumatic departure, Liebeneinerodés fil ms
1950sHeimatfilmtradition, which favours a positive image of relocation
in place of an emotionalised picture of departure. Thus, as von Moltke
concldes, while the films continue to remai
di spl acement of refugees, 6 they also off
relocation to reinforce the idea thdeimatcan in fact be regained in a

variety of different location3’

The Austrian and German pestar Heimatfiime as | have
demonstrated above, signified a shift in the very meanitteohat The
term was no longer clearly defined, as it was in the Third Reich, and
became pluralised to showcase how Eastern expelleegfagees could
find a secondHeimat in West Germany, Austria or, as observed in

Li e ben rapp élmg £ven in America. The films also, both

%8 |bid, p. 155.
%9 Ibid.
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aesthetically and thematically, satisfied the needs of the West German
and Austrian domestic audiences, offerthgm both, simultaneously, a
positive, generalised image of nationhood to identify with while also
offering them a visual distraction from the dislocation, devastation and
regeneration that characterised the postwar period. Furthermore, the films
did notfully oppose the forces of modernisation, cosmopolitanism and
urbanisation. Rather, they revealed a negotiation with these processes,
showing, as Marc Silberman acknowledges, that these modernising
processes have® Hepce,shstead vk prodirgl a1 e . o
regressive safe haven away from modernisation, mobility and
urbanisation, poswvar Heimatfilmebegan to demonstrate how modernity
could play an active role in the construction of a nés¥matand a new

postwar identity.

In light of my examination othe Heimatfiinb s engagement wi th

theme of dislocation and expulsion throughout the postwar years, and in

their negotiation with the concepts of modernity and the urban, | would be

inclined to agree with Tim Bergfelder when he writes thait t woul d be
wrong to deduce from the worHeimat an emphasis on stasis in the

f i | °mMEhis Statement is also particularly pertinent with regards to the

Heimatflmb s engagement wit h FReheafimtwhiphi c of t oul

Bergfelder deems theHeimatfilnd s Otewmirre, @ overl aps Wi

Heimatfiimto such an extent that the films of these two modes are often, as

0 Marc SilbermanGerman Cinema: Texts in Contd&etroit, Michigan:Wayne State
University Press, 1995p. 113.
®1 Bergfelder International Adventure. 42.
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Bergfel derdisddsn,gud s hab¥rubdherforegticesone anot h
films, as Fritsche notes, incorporate similar aesthetic formulae and hold the
samegenericfunctio??.Whi |l e these fil ms, which i ncl t
Rendezvous im Salzkammerdutl 9 4 8 ) and EvaanmtzdasAnt el 0s
Paradies(1951), do place more of an emphasis on voluntary mobility and

social change, discussing them within the eahbf theHeimatfilm rather

than as separate entities successfully reflects the-faoted and at times

contradictory nature of théleimatfilm genre, as the majority of critics

including Boa and Palfreyman, Ludewig, Gertraud Steiner and von Moltke

agree.

A number of theséleimatfilmewere actively employed as a tool to
promote tourismEcho der Bergdor example, was, according to Peterson,
used t o attract touri sts to t he ar e
AFremdenver k arh Osstweerr rfh mmtermbré, the fim
received funding from a number of Austr
explicit agenda to advertise Austrian holiday res®Y@n the use oHeimat
for tourism purposes, Heireat h&Yfzedl toa c e Hol t
commercialisete alpine experience and market alpine tourism to a broad
potenti al c®Y Fhiso coramerciabisatisre of 6the mountain
landscape not only helped to introduce the concepts of modernity and

mobility into these provincial settings, once again providingpace to

®2pid.

®3 Fritsche,Homemade Men in Postwar Austrian Cinejpal34. See Steindbje Heimat
Macher, pp. 6876.

“peterson, O6Projection Spacesd, p. 129.
% Bergfelde, International Adventurep. 43.

% |ee Wallace HoltMountains, Mountaineering and Modernity: A Culturabtéry of
German and Austrian Mountaineering90081945(Unpublished PhDThe University of
Texas at Austin, 2008p. 6.
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negotiate the onset of modernisation, but it also played a key role in the

rehabilitation of the Austrian and WeSermanHeimatfollowing the Blut

und Bodendeology that was absorbed into tHeimatfiimgenre during the

Nazi era. As Mattias Karett confirms, thédeimatn ow b ecame O6att achec
a leisure culture patterned on the democratic and capitalist principles of the
Western world,6 and thus, by promoting
potential tourists, theHeimatfilm continued to distance silf from the

ideology of the National Socialist era with which it was once assodiated.

Not only was theHeimatfilm used as a tool to attract tourism into
provincial Austrian and German settings but the genre also incorporated
tourism into its narrativeand aesthetics as a means to promote mobility and
soci al change. F i Rendezvaus inl SaldkeanmgrgutSt © ger 0 s
(1948) a nEva edbnh tas IP@raxlieg1951), for instance, both
thematise physical and social mobility as a means to offer a positage
of travel and relocation in order to counteract the negative connotations of
trauma and loss often associated with travel within the context of the
di spl aced exp &®éendezveus im SalekanBnerflL@48)r far s
instance, two women, Gretl drfritzi, escape from their tedious office jobs
in Vienna to embark on a vacation toge:
Sal zkammer gut regi on. As we witness St?©°g
and Fritzi, traverse the roads of the provincial landscape ondingimer
vacati on, 6hi king on the road is no | ol

refugees who fled the East, or the strenuous trips of hungry townsfolk to

7 Mattias KonzettTheRhetoric of National Dissefit Thomas Bernhard, Peter Handke,
and Elfriede JelinekColumbia, S.C.: Camden House; Woodbridge: Boydell & Brewer,
2000) p.110.
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obtain food in the coun® Fugtheinoreas Fri t sc

wher eas Ma x 6 s Stienmé ro @xhob del Bergeaated as a
negative signifier of modernity, the automobile in a number of films
including Rendezvous im Salzkammergeitokes freedom, choice and
endless possibility. Indeed, travel in these films symbolised new beginnings,
potential mamage partners, and the possibility of a neleimat For Gretl

and Fritzi, for instance, their temporary vacation transforms into permanent

settlement as they both acquire a job, a home and a proposed husband in the

Austrian provincws at the filmds concl us

What is interesting about this film, and indeed a number of classical
Heimatfilmeof this period, is that a close examination of these films reveal
that they are overwhelmingly concerned with questions of changing
identities. As the respective nat®probed their own national identities and
their new and unique position within a politically, socially and
geographically altered Europe, postwar Ger#zarguage film visually
explored these questions through the portrayal of mistaken identities and the

theme of identity performance. As Maria Fritsche notes:

The high frequency with which the theme of

suggests that it had a particular resonance with the audience. This was an
audience unsure about its national identity, as #perence of Nazi rule

and defeat of Germany had made it impossible for most Austrians to
describe themselves as Ger mans. [ é]
political discourse and took up the issue through the theme of mistaken

identity; it tapped intdhe collective fears, hopes and hidden anxieties of the

® Fritsche,Homemade Men in Postwar Austrian Cinempal4s.

Popul ¢
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Austrians and offered reassurance by depicting how joyful and rewarding it

is to assume a different séff.

Fritzi 6 sHeismsuchang ;ns fSu Regdezvoisim Salzkammergut

for instance, is oyl made possible through her adoption of an atgy.

Indeed, although the women initially plan on travelling to the town of St.

Gilgen together, they ultimately become separated and hitchhike to their

destination alone. Fritzi arrives first at the hokelhi ch i s owned by Gr
fiancé Peter, and, upon arriving at the hotel, she is mistaken for a newly

employed waitress who is due to begin work at the hotel that day. Fritzi

decides to take on this new role at the hotel and, ultimately, she and Peter

begint o f al | in | ove. By taking on a new i
opened up to new and exciting possibilities. When Gretl arrives at the

holiday resort, she too, fortunately, has fallen in love with the man who has

driven her to her destinationhTus, t he fil més conveniently
Fritsche writes, conveys the message t ha
with the things you | on§ Filmeincjudinge it | ove

Ernst M aZwei snceindmaAditg1951), Wolf-Dietric h  Fr \Wer s e 0 s

ka3t wen?( 1947) , F rVeen Madela aus alér A\Vacha(l957),

Hubert M aLiebe s Sorirkea in@ Mus(k1 9 5 6 ) and Hans Depp
Schwarzwaldrédel (1950) similarly adopt the trope of mistaken identities as

a means to not only signal the pleasures of identity variation but also, as

% Ibid, p. 175.
bid, p. 176.
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Mar c Sil ber man not es, to offer Vi ewer s

the difficult r'elation to the fAother. 00

Decanstructing Heimatin the New German Cinema

While theHeimatfilmgenre prospered throughout the majority of the 1950s,
by the following decada change in audience tastes, a decline in the need

7

for obviously escapist films, increasing competition with telesvi o n , and O0a

a

saturated mar ket , whi ch was i n any cas

signified, according to Boé&enafiloh Pal freym

was runni ng’”Ruhermae thesgeneedad, aé Marc Silberman
acknowledges, exhausted ithemes and conventions and ultimately
metamorphosed into the rural sesmedy’® The 1960s also marked a
period when the Austrian and West German film industries went in different
directions. While both industries, according to von Dassanowsky, were

facedw t h t his O0gener al crisis, 6 the West

government film promotion subsfdies that

The Austrian industry, however, was faced with a lack of government
funding and, furt helmstagsireludingn&ilh forstp f Aust r i
Paula Wessely, Pauldrbiger and Romy Schneider turned their backs on
Austrian film to pursue work in television or theatre. This lack of financial

investment and loss of artistic innovation, which, according to von

Dassanow k vy , 6all owed for the erroneous and

" SilbermanGerman Cinemap. 120.

"2Boa and Palfreymajeimati A German Dreanp. 11.

'3 SilbermanGerman Cinemap. 127.

" Robert von Dassanowsk#ustrian Cinema: A HistorgMcFarland: Jefferson, 2005).
178.

(
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ithere is no real film culturedo in Austr

to 6falter for th® following three decad:

While the latter part of the 1960s and 1970s signalled a severe
decline for Austriancinemaé by 1967, fourteen cinema th
in Viennad and O6attendance had fallen dr
to 57.6 mifilthewest3emmanlin@estiy @xperienced a revival
in its critical revisitation to the Heimatfilm genre, which as von
Dassanowsky highlights, represents a 06 mi

industry’” He explains:

The growth of a new generation of Austrian filmmakers was not forthcoming
in any significant way, given the lack of govermméunding, which made
artistic or norcommercial productions a near impossibility. The

developmento f a commercially viable ANew Wa

European cinemas was thus stillbtn.

Following the Eichmann trial in Jerusalem (1961) and the Frankiait

(196365), the previously repressed collective memory of the Nazi past was

re-emerging into German consciousness and, as Boa and Palfreyman note:

6t he youwmarergermp®rsdati on sought @ reckonin
The New German Cinema soudbtre-evaluate German national identity in

light of the Holocaust and the contemporary social conditions of the Federal

Republic. The 1962 Oberhausen Manifesto, which was famously signed by

26 young German fil mmaker s, ponab mi sed 6t h

5 |bid.

S |bid, p. 192.

7 bid, p. 178.

8 Ibid, p. 179.

9 Boa and Palfreymartjeimati A German Dreamp. 12.
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German film, 6 while proclaiming: 0t he ol
new O fhés Néw German Cinema sought to address social, ecological

and political concerns and raise a key awareness of everyday social

injustices rather than simply mask recent past and gloss over its current

issues. By utilising the previously tried and tested methods of the
Heimatfilmgenre and by achieving their criticalegaluation of the genre

by categorically inverting its mode, the New German Cinémtrenhad

already established an audience. However, the rural locale was no longer

seen as a safe haven away from a critical engagement with the past, rather,

the picturesque setting was represented as a threat in itself; presented as a
dangerous ground which, farofm nurturing and protecting its inhabitants,

was O6irretrievabl y?® Rrollowihgethet brigatnadd r epr es s i
vivacious Heimatfilme of the 1950s, the colour was drained from the

audi enceds cinema screens, and enduring
either utilised for ironic effect or replaced with a realist aesthetic in order to

portray cramped living spaces and poor social conditions. Perfect,

provincial, patriarchal families were replaced with dysfunctional families,

the longing to feel a part dhe Heimatwas replaced with a longing to

escape it, and superficial issues of marriage partners, illegal poaching, and

petty theft, were replaced with real, contemporary social issues including

xenophobia, homophobia and class antagonism.

Peter Fleischm n nJagdszenen aus Niederbayeft©68), for example,

features a young mechanic named Abram who returns to his small village in

89Cat herine Fowler, 6The ObeBubpeanCieema Readei f est o ( 19 ¢
ed. by Catherine Fowler (London: Routledge, 2002), p. 73.
81 Boa and Palfreymartjeimati A German Deam p. 12.



65

search of hidHeimat However, Abram is soon a victim of vicious rumours
regarding his sexual it ywbjectaddo regalada an o6out
humiliation and abuse from the rest of the villagers. The hunting scenes

which the title of the film promises and which are a regular feature of the

formulaic Heimatfilm involve the hunting of Abram rather than the local

wildlife. Inasi mi | ar manner to Fleischmannoés f
Kombach that Volker Sctihdorff portrays in his 1971 filmDer plotzliche

Reichtum der armen Leute von Kombashaccording to Robert C. Reimer,

a o6parodied idyl | & *orfewhicth @ppresseSratlser Hei mat f
than nurtures its inhabitants. Sahld or f f 6 s fi Il m, i n its inver
Heimat rural utopia, offers an overt filmic critique of the relationship

between the state and the church, the scapegoating of the outsider, and

specifically, the oppression of the poor. By probing social issues and by

demonstrating how the marginalisation and oppression of outsiders in the

previously depicted innocent, rural idyll is achieved by the local community

in order to stabiliséts own system,Ba and Pal freyman argue |
works implicitly link the antiSemitic Nazi past to the continuing dangers of

racism and xenopthobia in the present. d

According to Deniz Goktiurk, the conception of the criti@ait
Heimatfilm which sought to cinematlly represent and reinforce

contemporary German societal issues with reference to its problematic past

Robert C. RPeméectoéWactuAe AnalSpngrad of Joseph Vi
(19 9 3L)glit Motives:German Popular Film in Perspectived. by Randall Halle and

Margaret McCarthyQetroit, Michigan Wayne State biversityPress 2003, p. 320.

8 Boa and Palfreymareimati A German Dreanp. 12.
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This image has been
t his tdeepsyrsi glotr r

This i mage has been
t his tdepmyrsi ghotr r

Figure 3: A return to black and white in the West German-&fgimatfilme
of the 1960s and 70s. Clesp shot to represent the cramped living
conditions of the p @a plétziche Réichtumder Schl °nd

armen Leute von Kobach(1971) and the hunting of the outsider, Abram in
Pet er FI| elagdszeman aus Niédsrbay€t968). DVD capture.

6opened wup spaces for Ami nority vVviewso,
articulating Aot hernesso, flly malsot i n terr
et h n P*BléwtGgrman Cinema filmmaker Rainer Werner Fassbinder can

be seen as a prime example of this innovative cinematic interrogation.
Considered by Boa and Palfreyman as Ot he
of the New German Cinema filmmake Fassbinder was one of the earliest

filmmakers to engage with the issue of foreign gwestkers and ethnic

%Deniz G°kte¢rk, 6Turkish Women on German Streets:
Transnat i on$phcesin Enrepeem Cinenad.by Myrto Konstantarakos
(Exeter: Intellect, 2000), p.66
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minorities in postvar German)?5 His 1969 work, Katzelmacher in
addition to his 1973 film,Angst essen Seele awfere inspired by the
growing resentment towards ethnic minorities that emerged in-yast

We s t Ger many. During the f@Aeconomi
German government sought to alleviate the shortage of labour supply by
introducing a governmental programme, beginning in 198%€re foreign
workers were invited from all over the world to come and work in Germany
as a Gastarbeiter (questworkerf® These guest workers were in theory
supposed to return to their country of origin every few years and, as a result,

no attempts were made by the government to help integrate them into West

Ger man society. However, as @bouant al

rotation was never properly I mpl ement e

Gastarbeitey along with their families, proceeded to settle in West
Germany and continued to consider West Germany as their Hohsethe
number ofGastarbeitercontinued to grow, from B5-1967 West Germany
simultaneously experienced its first economic downturn since the end of the
Second World War. This resulted in a period of social unrest in the country,
which as Boa and Palfreyman highlight, prompted feelings of resentment,

anxiety aml xenophobia among the West German populdfion.

F a s s b iKatzeknacbeX1969), which is based on his own 1968
play of the same name, can be read against this volatile social and political

backdrop, with the title reflecting the xenophobia and racisiin witich the

% Boa and Palfreymartjeimati A German Dreanp. 102.
8 The majority of these guest workers were recruited from Greece, Portugal, Italy,

Yugoslavia, Tunisia, Spai n, Morocco and Turkey.

GuestWor ker s : Fr emde Diredory GfaVertd £inema: iGérmangd. by i n
Michelle Langford (Bristol: Intellect Books, 2012), 149.
87 |hi
Ibid.
8 Boa and Palfreymartjeimati A German Dreamp. 111.

c
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film engage$? Shot over the course of just nine days, the film follows

Jorgos, a migrant worker from Greece, and the unstable social dynamic that

ensues between him and a group of young Germans that he becomes

acquainted wh in Munich. Seena an ethebt by d&omen and as

t hr e a tothed byrmgn, dorgos incites resentment, envy and frustration

among the German characters and therefore, as Boa and Palfreyman
suggest, t hreat eheie Wello, dwelsitalbhi¢camsebe heeen
perversion of the cherished goal of the 19B@$matfiim *®As Alexandra

Ludewig continues, the feelings of salitred, monotony and dissatisfaction

that accompany the | oveless relationship
6ar e ul ti mat ed yantasidng ralmoet | or émtalisingh the

newc ofehe 6fi |l mds enditnigthedbrumlanurdeodf c ul mi n a
t h ethe oas observed in a number of afuiitical-Heimatfilms including

Peter F | e Jagdszbnera aus dNederbaye(h969) 1 although

violence and aggression against Jorgos is portrayed in thé filowever,

the viewer is nevertheless deniedHgimatesque happgending and is

instead confronted with an opending which offers little resolution, the

aim of which is to provoke a criticaésponse from the audience.

Shot in black and white and using a predominantly static camera, the
filmés drab, mundane aesthetic constitu

bright, vivacious landscapes and gentle romantic panning shots that typify

8 Katzelmacheis a German word withariousmeaningsHere it is used aa derogatory
term from Bavaria which refers to a foreigrerd implies sexual promiscuitl is often
translated iwtcoewmegl ibsh as 6écat

0 Boa and Palfreymartjeimati A German Dreamp. 112.

%1 Ludewig, Screening Nostalgjgp. 245.
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1950s Heimafilm productions’? Furthermore, the static camera not only
engenders a sense of claustrophobia and
environmenti a stark contrast once again to the vast rolling hills and

cornfields of the 19508leimatfilmi but also evo&s a sense of historical

stasis; a community which is stuck in its historically fascistic mentality.

This is reinforced by the epigram that appears before the opening credits,

which repeats a quote made by Yaak Karsu
zu maclen, als die alten bis zur allgemeinen Bewusstlosigkeit zu
konstituieren.® This quot e, in addition
monotonous nature of the action and dialogue in the film, successfully
supports Fassbinder 06 sostwar wesBhat manydhd errog
xenophobic treatment of foreigners, which he sees as a continuation of the
unresolved | egacy of Germanyods fascist

i nterpretation when she c¢claims that Fass
Faschibsnmwnsdo t herefore Oexplores the root

precon®ition. o

By casting himself as Jorgos, Fassbhinder also calls into question

modes of ethnic and cultural identification. As Page R. Laws points out,

Ophysically, ther &oi @rnat hiumg nge mbtoaslt y Fra
own body and thus, as Boa and Palfreyman
unexotic appearanced and O6unalluring p

undo the stereotype of sexual potency which his racist characters project on

92 A similar point is made boa and Palfreymarteimati A German Dreanp. 112.

% Ludewig, Screening Nostagja. 249.

“Page R. L a wBerwei3&MNegen eFaashbi nder 6s and Kauf mannods
Screen Affair as @GreFrom8lack t Schwae:|Cultdral Cresgoversy 6

Between African America and Germaey. by Maria |. Diedrich and Jirgen Heinrichs

(Mlnster: Lit Verlag, 2010)pp. 249250.
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the Grek st r’ahges. @@oes on to suggest t hat ,
motivations for his sel€asting as Jorgos are still contested, it does however

appear that he adopts the role of the 0c
the performativity of identity®® a view mirrored by Katrin Sieg who sees

his performance as an identity in Omasqu
themes of disguise and mistaken identity were common motifs in the

formulaic 1950sHeimatfilm,employed as a means to implicitly reflect the

identity crises of the postwar Germapeaking lands, as discussed earlier.

While Fassbinder engages with this crucial trope, he adapts it to correspond

with his critical representation of contemporary German society. Sieg
correctly goes on to argue thatt he f i Il m insists that raci
not reside in the body of the Other but is produced in the psyche of the

German collective, where it mdst be wunc
Fassbindertherefore, through the tropes of masquerade and igentit

performance, calls into question the racist and xenophobic motives of the

postwar German population by representing himself as the physical

embodi ment of the ethnic 6éotherd only wi

with which thislyadsdiatéedc 6ot her & i s usual

Finally, anot her i mportant aspect o f
successfully interrogates the concept ldéimat vis-a&vis the volatile

xenophobic backdrop of a multicultural

% Boa and Palfreymartjeimati A German Dreanp. 114.

®See Barbara Mennel, 6Masochistic Fantasy and Rac«
F a s s b iAh BearrEatstheSouf in One Hundred Years of Masochism: Literary Texts,

Social and Cultural Contextgd. by Michael C. Finke and Carl Kaxk (Amsterdam:

Rodopi, 2000) p. 204

%" Katrin Sieg,Ethnic Drag: Performing Race, Nation, Sexuality in West Gernang

Arbor: University of Michigan Press, 2002), p. 166.
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rejection of a spatially conceived mef a Germamieimat® Although the

fil mbs ending reinforces a | ack of resol
monotony and tedium with which the characters live theirtdaday lives,

it does however suggest that the utopian notions of happinesslandibg

can still be attained and can only be achieved via a change of location. For

Rosy, a bright future away from prostitution could indeed await her at film

school beyond the confines of this drab, suburban milieu. Similarly, Maria,

who longs for romate and love, dreams of being whisked away to the

6sch°ndé Greece and so away from the o6kal

conversation with Helga in the filmds fi
all es anders wi e Hazelmacherd-ernwehwims oathar act er s
overHeimatliebe 6 successfully dissolving the no

Heimat* F a s s b iKatzeknacbeghusmarked an important shift in the

Heimatflimgenr e and as Ludewig contends, opr c
tradf®Theofim,d6 as she continues, 6in essen
understanding oHeimatby t he New Left 6 as -it Ohel pec

Heimat movement, which must be viewed as a rebellion against the
unsophisticated concept s fthesednte genr e fi
Heimatfilmeof the New German Cinema, tlt¢eimatFremde dichotomy

was thus inverted. The Germatdeimat became theFremde and the

possibility of aHeimatcould only be realised elsewhere; within Fremde

% This is typical of the antfcritical- Heimatfilmand of the films of the New German
Cinema in general. Sérga ScharfNation and Identity in the New German Cinema:
Homeless at Hom(New York; LondonRoutledge, 2008)

% Boa and Palfreymareimati A German Dreanp. 113

190 udewig, Screening Nostalgjap. 252.

1% pid.
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A discussion of New German Cinema and itsegotiation and
deconstruction of the mores of thkeimatfiimgenrewould of course not be
compl ete without t hdifteendoutandtwentfodr Edgar Re
minute chronicle, aptly titletieimat'®®Rei t z6s series, which wa
to the German public in 1984, constitutes a more ambivalent engagement
with Heimatand in particular its negotiation ¢teimatand Fremde The
project was initially conceiveds a response to the 1978 Hollywood series
Holocaust which appalled Reitz in its stereotypical presentation of German
society and in the &%Reizthesdimédeootfee ar so6 it
a more critical engagement with the nat.i

on real German people ratttean a worrout national stereotyp&’

Reitzos chronicle can be seen as an ¢
the Heimatfilmgenre. For instance, the series can be seen to engage with the
classi@l Heimatfimi n t he sense that itmanddopts a s
evokes sentimental p® Eurtbermore, inoifs r egi ona
representation of German history through the local Schabbach village and
its community, as viewers observe the return of soldiers following the end
of the First World War, the 18l Revolution, the Depression, the
encroaching Nazism, and the vililageds mo
albeit secondarily R e i tHeirbasoffers a universal picture of a German

nation and German history through a localised image of a rural viliage;

“FEor more infomHmataiadn tohre ReiittzZiiicsal engagement it
Miriam Hansen ¢ DewsGeimarCritigoen36,H1985pm 324 Eric L.
Santner Stranded Objects: Mourning, Memory and Film in Postwar Gernflhgca:
Cornell University Press, 1990), pp.-802, andRachel Palfreymart d gar Rei t z 0 s
Heimat: Histories, Traditions, Fiction@®xford: Peter Lang, 2000).
193 Alon Confino,Germany as a Culture of Remembrance: Promises and Limits of Writing
1I—(|)i45tory (Chapel Hill: University of North Carolina Press, 2006)57.
Ibid.
195 pjd.
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notion typical of the classicéleimatfilmeof the 1950s. However, as Kaes

notes, the series also negates the classical 19é&@satfilmand adopts an

anti/critical Heimata ppr oach by oO6ultimately wunder mi
i dyl | i c f ac a'®@hushig itsievisisatior to théHeirgatfildd s

vari ous mani festati ons, exemplfes the chronic
6contradictory multiplicity of meani ngs

Heimat &

I n hi s an alHesnatsyon Mbltke Metes tamtéresting
and often overlooked tension within the
and critique inscribed into the fil mbs p
and '®indeed from the outset, the local village of Schabbach is
inextricably tied to theutside world, initially indicated by the episode titles
Fernweld (e pi s o dvitte denVee)i(epiaodedtwod’® The Fernweh
to which the first title refers is exemplified through the character of Paul, a
returning soldier who, struggling to come éorhs with the trauma of war, is
unable to reintegrate into hiseimatof Schabbach and thus longs for a life
elsewhere. Théleimwehwhich one would usually associate with the image
ofther et urning soldier is thus inverted in
the viewer observes Paul leave Schabbach for the USA at the end of episode
one. TheFremdeis also inscribed into the chronicle through the onset of

modernisation and technologisation within the village. As von Moltke

196 g,

107 bid.

1% \,0n Moltke,No Place Like Homep. 24.
199 bid, p. 215.
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This |1 mage hast hbee eanu
t his tdeepyrsi ghotr r

Figure 4. Fernweh Paul leaves hisleimat of Schabbach for the USA in
Edgar Heenat(1284).sDVD Capture

explains,6 Sc habbach acquires elemtdfiedobandr ecept i on
increasingly motorisesdand i s connected andbasahe telepl
resul t, 0 Heimat bepoma rereappeddnto an expanding map of

mo d e r n i*'8Tais pracess di modernisation, he concludes, contributes

to the 6eroding [of] spHeimatdMhubidbundari es?d
R e i tHeirbasdoes, as numerous critics agree, constitute an allegory for

the German nation, theleimat which is being represented onscreen, is

nevertheless tied to th@emdein a variety of complex ways.

110pid, p. 219.
11 bid.
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Deconstructing Heimat (Later) in New Austrian Film

This period of critical reflection and generic reinterpretation in West

Germany during the 1960s and 70s, as mentioned earlier, represents a

Omi ssed waved for t he wAwster iAunstirmawst rfyi.
industry was unabl& express its discontent due to the financial constraints

of that period, an antleimatrhetoric was emerging in the form of Austrian

literature. Postvar Austrian writers, including Thomas Bernhard, Robert

Menasse, Gerhard Frisch, Hans Lebert, Elfridelnek, Elisabeth Reichart

and Ingeborg Bachmann, for instance, returned toHbaemat mode by

categorically inverting theHeimat tropes which were propagated by the

Heimatromanof the nineteenth and early twentieth century. In the-past

years, as J.l.ong points out0 t Heimatromanwas perceived by many

serious writers as a compromised genre that could be resurrected only in the

form of the critical or antHeimatromard? Indeed, writers including

Lebert, Bernhard and Frisch returned to the Austpaovince only to

Oexpose the persisteace Aufsttriea, Madin pgadet
Die Wolfshaut(1960) Frost (1963) andFasching(1967), respectively

Whilst exposing what they saw as a lingering fascist mentality in the

Austrian postwar present, their novels also, according to Katya Krylova,

demystified and dismantled the Austrian rural landscaped s har pl y

criticisingd the thetosrisnoimusoyf’>Thalitesaryr i a s ol d

23, J. Long, 6Aus t-20 0aOnA Hixtorgrsf Austifan lciteratuven , 19 4 5

1918200Q ed. by Katrin Kohl and Ritchie Robertson (Rochester: Camden House, 2006)

p. 226.

13 1bid, p. 227.

MKatya Krylova, O6fiEine den Menschen zerzausende
the Al pine Landscape AustriahBtadmsld(20BRy. 8har ddés Fr ost 6,
15 Heidi SchlipphackelNostalgia afteNazism History Home and Affect in German and

Austiian Literature and Film(Lewisburg: Bucknell University Press, 2010)181.
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works of Elfriede Jelinek, Ingeborg Bachmann and Elizabeth Reichart
similarly <criticise the perceived status
victimdé of the atrocities of itdre6ésHHol ocau:
failure to come to terms with, and accept responsibility for, its National

Socialist past, which, they argue, has allowed for the fascistic structures of
Austriads (supposedly historic) fascism
Robert Menasse defes this Austrian antdeimat literature as the most

important form of literature in the Second Republic:

Nation ohne Heimat. Es ist gewiRR kein Zufall, daR in Osterreich mit der
sogenanniHeimatLi Aet at ur o ei ne im internation
vollig eigenstandige, neue literarische Gattung entstanden ist: Osterreich ist

die Anti-Heimat par excellence. Aber die AilieimatLiteratur ist nicht nur

eine eigenstandige Osterreichische Gattung, sie ist vor allem auch die

wichtigste, die dominante Form dettdsiatur in der Zweiten Republik®

Similarly, Philip Bolton argues that the Astieimatroman did function,

and indeed continues to® unction as a 6én:

It was not until the 1980s, however, when an adequate state funding
programme was edihshed, that the Austrian film industry was able to
engage with this critical mode of cultural expressiorhilé/it must be
acknowledged that the Austrian film industry datempt to establish a
cinematic neawave i n the form onfaratigenfiméi conocl a:

A

avantgar de, 060 in the 1960s 6 it was regarded

16 Robert Menassé&as Land ohne Eigenschaften: Essay zur 6sterreichischen Identitét

(Frankfurt am Main: Suhrkamp, 199%). 103.

YPhilip Bolton, 6 Menfiguratipne of [dentitypimQbntePporawyi nc e C

Austrian Literaturd ( Unpubl i shed PhD, Durham University, 20
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members and critics® Works by Peter Kubelka, Kurt Kren and Valie

Export were seen as far more radical t ha
cinemas and the New Wavektbe 1960s and thus the filmmakers failed to

establish themselves as a serious cinematic movetiieFte introduction

of state funding in 1981, however, conveniently coincided with the

emergence of a new language of Austrian filmmaking. As von Dassanowsky
comment s, 0t he new possibilities of f e
industry somewhat, allowing for the entry of new talent, a few larger

production budgets, and for minor promotion outside of Austria, but the

innovation in the art had already developeithaut any governmered

c a mp a'?° ghis. ddmbination of artistic innovation and government

funding saw the industry experience a slow but steady revival. As von
Dassanowsky <continues, 0eight Austrian
1980, followed by thigen in 1981, ten in 1982, thirteen in 1983 and

fourteen in 1984. Production would hover at this number for the decade, the

heal t hi est amount s Buiing this petiod,eAuseianr | y 196 0 <
filmmakers began, once again, to reconnect with their citierhistory, re

appropriating theHeimatfilmgenre and ultimately recasting it as a form of

critical response to the contemporary seoiditical conditions of the

Second Republic.

Mar ki ng t he beginning thé 19804 e 6Wal dh

signalled anera o f bel ated <critical retrospectio

8T homas EI s ae s Fhe BFl Companiah torGerman €ineineal. by Thomas
lElIgsaesser and Michael Wedel (London: British Film Institute, 19929.p.
Ibid.
120\/on DassanowskyAustrian Cinema: A Historyp. 210.
1211bid, p. 211.



78

Socialist past. Following the end of the Second World War, as Josef

Haslinger notes, the allies officialtye f i ned Austria as O6das er
das der hitlerschen Aggression zum Opfer gefale’® Bhi s évi ct i m
thesisd not only prevented the Austri an
past, resulting in a process of repression and externalisation dlgb jtas

Heidemarie Uhli nf or ms led to the nm&dtionbds fa
According toU h | i mmedi ately foll eaeachimgg t he end
denazification measures were implemented in the occupied territories in

Germany and Austria which reflected the desire of the victorious powers

and the new political elites, who were mostly forropponents of the Nazi

regime, to punish those who were responsible for the war and the Nazi

cr i nfé slonéver, 90% of Austrian National Socialists pleaded

mitigating circumstances to their crimes and by 1949 the process of
denazification was completelypandoned?® The controversial revelation in

1986 that the Austrian presidential candidate, Kurt Waldheim, had past

affiliations with the Nazis as a juni®ehrmachofficer further fuelled this

period of discontent. Belated state funding thus coincided aviperiod of
belatedvergangenheitsbailtigung, initiating the emergence of what is now

regarded as New Austrian Film.

This problematic period triggered what von Dassanowsky terms a

0 ¢ o mo-tergpswith-thepast 6 wi t hin Austrian fil m, [

122 j0sef HaslingerPolitik der GefiihlgFrankfurt a. M.: Fischer, 1995). 60.

Z5eeHei demari e UhIl , 6 TihAustraoHistotical emory &nd Me mo r y &
National Icentity, ed. by Ginter Linter Bischof and Anton Pelinka (New Brunswick:

Transaction, 1997), pp. &Y.

124 1bid, pp. 7272.

125 pid.
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often adapted the n-Hematditeratwed®SFranzf Austri a
Nov ot DeyAusgesperrterf 1 98 2) , F rSchbne Tage€l®d8B)e r 0 s

and Xaver Sc hDerastille @zedn(2983), dor éxample, were

all literary adaptations of pestar Austian antiHeimat novels, thus
signalling Austrian Hématfimaenre¥ ¥oni si t ati on
Dassanowsky notes that in light of the Waldheim affair, an emergent
generation of Austrian fil mmakers had be
cinematic legacy O6r edi scovering film traditions
vocabulary to make these 'magmilar both ref
manner to fiimmakers of the New German Cinema, a number of New

Austrian Filmmakers paid homage to the look of tHeimatflm, yet

critically adapted & syntaxto engage with the moral and social questions

that the 1980s engendered. Austrian cinema, therefore, as von Dassanowsky
remaflsnddi ts A n-eson ofthesneost mainstream of its

g e n t*% théHeimafilm.

The new AustriarHeimatfilm makers of the 1980s, which include
Christian Berger, Wolfram Paulus, Peter Patzak, Leopold Huber, and
Wolfgang Glick, in a manner similar to their literary and New German
Cinema predecessors, attempted to subvert geHeroatfilm conventions
with the ultimate aim of exposing pesfr Austrian society as fascist and
oppressive. Set in the same majestic mountainous or idyllic rural backdrop

as their 1950s forerunners, the NE@imatfilmcontrarily uncovered the

126\/on DassanowskyAustrian Cinema: A Historyp. 211.

127 5ee Catriona FirtiModern Austrian Literature through the LensAafaptation

(Amsterdam; New York: Rodopi, 2012).

128 Robert von Dassanowsk§,Go i ng Ho me Ag aDieSkbtétbawerandi t z k y 6 s
the New AustriatHeimatfilmb The Germanic Review8: 2 (2003), p. 134.

1291bid, p.135.
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Figure 5: Undoi ng the majestic mountainous se
Heidenbcher(1986). DVD Capture

brutality of pastoral life, constituting filmic critiques of the religious values,

traditions, and historical revisionism that the 19%5@smatfilm notoriously
perpetuated. On these films, Thomas EI sa:
of summer tourists and skiingstructors peel away to reveal stilles
obbrutalising everyday ®wWbbkfeame Panol ushée
Heidenbcher (1985) for example, goes back to the 1940s Austrian Alpine

wilderness to demonstrate how the Austrian rural communigpesated

wi t h t he Nazi s, once again chall engin
Furthermore, the film was aesthetically, stylistically and thematically in

dialogue with the West German ahteimatfilmeof the 1960s, using local

nontactors, presenting the pastoral idyllblack and white with sparse use

of nondiegetic sound, and representing rural existence as an oppressive life

of unending servitude.

WE| saesser, O6Austriad, p. 30.
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Contemporary Engagements withHeimat in PostUnification German

Cinema
Sarah W¢gst , i n her Heanattiim Ndgaiatian¥afang Ger ma
Power f ul Myt h, 8 success fHeimatdiscoarsept ur es t h

achieved by contemporary German filmmakeafgimat she argues has
omoved far beyond t Heimafflme @ u @atnido rt sh el aod lyl
thing thatrecent cinematic engagements witkimathave in common, she
argues, is that this €% Recene fiimimt 6i s hi
narratives of Heimat provided by filmmakers of native German and
migrantb ackgr ound, she argues, gadosesal preci s

uncertain condition, 6t hat characterises

Following the fall of the Berlin Wall in 1989 and the mobility this
momentous historical event precipitated, a number of -yification
German films tended to draw on tieimatfilm mode in order to probe
issues of space, place, identity and dislocation following the collapse of the
former DDR. A s Ni ck Hodgin notes, 6Ger man uni
many of the countrybés fil mmakers with a
intriguing audiovisual index of recent German history and contemporary
s o ¢ i*® tmynediately following the fall of the wall, poshification
GermanHeimatfilm according to Leonie Naughton, tended to mirror that of
its 1950s antecedents, as films including Vadimwiatoa Des Brocken

(1992)and Peter Timm'sso Trabi Go(1991) tended to romanticise life on

BlsarahW.st, 6Young German Heimat fi |Anstaufegoti ations
1:1 (2011), p. 81
132 pid.

133 Nick Hodgin, Screening the East: Heimat, Memory and Nostalgia in German Film since
1989(New York, Oxford: Berghahn Books, 2011), p. 3.
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the road and utilised theeimat mode in order to offer their audiences a

reassuring portrayal& &6 st abl e cul tur al Il dentity tha
ofthemashey confronted the d i ¥*althoughy brought
von Mol tke disagrees with Naughtonoés <cl a
ful-scal e Areappropri at iHeimatfina'Glke ddes est or at i c
agree that the films use clichés that can be associated wittethmtfilme

of the 1950s, and also that these O0bl and
appearance of posta | | German cinemad echoes the f
their 0deoirmal ifsar i ofinnd at t he expense

retrosplection. d

The cinematic output of this immediate pasification period, as
Sabine Hake notes, tended to accommodat e
l ess complicated n&tThaestin e awidancé of Ger mann e ¢
politically sensitive issues, and its lack of a critical voice, the cinema of this
period became known as the O6cinema of co
Eric Rentschle*® However, as Christina Kraenzle, notes, in contrast to the

6cineman®dnsus o0, whi ch was seen as a c |

German Ci n e ma whi ch pr ec-emaged, socally oOopol it i

134 eonie Naughtn, That Was the Wild East: Film Culture, Unification, and tNewb

Germany(Ann Arbor: University of Michigan Press, 2002), p. 125.

135yon Moltke,No Place Like Homep. 232.

130 bid.

137 sabine HakeGerman National Cinemaecond Edition (LondofRoutledge, 2008)p.

179192.

1% 5ee EricRentschlerd Fr om New Ger man-WallGinenmaaf t o t he Post
Co n s e n €inené and Natiored. by Mette Hjort and Scott Mackenzie (Routledge:

London, 2000)pp. 260277.
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purposeful filmsdé were being made i n Ger

German origin*°

In contrast to the soalled cinema of conseus, during the 1990s, a
number of TurkiskGerman filmmakers emerged, who became known for
creating stylistically innovative and thematically critical films. These
fil mmaker s, as Kraenzl e argues, can thus
German Cinema ofhe 1960s and 704° The hyphenatetHeimatfilmeof
these migrant fil mmaker s, as Al exandra |
| onger necessarily set I n t he Al ps or

protagoni sts not named Bar bl e or Li esl

Siame K Bur t her more, as Ludewig continues,
yearning for grounding, refuge, and a pl
feel i nsecur e, ostraciselLlkedrtherejected

critical Heimatfilme of Fassbinder, which critadly probed the themes of

identity and belonging from theepspectiveo f the ethnic 6ot her,
contemporanHeimatfilmedemonstrate a commitment to explore notions of

Heimat wi t hi n t he cont ext of t he nati onodos
However, theitre at ment of the ethnic O6other, 6 di

ostensibly patronising portrayal of migrants typical of the New German

Cinema.

¥¥Christina Kr ae nNMew&ermahyR:tLocal Staties andrGlobah e

Concerns in Y¢gksel Yavuz 6,9nlmfagimaiies duiohPlaeer and Kl ei n¢
Cinema, Transnationalism and Turkey ed. by G°k-en Karanf il and Serk
(Newcastle upon Tyne: Cambridge Scholars Publighjppimy 132133.

1401bid, p. 133.

141 | udewig, Screening Nostalgigp. 390.
12 pid.
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Indeed, during the 1960s and 70s, the filmmakers of the New
German Cinema relied heavily on public funding, whaften tended to
promote a patronising portrayal of migrants as victifisAs Angelica
Fenner criticises, although a number of filmmakers of the New German
Cinema have addressed the topic of mi gr é
have often been driven by aramitment to social justice wedded to an
overly pedantic directorial imagination exhibiting a torpid fixation with
tragedy an d™TlhiscGastarbeiterking asRob. Brns brands
it, did however pave the way for new cinematic representations of
Germanyos et hnic minorities by fil mmak
background throughout the 19803. Nevertheless, as Deniz Gokturk
suggests in agreement with Fenner, the featured protagonists once again
only appeared on Ger man capateomsang SCr eens

l e,™6a cinema

culture of*Aospmissg omheé tit
this phase of cinema reflected an eagerness to dwell on the suffering and
oppression of migrants, particularly Turks, in Germany. In films including
Tevfi k Ba klm,rvierig QuadBatmeter Deutschlanand Hark
Bohmos 1 Y&@sémin for ihstance, migrant womeare typically
represent ed a svho @me ogeprbsked byotyramracal sfaihers,

brothers or husbands and tend to appear in confined, claustrospatues,

135eeG® kt ¢rk, O6Turkish VWomen o6r7.Ger man Streets
“Angelica Fenner, o6Traversing the Screen Politic
of Ho Meving PicturesMigrating Identities ed. by Eva Rueschmann (Jackson:

University of Mississippi Press, 2006), p..25

“SBurns, -®efruman sil33% ma o,

“*Deniz G°kt¢rk, 6Beyond Paternal iTeem: Turkish Ger
German Cinema Booled. by Tim Ergfelder, Erica Carter and Deniz Goktirk (London:

British Film Institute, 2002), p. 249.

147 The term was coined by Rob Burns and is an analogy from a trend in German literature

of the 1980s knows dsteratur der BetroffenenSeeRo b Bur ns, omMaofwar ds a Ci ne
Cultural Hybridity: TurkishGer man Fi | mmaker s and t he Representat
Debatte: Journal of Contemporary Central and Eastern Eurdpel (2007), p4.
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suffering various scenarios and degrees of imprisonment. Meanwhile,

mi grant men are often typecast as, 0t h
lecherousGastarbeiter *&
Since the 1990s, however, as Gokturk highlights, i | ms have begun

to chalparnagneettehres of a “pSmanéenbahdst 18D8cou
film, Berlin in Berlin, for example transcends the patronising productions of

the 1980s with itg€celebrations of mobility and mutual exposure, rather than
victimisati'®Rurthermde ,c Ifoislumse .ioncl udi ng Hussi
Ich Chef, Du Turnschufil998) andZ ¢, | i AWt (2086), Gecording to

Gokturk,s how Ot hat a film about mi grants in
about Ge'mmamy,tbheir success at the Ger ma
according to Lugdoeiwigg,a utdhiaetncéemoweer e happ:
wi t h new stories about aHed mhs om Ger man
transnational and tr'a@Ascoundeinadg space an
Adeutsched Film ist AFinFarumiins19995° i n an a
Tuncay Kulaoglu, according to Daniela Bergahahn, successfully highlighted

6t he i ncreased fervour &8urkish Citemawies ch t he Y

being promoted>*

One of the key repisentatives of this new phase in German cinema,

and this new articulation oHeimat is Hamburgoorn TurkishGerman

“85ee GOKtigkiksh 6Women opp G367r man Streetso,
“9Go Kkt ¢rk, 6Beyond Paternalismdé, p. 248.
0Go Kkt ¢rk, 6Turkish Women on German Streetsod, p.
BlGokt ¢rk, 6Beyond Paternalismoé, p. 253.

152 Ludewig, Screening Nostalgjap. 390.

Tuncay Kulaoglu , 6Der neue fideutomchedo Film ist
bringt Leben i nFildforen 16,i(1998), mp.8d.sc haft 6,

pDaniela Berghahn, 6No Place Like Home? Or | mpos

Fat i h NéwkGinentas: Journal of Contemporary Fili3 (2006) p. 141.
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filmmaker Fatih Akin. Akin probes notions éfeimatin his films in various
ways. Earlier films, includingKurz und schmerzlogl998), Solino (2002)
andGegen die Wan¢2004), concern themselves with an underlying theme
of rootlessness and displacement, of a clash of cultures, and of migrants
trapped between two worlds. Furthermore, these films often culminate in
t heir pr ot agjounneys lbaskdo treit plaeerifpotigendall in the

155

quest of theiHeimat™ Mor e recently howe Salr , Aki nods

Kitchen whi ch he has been known to refer to
dirty Heimatfiim 6 mar ks a d enom regressearticulationrm t hi s

of Heimatobserved in his earlier workswhich was explored through the

themes of homecomings, rootlessness and displaceftfeindeed, inSoul

Kitchen not onl y d-&erman pratagondtsZinds reea@rkin

hi s homet own of Hambur g at t he filmds
deterritorialisesHeimat by presenting the concept as a conglomeration of
aspects that const it utioh indudesa lgge @it agoni st €
music, a hobby, and an affinity with a particular group of people. Thus, as a

number of scholars including Wust, Ludewig and Paul Cooke note, Akin
simultaneously deterritorialis¢$¢eimatfrom a specifically German sense of

space andrébm a spatial context in general, allowing the migrant population

to have access toleimatand to form an identity of their own that is not

necessarily inextricably linked to a territorially defined space or pfice.

%5 For a thorough account bfeimatmot i fs i n Akinds earlier films se
Place Like Hom® pp. 141157.

®*Mi chael Bodey, 6Change ©hheMstalian28 ApriAki n Serves L
2010, p.15.

157 SeePaul CookeContemporary German Cinenfllanchester, New York: Manchester

University Press, 2012), pp. 26@; Ludewig,Screening NostalgiaVist,6 Young Ger man

Heimatfilmd , p89. 88
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Figure 6: A multi-cultural, bacchanalian, urbaHeimat that welcomes
people of al |l wa | k sSoub Kitchén{2008) DVDn Fati h A
Capture.

Filling the Void: Contemporary Engagements with Heimat in Post

1990s New Austrian Film

While there exists a plethora of scholarship exploring the changing notions
of Heimatwithin contemporary German filinh works by scholars including
Sarah Wist, Yvonne Franke, Daniela Berghahn, Alexandra Ludewig, and
Paul Cooke, as engaged with above, support this asséttenrevisitation

of the Heimatfilm genre in contemporary Austrian film remains a
particularly understudied topic. Notable egtiens include Robert von

Dassanowsky and Rachel Palfreymds st i mul ating articles o



88

This image has been
t his tdepmyrsi ghotr r

Figure 7: New Austrian Film redeploys the criticeleimatfilm mode in
St ef an R uDedSwebtdlbauernil®98) DVD Capture

Austrian Fi |l mmaker, Stefan Ruzowitzkyos
Heimatfilm mode in his 1998 workDie Siebtelbauernwhich Palfreyman

sees as a o0directondaosdneHesnatfiombDerVol ker Sc
plétzliche Reichtum der armen Leute vom KombatHhndeed, as both

Palfreyman and von Dassanowsky illuminate, the film draws on the

semantics and syntax of the critiddimatfilm genre to offer a filmic

critique of provincial life in he First Republic, which was predicated on the

repression of the working class under Austrofascism. However, these
scholars fail to place Ruzowitzkyds wor
number of New Austrian Films, which | will argue, also revisit and

reregotiate the semantics and syntax oftfe@matfiimgenre.lndeed, as the

®yon Dassanowsky, 6 Go ildgAldd eemBRachelPalfreynad,, pp. 133
60nce Upon a ica@l Hemeat FilnmDet plotzlich€ Raichtum der armen Leute

von KombactandDie Siebtelbauerd in Local/Global Narrativesed. by RenatRechtien

and Karoline von OppefAmsterdam, New York: Rodopi, 20Q°Pp. 3961
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following chapters aim to demonstrate, New Austrian filmmakers are
continuing to draw on the enduring legacy of Hematfilmgenre in order

to probe issues of place, space, idgrdaind belonging within the context of

an increasingly globalised and multicultural Austria, Europe and Western
world. Works by Houchang Allahyari (chapter two), Florian Flicker
(chapter three) and Barbara Albert (chapter )our will argue, all
successfly represent and encapsulate this emerging trend within New
Austrian Film, in their employment and adaption of the genre in response to
contemporary societal issues and challenges. In a manner similar to the
O0hypheHeimatfibmd t hat h a v e stunifitationg@ednani n  p o
cinema since the 1990s, New Austrian Filmmakers are continuing to
deterritorialise Heimat from the realms of a quintessentially German
speaking rubric, reimaginingleimat as a transnational and transcultural

concept.
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Chapter 2: Constructing Heimatin the Works of Houchang

Allahyari

Introduction

Houchang Allahyari was born in Tehran, Iran, in 1941 and migrated to

Vienna at the age of eighteen to study flitde is, as Shirin Hakimzadeh

highlights, representative of a wider movement of young Iranians who left

Il ran for Europe and North America durir
ensuring socioeconomic securitydé during
after the SecontVorld War? Although Allahyari only intended to study in

Vienna on a temporary basis for educational purposes, today he continues to

live and work as an internationally acclaimed filmmaker in the Austrian

capital® Allahyari is now considered one of theykproponents of New

Austrian Film, with scholars including Robert von Dassanowsky regarding

him as oO6one of t he [ most]] significant /
decade of the “Bwentidetsipi tentAld whgari 6s ¢
success, he didot make his first featurength film in Austria until he was

forty years of age. Indeed, not dissimilar to the experiences of many

YAnon, O6Fi | memacheORFa& P68 Novembenr2013 wi rd 7006
<http://volksgruppenvl.orf.at/diversitaet/aktuell/stories/141719  fadcessed

2 2/ 04/ ®ALInd¢herand@eboren, kam Allahyari als Jutiehdr nach Osterreich,

um s daspmatiofirFlmund Theat er wewiterselbstsagtd wi ckel no

2Shirin Hakimzadeh 61 ran: A Vast Diaspora Abroad and Mil |l
The Online Journal of the Migration Policy Institute Septenber 2006
<http://www.migrationpolicy.org/article/iramnastdiasporaabroadand millions-refugees

home> [accessed 07/08/14].

’SeeAnon,6 Fi | memacher Allahyari wird 70.6 In this int
0Di eses Land ist meine Heimat geworden.
“Robert von Dassanowsky, O6A WaveFinDver Boundaries:

International 6:31 (2008), p. 38. Also see Nikhil Sathe who déssriAllahyari as

Austriads O6principal tran&Thd tSipade s idfmnatkese r @t h enr
Vienna i n Ne winWarldRilm LoeationsFV/iehnaad. by Robert von

Dassanowsky (Bristol: Intellect, 2013), 107.


http://volksgruppenv1.orf.at/diversitaet/aktuell/stories/141719.html
http://www.migrationpolicy.org/article/iran-vast-diaspora-abroad-and-millions-refugees-home
http://www.migrationpolicy.org/article/iran-vast-diaspora-abroad-and-millions-refugees-home
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migrants who attempt to establish a career for themselves as a successful
filmmaker in their host country, Allahyari had pursue another career in
Austria before turning sethught, and for the most part, stéihded, to

filmmaking?

Although Allahyari moved to Vienna at the age of eighteen in order to
studyFilmwissenschaftind Theaterwissenschafthis parents objected tos
proposed field of study. Subsequently, upon his arrival in Vienna, Allahyari
attended medical school, where he studied psychiatry and neufology.
Following his studies, Allahyari then went on to practise psychiatry and
worked within the Viennese prisssystem for over twenty years. However,
while Allahyari was unable to attend film school, he nevertheless continued
to pursue a career in film alongside his psychiatric profession. As he
explains in an interview with Antonia Kreppel, he would incorporate
filmmaking into his psychiatric procedure by collaborating with his patients

to create their own films as part of their therapy:

Wir waren ein Team mit sehr vielen Psychologen, auch praktische Arzte,
und ich habe versucht dort mit Jugendlichéimgruppenherapie [zu]

Ma c h e nunderéZjel war Filme zu machen, und dann hat jeder in der

®> See Hamid NaficyAn Accented Cinema: Exilic and Diasporic FilmmakigRyinceton:

Princeton University Press, 2001) , p . 47, who ar ¢
to invest in their own films or work in technical or routine capacities in the entertainment

industriesad et hnic media to raise funds. 6 Naficy also
migrant filmmakers to have other careers before/alongside filmmaking. E.g. Argentinian

exilic filmmaker, Pedn i st So |l a n a s-frackechreer as politicial and d u a |

fil mmaper 16067) . Al s oFursnelewatizaershderiFimhHolthasyg 6

Al l ahyar.i u nndGegerschuss: 16FRiedisseard gus Osterreidhby Peter

llletschko (Vienna: Wespennest, 1995),19 where Allahyari explains that he has regularly

hadto fund his own films.

®See Anon, O6Fil memacher Allahyari wird 70.58
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Gruppe seine Stelle gehabt: Der eine hat Drehbuch geschrieben, der andere

hat Musik gemacht, der andere hat versucht mir zu hélfen.

Towards the end of the 1970s Allahyabegan to make his own
experimental and avagarde short films. These works, which include
Wahrheit(1978),Trotz alleden{1982),Das Leben im To(lL983) andThing

84 (1984), not only provided Allahyari with vital flmmaking experience,
however, they alsattracted critical success for the selfight filmmaker,
securing a number of awards from the Verband Osterreichischer Film

Autoren (VOFA)®

In the late 1980s Allahyari first collaborated with the Austrian
production companyiEpo-Film, which has over thgears enabled him to
write and direct a number of nationally and internationally successful
featurelength works’ A number of these films, including the -salled
OPrison Tril ogi Bordélinel®88); Feisctiveolf(980) s e s
and Hohenangst(199%4),* critically examine the Viennese prison system
through the sympathetic portrayal of criminal protagonists. As scholars,
including Hamid Naficy and von Dassanowsky testify, these works are

informed by the experiences Allahyari gained throughout his histyc

"Antonia Kreppel, 6Von Teheran nach Wien und zur ¢
dem Psychiater und Fil mdMRAIEMayrR0llHiouchang Al l ahyar.
<http://www.swr.de/swr2/programm/sendungen/tandem/sam@emvornteherannach
wienrund-zurueck#id=8986864/did=15313@¥nid=8986864/1071v9j/index.html

[accessed 22 May 2015}lso see NaficyAn Accented Cinema. 207, where he argues

that Allahyari would film his patients and use the footage to create a series of 16mm short

films.

8 Other early short films by Allahyari include.ike to be in Americ1981),Der Schritt

(1982),Harmony and Understandin@.983),Vollendung(1985), andmago(1985).

°SeeHouchang Allahyari, 6Films for Entertainment a
Houc hang Al AftarPgsenoderdism: Austrian Literature and Film in Transition

ed. by Willy Riemer(Riverside, CA: Ariadne Press, 2000), p. 89.

“Mis, 6F¢r mich war zuerst der Filmé, p. 11.



http://www.swr.de/swr2/programm/sendungen/tandem/swr2-tandem-von-teheran-nach-wien-und-zurueck/-/id=8986864/did=15313012/nid=8986864/1071v9j/index.html
http://www.swr.de/swr2/programm/sendungen/tandem/swr2-tandem-von-teheran-nach-wien-und-zurueck/-/id=8986864/did=15313012/nid=8986864/1071v9j/index.html
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career:' Meanwhile, i the 1990s, in response to the increasimglgative

di scour se sur r chanpdevailed at dhe trmeetheglrargan s 6

born Austrian filmmaker shifted his focus from the depiction of prisoners in

Vienna to the represet ati on of the nat%iWork®s migrant
such as the hit comedié$ove Vienng1991)andGeboren in Absurdistan

(1999), and the sociakalist drama Rocco (2002), for example,

sympathetically examine the problems faced by migrant families as they

attempt to find or nurture Heimatin a hostile and inhospitable Vienna. In

more recent years Allahyari has continued to engage with the theme of

migration. His deumentary film Bock for President(2010), and the

subsequent followap docufiction film Die verriickte Welt der Ute Bock

(2010) , for instance, foll ow Austrian hu
former sistetin-law, Ute Bock, and depict her humanitariaark providing

accommodation, shelter and protection for homeless and ostracised refugees

in Austria.

While the theme of migration and the critical examination of the
nationds prison system tend to dominate
and documentg films, including Pasolini inszeniert seinen Tod985),

Black Flamingos Sie lieben euch zu To@#&998),Rumii Poesie des Islam
(2007),Robert Taranting2013) andDer letzte TanZ2014) touch upon a

range of different subjects and adopt a varietydiferent genres and

1 See See NaficyAn Accented Cinema. 207. Also see Rebt von Dassanowsky,

Austrian Cinema: A Histor{Jefferson, N.C.; London: Mc Farland & Co., 2005), p. 230.

2See Anon, O6Filmemacher Allahyari wird 70.86 In ¢t
his films which feature migrants offer a counter represemtatidoreigners to the images

propagated by the EP
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styles.13 As Allahyari explains in an interview with Claus Philipp, his works
are intentionally multifarious and thus demonstrate the discrepancies and
ambivalences that characterise his identity as an Iréboam filmmaker

living andworking in Austria:

Diese Diskrepanzen und Ambivalenzen, sowohl formal, wie auch
hinsichtlich der Themenbezogenheit, das ist der Allahyari. So bin ich! Ich
bin niemand, der nur Schnitzel isst, niemand, der nur einen Weg geht. Mein

Leben bedeutet standiyeranderund?

However, although ostensibly diverse in focus, genre, and form, what all of

Al'l ahyari 6s films have in common, as vor
they al/l focus O6on the experiences of th
as von Dassanokgadds0t he director can no doubt re
in Austria and as™As|wladmonstiate beloa,lhissci ent i s
films repeatedly focus on the experiences of the disenfranchised, the

stigmatised and the estranged, thereby refigctis Heinrich Mis notes, the

fil mmakeros stathis as an 6AuCenseiter.d

13 pasolini inszeniert seinen T¢#985) is regarded as an avagatrde film and is inspired

by the filmmaking of Pier Paolo Pasoliitack Flamingo$ Sie lieben euch zu Tode

(1998) is a feature lengtiirh which follows a news reporter who is investigating the death
of a local mayorRumii Poesie des Islarf2007) andRobert Tarantind2013) are
documentary films which explore the lives and works of a Persian poet and a young
filmmaker respectively; anBDer letzte Tan£2014) is a feature film which is set in a
geriatric hospital and explores the relationship between an old woman and her young male
nurse.

14 Stadtkino,Der Letzte Tanz2015
<http://stadtkinowien.at/media/uploads/filme/717/presseheft dlit_stadtkiroactessed

13 September 2015].

15 Robert von Dassanowskéustrian Cinema: A Historyp. 230.

Mis, 6F¢r mich malr zuerst der Fil mo,
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Subjectivity and Autobiography in the (Accented) Films of Allahyari

In an interview with Willy Riemer, Allahyari echoes von Dassanowsky and

Mi s6 evaluati ons eavtieasrbehinékhisdimgpstem froms t hat t
his own experiences, not only as a migrant living and working in a country

other than his place of birth, but also from his experience as a prison

therapist:

First of all |1 should say that | derive the themes of my filiram an
environment that | know well, from the experiences that every day brings
anew [ é]. This detailed and intimate knowl

make these films and to know that they are right.

Al'l ahyari é6s wor k i s t hodcsingmg, pvihioh,eas of mi gr
Hamid Naficy and Alexandra Ludewig acknowledge, are often heavily

I ndebted to the fil mmakerso6é6 own biographi
displacement. In his seminal work on tecented Film Naficy, for

instance, argues thatrhs made by migrant, exilic and diasporic (accented)

fil mmakers are typically Opersonal and
they are both aut hd%Ludewigalaoretogmisesttebi ogr aph
extent to which works by migrant and diasporic filakwars are often

i nformed by éthe directords personal pl e
personal points of 'Aletvhouarhd AtlHeaihry ac a rofsu
do not offer autobiographical accounts of his own migration to Vienna and

donotattemt to represent the fil mmakerds eve

YAllahyari, O6Films ford,Emt.er9tOai nment and Reflecti
18 Naficy, An Accented Cinema. 34.

19 Alexandra LudewigScreening Nostalgia: 100 Years of German Heimat EBialefeld:

Transcript, 201}, p. 399.
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living and working in the Austrian capital, his experiences and liminality are
neverthel ess, as iIs typical of mi gr ant

films in a number of way?’

Firstly, e Naficy points out, a number of accented filmmakers

regularly inscribe themselves into their work by casting themselves in their

films 6either as t hems?¥Indaengsootheseas fi ct i

C

filmmakers, as Naficy argues, tend to turn theif | ms O6i nt o per sonal

autobiographical o6 accounts offNdtheir own

only does Allahyari inscribe himself into his films through sméting,
playing small cameos in films includingLove ViennaHohenangstand
Geboren inAbsurdistanbut he further inscribes himself into his works by
collaborating with family members on the production and performance of
his films. His son TonDariusch Allahyari, for example, has-ewitten and
codirected a number of films with his fathencluding Fleischwolf
Hohenangst Geboren in Absurdistaand Bock for Presidentand has co
directed and played a minor role in the 2002 flracco?® Furthermore)

Love Viennawhich | will offer a thorough examination of later in this
chapter, is not omgl cowritten by TomDariusch but also features
Al'l ahyari 6s daughter, Marjam Petra Al

the same name in the film. Elisabeth Scharang acknowledges the importance

ah

of familial participation i,n Adileahyari

Allahyaris arbeiten als Familienbetrieb. Wenn gedreht wird, ist die ganze

9 Naficy, An Accented Cinema. 277.
21 i

Ibid
22 |bid, p. 116.
%3 Aside from cedirecting and cewriting films with his father, Tom Dariusch Allahyari has
also created a number of programmesd&Fwhich explore topics including second
generation migrants and the influence of Iranian culture on Austria.
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Familie involvierti vor und hi n t*8y coldmmatingivdtmisr a . 6
family on the production and the performance of his films, Allahyari is able

to save money in an dustrial environment where funds are extremely
limited® More to the point, however, the inclusion of himself and his
family within his films, on both an authorial and a performative level,
reveals the act of filmmaking to be a deeply personal and swagntcess

for Allahyari?®

Drawi ng on Naf Acent@dFilnnoadditionotanthet h e
ideas presented by scholars including Thomas Elsaesser, Sujata Moorti and
Homi Bhabha, this chapter will demonstrate the many ways in which
Allahyari inscribes 8 own biographical and social dislocation into his
works?’” As Allahyari is representative of what Daniela Berghahn and
Cl audi a St er npemregr ateiranf® whosél fiyratektte r , 6
Vienna was a journey of choice rather than of necessity,Xdpierience of
(dis)location is spared the &étrauma, ru

number of exilic and, to some extent, di

Elisabeth Schar ang, ORBZJanuaryx2Bldn den Frontend,
<http://fm4.orf.at/stories/16 BEY> [accessed 2 February 2015]

5 Mariagiulia Grassilli argues that migrant filmmakers regularly assume many roles in their

films and involve familyand friends in the productitmn d per f or mantoe of t heir fi
keepthe costsdownd See Mariagiulia Grassilli, O6Migrant Cji
Guerrilla Practices of Fiduml d?Etlmidandt i on and Repr e:
Migration Studies34:8 (2008), p. 1245.

%6 Also see Stella Hockenhulesthetics and NeRomanticism in Fin: Landscapes in

Contemporary British Cinem@.ondon; New York: |.B. Taurus, 2014), p.198. Hockenhull

writes, O6A frequent salient feature of the accent
fil mmaker draws on family members. 6

27 See NaficyAn Accented Cirmaa, p. 4.

% DanielaBerghahand Cl audia Sternberg, 6Locating Migrant

Cont e mpor ginBurogean Cingme éh Motion: Migrant and Diasporic Film in
Contemporary Europesd. by Daniel®erghahn and Claudia Sternberg (Basingstoke:
Palgrave Macmillan, 2010p. 16.


http://fm4.orf.at/stories/1672659

98

often associatet?. Hi s fil ms are therefore devoid
narrativespi amdpneéeleapbsuatroi an chronotopel[ s
that, as Naficy argues, frequently characterise the cinematic works of exilic

and diasporic filmmaker€.However, as a filmmaker living and working in

a country other than hiinssareoeventhielesg of ori g
baccentedd and can thus, as Berghahn arg
responsedo to t he fil mmaker os own Oexpe
det er ri t ¢Asilahhliskoely demamstrdte in my analysis of three

of Al Iswdrkg,avhethér they deal directly with the topic of migration

or not, they continue to articulate a transformative space wherein the

binaries of home/away, dislocation/relocation, and
deterritorialisation/reterritorialisation are in constant negotiatths.works,

as I shall conclude, t hus refl ect t he

hyphenated identity.

Throughout this chapter | will also examine the manner in which
Allahyari draws on and renegotiates the semantics and syntax of the
Heimatfilmgenre, dstabilising the notions of home, identity and belonging
in his fil ms. More specifically, by exami
hi s fil ms, and by investigating t he f
transformative familial constellations, nspatial rendrings of home, and,
ultimately, crosscultural acceptance and embracing, this chapter aims to

place Allahyari within the field of contemporaHeimatdiscourse, which,

®Hami d Naficy, 6Sit uaransnajonahCrermanThelmCi nemad, i n
Reader ed. by Elizabeth Ezra and Terry Rowden (London; New York: Routledge, 2006), p.

114.

30 Naficy, An Accented Cinema, 12 and p. 152.

'Dani el a Ber gha haome?Gr Mpossible lamecoringk ie theHFilms of

Fat i h NéwkGinengas: Journal of Contemporary Fil3 (2006), p. 145.
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as this thesis will ultimately determine, attempts to promote an inclusive,
constructie and deessentialised idea ¢feimatin correspondence with an

evolving and increasingly globalised and multicultural world.

I wi || begin with a short analysis of
called prisortrilogy, Hohenangst which depicts a formeprisoner who,
after being released from prison, attempts to escape the life of crime which
awaits him in his hometown of Vienna in favour of a new life in the
Austrian provinces. The film, | argue, draws on the semantic aesthetics and
the syntactic codesf the Heimatfiimmode in order to probe contemporary
issues of homelessness and alienation within an iconic, provincial Austrian
setting. While the film differs from the other works by Allahyari that | will
discuss in this chapter, as it represents theqa® oHeimsuchundrom the
point of view of the native Austrian proc
experiences of migration and dre-location are nevertheless inscribed into
the film through his sympathetic portrayal of a socially stigmatised
protegonist who attempts to construct a né¥eimat for himself in an

unfamiliar and disorientating space.

I wi | | then offer a brief examinati o
comedy,Geboren in Absurdistarwhich follows a Turkistborn couple who
now consider ¥enna to be theiHeimat Despite residing in Austria for a
number of years the couple are deported back to their birth country of
Turkey with their newborn baby as a result of a bureaucratic error. In a
manner typical of contemporaieimatfilme as Darngla Berghahn points

out, Geboren in Absurdistah hus depicts the Oprotagoni
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to their ¢ uHowever, ¢his saraled homecdning journey,

which is stateenforced rather than voluntary, is neither redemptive nor

utopian. Indeedatfter settling in Austria, the couple return to a Turkish

Heimatthat has now become foreign. As | shall demonstrate in my analysis

of the fil m, t h-eomogmaumeyeeprasentsshe soeally h o me
constructed nature ofeimat and thus challeres traditional, parochial

readings of the term which tend to define it in relation to an originary and
organic homel and. Further mor e, as | shal
create a new akncompassingdeimatfor themselves in Vienna, which is

reganed at the filmés <conclusi on, refl ect

position as a®*é6Wahl°sterreicher. d

Finally, I wi || of fer a comprehensi ve
film, | Love Viennawhich follows a family from Iran which emigrates to
Vienna in oreér to escape political tensions in their homeland. Throughout
my analysis | will demonstrate the manner in which Allahyari
simultaneously deploys common Viennese and Iranian stereotypes in order
to initially represent an apparent clash between the twareglt These
stereotypes however, like the national identities that they supposedly
represent, are challenged by Allahyari, who ultimately unites the two
conflicting cultures by drawing attention to shared customs, longings and
beliefs which transcend thesdourse of difference and incompatibility that
was being propagated by a number of media outlets at the time. Indeed, as |
shall conclude, All ahyari s migrant prot.

shock on arrival in Vienna, learn to intiatvhat Hani Bhabha has termed

%2 |bid, p. 143.
#¥See Mis, O6F¢r mich war zuerst der Filmé, p. 11.
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60 a t hi radintersiitlcaed, lidiinal space wherein new identities and
newHeimatenare able to emergé.This visual representation of successful
integration, crossultural embracing and identity construction, | will argue,
offers viewers a positive example of transnationalhabitation which
transcends geographical, religious and symbolic boundaries. Furthermore,
the transcendental community of displaced misfits that the film follows,
which consists of a variety of differené@ple from numerous walks of life
and vari ous for mer homel ands, i s repre
constructedHeimat in Vienna, which, as Allahyari highlights in an
interview with Beate Firlinger and Ina Zwerger, is formulated around a
number of vitalrelationships with his family in Iran, his family in Austria,

his work colleagues and his multicultural Viennese community.

A Return to the Rural in Héhenangst(1994)

Winner of the MaxOphuls Prize at Saanicken Film Festival in 1995,

Al | a h Wéherangssattracted national and international success and
confirmed Al | ah y-awaid@ianing finanakersfollcavelg a mu |l t i
the unprecedented successldfove Viennain 1991. The film follows a

young Austrian criminal named Mario, who, after a lopglsin prison,

% Homi K. BhabhaThe Location ofulture (London; New York: Routledge, 2004)p. &
5.
®Beate Firlinger and | naieZagezeitgngbJuly1095. Love Absur di
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attempts to reintegrate himself back into Austrian socfetynable to find

permanent and safe accommodation in the Austrian capital, and after
receiving a hostile reception upon his r
suffered sexual, ptsical and emotional abuse as a child, Mario leaves the

city in search of a new beginning in the Austrian countryside. Mario travels

to a small village in the provinces and is taken in by an old farmer and his

middle-aged daughter, Elfe. Although he istiaily met with suspicion by

the local inhabitants, and struggles to acclimatise to his new life in the

country, Mario is ultimately welcomed into his new surroundings by the rest

of his community after he leads a campaign against the planned
development ba new road in the area. Just when it seems that Mario has

successfully forged a new life for himself in the Austrian provinces, forming

a |l oving relationship with the farmeros
threatens to send him back to prisongfdoes not return to his family home

i n Vienna. As Mariobs past comes back to
his criminal history threatening to destroy his new existence, he considers
suicide. In the filmds fi nalonwithbhene, Mar i
the intention of ending his life. The film then culminates in a final image of

Mario clinging to the ledge of the power station whilst Elfe attempts to coax

him down.

According to scholars including Alexandra Ludewig and Robert von

Dassanowsky, Mlhyari 6s film édsuccessfully adapt
¥ nterestingly, Naficy argues that the éprison ct
accented film, particularly those made by Turkidarman filmmakers. The prison setting

serves to highlight the é6liminal ipmanétcldbe and Or et |
face of what is perceived to be a foreign, often
0Phobic Spaces and Liminal Panics: Independent T

Global/Local: Cultural Production and the Transnational Imaginaag. by RobVilson
and Wimal Dissanyake (Durham; London: Duke University Press, 1996), p. 131.



103

This i mage has been
t his tdeepsyrsi glotr r

Figure 8: Mario leaves the city to find a new life in the Austrian provinces
i n Houc han ¢iohanangs1994)a DVD &apture

of the Heimatfilmin order to probe contemporary questions of identity and

belonging®’ Indeed, the depiction of a homeless and socially alienated

protagonist from the city? who finds refuge, love and Heimatin the

Austrian provincesis a prototypical narrative of the 1956teimatfilm>°

Furthermore, not only does Allahyari draw on the generic dichotomy of the

liberating, remedial, rural idyll versus the stifling and alienating, urban
metropolis but he also emphasise hi s protagonistods initial

placing him in the stock role of the Silesian refugee, who, as | highlighted in

37 Ludewig, Screening Nostalgjg. 73. Also see von Dassanowshystrian Cinema: A

History, pp. 230231.

¥3See Bastian He iHeimatfimGenred@iticiginghedl 950sHJeban
Reconstruction in GerJoms{\ 9i5rCQuiutat PerapactivesDo mni c k 6 s
on Film, Literature and.anguage Selected Proceedings of thé"SQoutheast Conference

on Foreign Languages, Literatures, and Filed. by Will Lehmarand Margit Griel{Boca

Raton, FL: Brown Walker Press, 2010),147.

¥Mari ods s tcanviat in thia ntextris alsoximportant. As Boa and Palfreyman

explain in the 1950kleimatfim6é pr i soner s of war scarcely figure d
regularly eturn from many years abroad often to be absolved or cleared of some
accusation. & Se eHeiBat-d Garmah Dreaanppf 91%2y ma n ,
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chapter ongbecame a generic convention of Hheimatfilmeof the 19504°

Indeed, in a manner similar to the expellee in theD$®feimatfilm Mario

enters the rural idyll as a mysterious stranger; the community is not only

unaware of his origins but also has no knowledge of his traumatic past.
Further mor e, Mari o6s successful rehabi |
depends not onlywn his ability to demonstrate his commitment to the

preservation of his new natural surroundings (which is proven when he

spearheads the campaign against the development of a new road which

would no doubt threaten the local flora and fauna) but alsdollisydo deal

with and overcome the traumas of his pasilthough Mario is neither a

refugee nor an immigrant in the film, as a former criminal he is

nevertheless, as Allahyari highlights in an interview with Catherine Holzer,
representative of yetanhr st i gmati sed and socially a
within contemporary Austrian societ§Allahyari thus attributes the generic

stock role of the refugee to Mario in his contempotdeymatfilmin order

to successfully emphasasosi@ouisides pr ot agoni s

While the representation of refugees in the 133@snatfilmoffered
viewers a visual illustration of successful rehabilitation in light of the
nati onos I ndi vi dual and <collective =expe

homelessness followig t he end of the Second Worl d

40 See for instance von Moltkdlo Place Like Homepp. 135169.

“1'n Al f o n sEckotder Beryél95!)s Hubet, a former refugee, proves his love

for his newHeimatby pr ot ecting the | ocal fGoln ists t . Further m
die Heide the Silesian refugeeiider Lildersen, must overcome his habit of illegal

poaching before he can be accepted into éshieimat

“2|n interviews Allahyari regularly discusses the mistreatment of youth offenders in the

Austrian prison system and argues that through their incarceration they form a subculture.

See Houchang Al l ahyari, dohFomintatCluanuse rRhielgitp pon,hal t
Filmarchiv Austriag 23 February 1991. Al so se&heg: Catherine Ho
I nterview mit Houc hS$kipBebrdaryl2@c0OByari zu Roccobd,
<http://www.skKip.at/interview/32/> [accessed 2 February 2014].
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on the other hand does not offer the viewer any form of resolution nor an

iconic Ohappy ending. 6 I ndeecdtca-i n a si mi
/anti-Heimatfilme Hohenangstculminates in an open dmg*® Thus, as

Hans@nt her Pfl aum and Hans Hel mut Prinzler
renounces O0a solution to the problem pre
audi ence to think t he*Thedgulithatséparatasgh t o a
Mario from the rest of the world, as he teeters on the edge of the power

station, could indeed symbolise the unsurmountable obstacles that hinder his
successful rehabilitation into Austrian
presence at the top of the power stationhwmMario, despite her fear of

heights, may contrarily indicate that their relationship can transcend

seemingly irreconcilable differences and external pressures. This open

ending not only encourages the viewer to critically assess contemporary

soci edatome nttr of Mar i o, reflecting AlIIl ahy
countryds justice system, but it al so, [
the instability and wunpredictability tha

liminal existence.

Although Allahyari does not directly deal with the topic of

transnational migration ikléhenangsthe is nevertheless able to indirectly

43 See Inga Scharfyation and Identity in the New German Cinema: Homeless at Home
SNew York; London: Routledge, 2008), pp. 12323.

* Hans Ginther Pflaum and Hans Helmut Prinz/€inema in the Federal Republic of
Germany. hie New German Film. Origins and Present Situation. With A Section on GDR
Cinema. A Handboo@Bonn: Inter Nationes, 1993), p. 11.
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reflect upon his own multifocality Firstly, by casting himself in the minor
role of a truck driver, Allahyari physically inscribehis own mobile and

transient status into his film. Furthermore, tlieimsuchungthat is

undertaken by Mario ikldhenangsee | so echoes Al l ahyari és o
journey. For instance, Mari od6s struggl e
foreign and unfanmhii ar setting in the Austrian pr o

own initial cultureshock upon his arrival in the Austrian capital in 19%8.

I n addition, the transformative power gi
with Elfe in the film, who, against all ad, offers him the key to successful

rehabilitation into his newHeimat is indicative of the important role

All ahyari 6s first wife (who is the daugh
his successful integration into Austrian soci€tys | will demonstate in

my analysis ofi Love Viennaand Geboren in Absurdistgrautobiography
constitutes a strong motif in All ahyar.
Allahyari to explore the themes of displacement, social alienation and

rehabilitation in his films from aery intimate and personal perspectite.

“> Allahyari is also one of a number of migrant filmmakers who chooses to make films that

do not deal with migration. LeifOMear son argues: O6not all mi grant fi
films about migration or minority cultures, or only about such topics. Some prefer to tell

otherstore§ and would resist being classilkii ed as et hni c
Ove Larson,, ONNemv SMooircieess : Mi grant Cinema and Tele
European Cinema and Television: Cultural Policy and Everyday &deby Ib

Bondebjerg, Eva Novrup Redvall, and Andrew Higson (New York: Palgrave Macmillan,

2015),p. 171.

“®See Anon, vo®i eve lnaVviedSelandary 2016https://inwien.at/Sie
kamenvonweit-herTeil-3-HouchangAllahyari-und-AbdoullaZangana.42401.0.him

[ accessed 7 February 2016]. I n this article AlIl al
fremddéd upon his arrival in Vienna.
4" See NaficyAn Accented Cinema p. 207, who argues that o6human c

of the solutions ywthinMmefimods fear and anxi et
8 Ibid, p. 277.


https://inwien.at/Sie-kamen-von-weit-her-Teil-3-Houchang-Allahyari-und-Abdoulla-Zangana.42401.0.html
https://inwien.at/Sie-kamen-von-weit-her-Teil-3-Houchang-Allahyari-und-Abdoulla-Zangana.42401.0.html
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Impossible Homecomings irGeboren in Absurdistari2002)

In 2002, the same year in whi€eboren in Absurdistawas released, the

Austrian governmental coalition, thOVP-FPO, had begun to initiate a

major overhaul of existing immigration legislation. The passing of the so
called 6l ntegration Agreementd in 2002,
migrant groups must pass a language proficiency test or risk deportation,

was the ifrst in a series of stricter immigration legislation changes that were

imposed throughout the decade, as outlined in my introdutiGeboren

in Absurdistanactively engages with this political climate and the film, as

Ni khil Sat he p o ied bysrepats df, foreignera deing ns pi r
deported on trivial grounds to a homeland that for many had become
forelTgme 6 6 Absurdi stand to which the fi
pseudonym for Austria, as Allahyari reveals in an interview with Beate

Firlinger ard Ina Zwerger:

Absurdistan ist @r mich, wenn ein Mensch hier geboren ist, keine
Staatsfirgerschaft hat, und ins Ausland fahren muss, um eine
Aufenthaltserlaubnis zu bekommen. Oder ein achtzdhmger, der wegen
einer Kleinigkeit in UHaft sitzt und desegen in die Trkei abgeschoben

wird. Das finde ich wirklich absurd.

Drawing on these deportation cases, Allahyari offers a comedic yet critical
examination of his host societiirough the depiction of a Turkidforn

couple and their nesworn child, who ee deported back to their place of

49 See MichgKrzyzanowsky and Ruth Wodakhe Politics of Exclusion: Debating
Migration in Austria(New Brunswick; London: Transaction, 2009), pp-31

*Ni k hi | Cr&ssirgBaders id Austrian Film at the Turrtloé Cenary: Flicker,
Allahyari, Alberty in New Austrian Filmed. by Robert von Dassanowsky and Oliver C.
Speck (New York: Berghahn, 201}),232.

*LFirlingerandllm  Zwer ger, 61 Love Absurdistan. d
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birth following a bureaucratic error. Th
pl ace on the Austrian border, i mmedi at el
visually juxtaposing the Austrian Bunde

renovated border checkpoint, which is accompanied by the diegetic sound of

an orchestral string ensemble, against the simultaneous arrest and

deportation of migrants attempting to cross the border illegallihis

tension between Austrian bureaucracy andration is constantly at play in

All ahyari 6s fil m, with the Austrian | mmi
and his wife Marion representing the former, and the Tuscim couple,

Emre and Emine Ddnmez, representing the latter. The two couples come

into drect contact with each other towards the beginning of the film when

they are both expecting the arrival of their babies in a Viennese hospital.

Tensions between the two couples begin to surface and, after an altercation

between the two men, Stefan thremtdo evict the Dénmezs from their

shared ward; a threat that reflects his wider powers as an immigration

official. In order to teach the two couples a lesson in tolerance and cross

cultural acceptance, a nurse swaps the baby boys and, unbeknownst to the

two couples, sends each family home with the wrong child. Later on in the

film the two couples come into contact once more when the Ddnmezs

approach Stefan in his office in order to clear up a bureaucratic error

regarding their rights to remain in the caunt . As a result of S
incompetence, however, the error remains unresolved and the Dénmezs are

deported back to their country of birth

See Sathe, 6Crossing Borders in Austrian Fil mo,
this scene.
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Drawing on the theme of return typical of contemporary
Heimatfiime as Daniela Br ghahn hi ghl i ght s, Al Il ahyar.i
the impossibility of a homecoming for a couple who have creatdeimat
for themselves elsewhettAs Ber ghahn el aborates, 60i n
i mpossible for the fil mosfsqgcurerbotssgoni st t o
which has become replaced by the complex contingencies of transnational
r o u t* Allehyai successfully reflects the impossibility of return through
the deployment of c¢closed chronotopes 1in
former homelandindeed, as Naficy highlights, in films which depict real or

imagined homecoming journeys, the filmmakers tend to deploy open

chronotopes 6of the imagined homel and, 6
| andscape, l andmar ks, a n des,as Claudian t mo nume
Kotte argues, tend t o suggeX¥tin 6boundl e
Al'l ahyari 6s portrayal of t he D° nmezsbo r

juxtaposes the initial open chronotope depicting the vast Turkish

countryside with a series of closedrahotopes, which depict the inside of

dark, dingy, derelict buildings and narrow, dusty, neglected streets. These

closed chronotopes which, as Kotte argues, are often used to depict life in

exil e and di aspora and tend dreo O0stress
contrarily deployed by All ahyar:i as a r

originary homeland® In doing so, Allahyari successfully represents the

“Berghahn, 6Nme?P| axc.e 14 %.e H
> Ibid, p. 146. Also see NaficAn Accented Cinema p. 232 who argues that o6r

rarely the grand homecongnd t hat t he fil mmakers desire.
> Naficy, An Accented Cinema p. 152. Also see Claudia Kotte, 062Z
Separation: Post Exil ilrcendRedt, Cinematic n Denis Vill eneu\

Homecomings: Exile and Return in Transnational Cineeth by Rebema Prime (New
York: Bloomsbury, 2015)p. 293.
®Claudia Kotte, 6Zero Degrees of Separationd, p.
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coupl eds alienation and Heingal Dhisat i on fro
dislocation is further reinforced by EngirDonmez during a conversation

with Marion Strohmeyer, which takes place after the Austrian couple travel

to Turkey to take back their child. During the conversation between the two

women, Emine reveals that she no longer feels at home in Turkey and that

her original homeland now feels more like a prison. Allahyari thus utilises

cl osed chronotopes in his representation
as a visual means to reflect the fact t
longer constitutes theirHeimat As Sathe summarises, the couple

&ounteract the notion offieimat that exists in Austrian legal discourse

regarding foreigners: the law proscribes that they be returned to their

Heimat which forthe@n mezs has now>become Austria.o

Geboren in Absurdistan culminates in what Robert von
Dassanowsky considers a Outopian ending.
back to Austria to raise their young children togeffieflthough it is
revealed to the viewer at thefati | més con
swap the babies at birth, the oblivious couples nevertheless eschew ethnic
and cultural differences by rejecting a paternity test and choosing to
embrace both children as their own. This ending not only promotes an
image of a contemporary, cressltural, multi-layered familial constellation
which challenges the traditional imagéthe Austrian nuclear family bt
also reinforces the limitations of cultural roots. Firstly, by leaving their
former homeland of Turkey in order to reclaim their chostmat in

Vienna, the Dénmezs promote a more flexible hettrogeneous

’Sat he, 6Crossing Borders in Austrian Filmdé, p.
®RobertvonDassao ws ky, 6A Wave pB@8er Boundariesbéo,
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This i mage has been
t his tdepmyrsi ghotr r

Figure 9: TheDonmezsand the Strohmeygreschevethnic and cultural
differences by rejecting a mahity test and choosing to embrace both
children together n  Ho u ¢ h a n gebarénlinaAbsyrdistaf2@02).
DVD Capture

understanding oHeimat as a socially constructed notion of identity and

belonging rather thaman organic, sacred birthrightturthermore, by

rejecting their own respective ethnicalpmogenous family setps in

favour of what Sathe terms &%ah i deal i seod
couples offer viewers a utopian image of intercultural acceptance ane cross

cultural embracing rad therefore dissolve the ethnic, cultural and religious

di fferences that di vided them at the fil
scene, which depicts both families walking together down a typical

Viennese street with a string quartet playing Johana &t s I I 6s Bl ue
Danube following behind them, Allahyari once again reinforces this

idealised image of multicultural harmony as a means to counter the

See Sathe, 6Crossi Rgl Bmoyrdprs286. Austri a
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discourse of Austrian purity that was being propagated by the FPO at the

time.

The positive image of multicultural harmony and intercultural co
habitation that conclude&eboren in Absurdistams a typical feature of
Al l ahyari 6s wor ks which deal with the th
shortly demonstrate in my analysislafove ViennaAllahyari approaches

the problematic topic from a ligitearted and optimistic approach as a

O
QD

me ans t o counteract t he Ohatebo and
characterises the image of foreigners in the m&diéso, by taking a light
hearted aproach to a serious subject matter, Allahyari is able to disseminate

his societal critique to a wider audience, as he outlines below:

Meine Filme sind nicht hart, wenn auch die Themen sehr hart sind. Also ich
finde immer Poesie und Humor sehr wichtig dass man versucht, so Leute

ins Kino zu bringen und dass sie sich konfrontieren mit solchen Th&men.

More importantly, however, All ahyariods p:
in his films, and his inclination to unite cultures in his films rather than

stress contemporary anxieties and antagonisms, is indicative of the

fil mmakerds own eternal opti mism, whi ch

Antonia Kreppel:

Ich bin jemand, der sehr positiv ist und sehr viel Hoffnung hat. Es mag sein,

dass das zu kitschigti oder zu utopisch ist manchmal. Aber diese Hoffnung

®Allahyari, O6Films for Entertainment and Reflect.i
®®Kr eppen , TélWeran nach Wien und zur¢cko
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hab ich nie aufgegeben, und diese Hoffnung zeige ich auch in alle meine

Filme 52

This optimistic and at times utopian approach to migration in his films is
undoubtedly influenced by his own positive expnce of migration.
Indeed, the acceptance and tolerance that characterises the unlikely

DonmezStrohmeyer alliance at the conclusion@éboren in Absurdistan

for instance, echoes Al lugihVieand?Ass own aty,
he outlines inm i nterview with Barbara Petsch,
GroCfamilie,d in the Austrian capital,, w

was the daughter of an Austrian Nazi collaborator, her family, their
children, and also his second wife, who was born in banhgrew up in
America® This extended multicultural family along with the multiple
friendships and alliances that he has formed during his psychiatric and
filmic career in the Austrian capital, according to Allahyari, have deterred
him from returning tolran or seeking a career in America. Indeed, as he
reveals in an interview with Heinrich Mis, over the years, and as a result of
the multicultural community that he has built for himself in Vienna, the

Austrian capital has now become hisimat ®

Ich fihle mich sehr an meine Tradition und an meine persische Mentalitat

gebunden. Aber andererseits konnte ich auch nirgendwo in der Welt leben

®2pid.

®3In an interview with Beate Firlingemd Ira Zwerger, Allahyari also highlights that when

he arrived in Vienna he was welmed by the Austrian population and was not subjected to

racism or xenophobi a. See Firlinger and I na Zweg:¢
“Barbara Petsch, o6All ahyar iodDidiPMsse26t e nicht, dass
February 2011 kttp://diepresse.com/home/leben/mensch/637691/Allahyari Wogsie

dassich-Moslembin> [accessed 20 April 214].

®“Anon, 6Houchang Al | ahQRE® Febrfiaeyi2@6t 75. Geburtstag:
<http:/Avien.orf.at/news/stories/2755283accessed 13 February 2016]. In this interview

Al lahyari states: O¥sterreich ist meine Hei mat g:¢
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auRer in Osterreich. Mit Osterreichern komme ich sehr gut aus, ob es meine

Patienten sind, Filmleute oder mein Freuhkdels. Meine besten Freunde

hier sind ¥sterreicher und ni cht Perser |
Tendenzen, ziruck nach Persien zu gehen. Nachdem ich aber hier verhieratet

war, die Kinder da waren, habe ich es zunehmend interessanter und auch

lustiger gefundn, mich mit Politik in Osterreich zu befassen, als mit der in

meinem Land. Osterreich ist mir immer wichtiger geworffen.

The multicultural rel ationships that hav
integration into Austrian society, and which provid@eboren in
Absurdistan with its utopian conclusion, also form a vital trope in

Al | ahyar i 6loveVigrhdas Ifshall now demonstrate.

Constructing Heimatin | Love Vienna(1991)

Although | Love Viennawas awarded both thereis derOsterreichischen

Filmtagein 1992 for being the most successful Austrian film of the year and
subsequently put forward as the nation6.
Award for the Best Foreign Language Film at thd' @¢ademy Awards,

scholarship on the fih remains remarkably sparse. The few critics and

scholars who have approached the film tend to discuss it in terms of its
representation of culturelashes and intercultural relationships. Jutta Landa,

for example, who offers the only comprehensive Enghsiyuage analysis

of the film, discusses the film in relation to two other Austrian films which

appeared around t he getdeeRachdl®®)andAnt on Pes

®Mis, 6F¢r mich war zuerst der Filmé, p. 15.
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Paul H a indien (1898)8" sAccording to Landa, all three films

(released at a tim i n  f®ramdenhaB 6 a Audlanderfeindlichkeit

were o6on the crainseébei moviisemMrera®&) Oédhumani st
aim to replace the discourse of exclusion with gestures of -ctogsal

e mb r a® Whilg Larida ultimately criticises Allahyiar6 s f i | més adopt i
of a binary modeli whi c h she argues, 6assert] s]
domi nance over t hAnoiRuleggeay, oratmetothec hahdf ur e 6

in his Germardanguage discussion of the film, looks at the transformative

potential of the plarised stereotypes being deployed by Allah§amdeed,

in his analysis of Love Vienna Rul3egger analyses the manner in which

Allahyari depicts a transcultural, deterritorialised space in which cross

cultural relationships are granted the power tostand geographical and

religious barriers?

By developing the findings presented by Landa and Ruf3egger, | will
demonstrate the numerous ways All ahyari
contribution to contemporaryHeimat discourse. In its portrayal of
multicultural relationships, crossultural embracing, and identity
negotiation, the film, I will argue, in a similar manner @eboren in
Absurdistan represents the limitations of cultural roots in a world which is
dominated by transnational migration and gladzdion. However, unlike

Geboren in Absurdistarffwhich depicts a couple who, after becoming

“SeeJutta Landa, ©6Loveabl| eCufumalEehragimgénr s: Gestures of
Au st r i a mfteFRo$modiernisrm Austrian Literature and Film in Transitied. by

Willy Riemer (Riverside, CA: Ariadne Press, 2000), pp-194%

%8 |bid, p. 95.

®9pid.

“AmoRuCegger, O6Migration und Fi lrm:oUsdm mBeispiel vo
(k)ein Wort Deutsch: Literaturen der Minderheiten und Migrantinnen in Osterreithby

Nicola Mitterer and Werner Wintersteiner (Innsbruck: StudienVerlag, 2009), pf0®1
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alienated from their original homeland of Turkey, are able to successfully
construct a newHeimat for themselves in Vienna),Love Viennaon the

other hand, fad to represent Vienna as a secure and rehabilitative
geographical space. Indeed, as | shall conclude, in a world where
transnational migration is increasing and access to a politically and
economically stable geographical space is decreasing, there Yspase
Franke argues, 8 Molticutiucaimrelationghips phdaac e . 6
transcendental community of diverse individuals, | will conclude, are
therefore put forward by Allahyari as viable alternatives to geographical ties

and cultural roots in this ceemporaryHeimatfilm

Culture Clashes inl Love Vienna

I Love Viennafollows Ali Mohammed, an Iranian Germa@acher who

travels from Iran to Vienna with his sister and son in order to escape

political tensions in their homeland. The political tensidhat fuel the

familydéds journey in the film are | eft i n:
Jutta Landa argues, 0tries to avoid the
his film.”®> During an interview with a corrupt lawyer named Dr Borsodi, for

example, A Mohammed reveals that he has migrated to Vienna in order to

Yvonne Frankep Pa p as KiiTraeelingldebnati n Wi m W lradf der s 6
Zeitand Fat AuidePAndererdoSeiiein Heimat goes Mobile: Hybrid Forms of
Home in Literature and Filmed. by Gabriele Eichmanns and Yvonne Franke (Newcastle
upon Tyne: Camlidge Scholars Publishing, 2013), p. 201.

“Landa, 6Loveable Foreignersodé, p. 96.
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avoid the likelihood of his son being drafted for Wawhen Dr Borsodi

stresses that the familybés chance of ac
increase exponentially if they are perceivedbwo victims of religious or

political persecution, Angst allein ist doch kein Grund, um Asyl zu
bekommen, 6 he expl ains), Al l ahyar.i once
and seeks advice elsewherg. Berely alluding to the Iranian Revolution

through the bef mention of impending warfare, and by featuring a

protagonist who desperately wants to leave Iran yet refuses to claim political

or religious asylum, Allahyari avoids direct criticism of his Iranian

homeland. This careful and tentative approach to theesentation of Iran

onscreen is relatively typical of Iranian and Iranian émigré filmmakers, who

as Azadeh Farahmand highlight§ have been | ed to refrain
confrontational and socially critical films for fear of being held accountable

for antisystem or amte st abl i shment statemMents thro
Filmmakers whose works can be seen to actively take arlstantiic

stance, for instance, often face severe sanctions including arrest,

imprisonment or even violence, a@nnabelle Sreberny exptes.”> The
ranianAmer i can fi |l mmaker Cyrus No-wrasteh, f
| s 1 aYreiled hreat(1989) was ultimately withdrawn from its own

premiere in Los Angeles as a result of a bomb threat, is a prime example of

“Al'i Mohammeddés insistence that his son will not
linked to Mohammed Alids refusal to go to war in
get referred to as Mohammed Ali by Mr Swobodzew he first enters the Hotel

Praterstern.

“Azadeh Farahmand, o6Perspectives on Recent (Il ntert

Ci n e mah& Newilranian Cinema: Politics, Representation and Iderdgdy by Richard
Tapper (London; New York: IB Taurus, 2008),91.

"See Annabel | e-Phs Yedrsof theyraniaroRevoiution: Qulture in
Cont e st @uturabRedolution imIran: Contemporary Popular Culture in the Islamic
Republi¢ ed. by Annabelle Sreberny and Massoumeh Torfeh (London; Nekw NBor
Taurus, 2013), pp.-12.
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the personal and political riskisat abide in the critical representation of the

Iranian homeland®

All ahyari 6s decision to avoid direct
of Iran in his film is, he argues, a result of his own physical and symbolic
detachment from his former homelancheT Iranian bordilmmaker, in a
number of interviews, for example, refuses to pass comment on the political
situation in his ho mehlledberrdcht dant, dahbre gr ound
me chte ich mi@Howavércab AntofiauKpeppelnindidates
dun ng an interview with -ingogeddlandemsmak er |, Al

in fact prompted by fear:

Auch wenn wir mitten in Europa sitzen ist ein offenes Gespréach im Radio
Uber die politischen Verhaltnisse im Iran und die Einschatzung der Lage fur
einen gefirtigen Perser nicht maoglich; splrbare Angst vor einer

allgegenwartigen Bedrohurid.

Al'l ahyari 6s fears are of course not wunfo
the role of Ali Mohammed in the film, Fereydoun Farrokhzad, who was

forced into exile from Irann 1979, was found maimed and killed in his

Bonn apartment only a’”Altecaghnobddyhas t he f i l
been convicted for the actordés brutal a
believed to have been perpetrated by Islamic fundamentalistaetively

opposed Farrokhzadds publ i ¢®Despiteti ci sm of

®SeeHami d Naficy, 6Between Rocks and Hard Places:
Producti on i n H&wejBxile,dHon@land:e~itmg Media, and the Politics of
Place ed. by Hamid Naficy (Nework; London: Routledge, B®), pp. 142143.

"Petschg Al | ahyari: fWusste.®icht, dass ich Moslem bi
Kreppen , TélWeran nach Wien und zur¢ck. 6

“See Scharang, 6Zwischen den Fronten. 6

%See Landa, O6Loveable Foreignersoé, p. 104
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Al l ahyari 6s inclination to avoid the dir
the narrative of his film, his decision to cast Farrokhzad, a prominent voice

of opposition to thelslamic regime in Iran, in the role of his Iranian
protagoni st does per haps i ndi®cat e Al | a
Allahyari, however, has continued to maintain that his film is equally

critical of both Austrian and Iranian society, as he highlightimterview

with Renate Wagner when he states: o6l ho
the film that | critically deal not only with the Viennese, but also with my

protagonist, who is%®made to do some | ear

Focusing on Ot haen sf aaunldt st hoef Itrhaen iAaunsst rail
film, as Landa argues, Allahyari immediately sets up a culture clash
between the Viennese and Austrian characters through the deployment of
conflicting stereotype® Indeed, from the outset, Allahyari sets up the
binary model of a sexually promiscuous and secularised Austrian society
versus a strict, orthodox Muslim family. These binary oppositions are
I mmedi ately introduced to the viewer at
on an extreme closgp of a pair of female eydhat are framed by a black
veil. A follow-up medium shot soon reveals that the face behind the veil
bel ongs to Al Mohammedo6s sister, Mar j ar
Hauptbahnhotvith her brother Ali and his fifteen year old son, Kouros. The
familyisawai ti ng Al i Mohammedo6és nephew, Dj am

them at the train station and transport them to their temporary

81See Rut h Ry kProfil, 2® SEptemier 1991t Larala atgeias that
Rybarski rea he film as ¢6éa corroboration of [
traditions. 0 Landa, o6éLoveable Foreignersb©o, p .
8 RenateWagne | ch kann nichts machen,Sambargeri ch nicht se
Nachrichter5 Oct ober 1991, p . 11, cited in Landa, OLov

#¥Landa, 6Loveable Foreignersodé, p. 98.
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accommodation in Viennaods Second Distric
train station he is accompanied by his friend Karol Tarnpvsk Polish

asylumseeker who immediately takes a liking to the young Iranian woman.

Karol introduces himself to Marjam by offering her his hand but is

immediately told not to touch the young womandéasl as i st ni cht ¢ bl
unter MuTed fanmhe thendrrive at theHotel Praterstern their

accommodation in Vienna, and are immediately confronted by a group of

scantliyc | ad Austrian prostitutes who occupy
Clubdé in a building across thexroad. Thr
workers attempt to entice Ali Mohammed and his son by heckling them

from across the street.

By immediately presenting viewers with the contrasting images of
Islamic orthodoxy, which is signified by the veiled and voiceless Marjam,
and a sexually liberatl West, embodied by a particularly lewd group of
female sex workers, Allahyari problematically deploys an exaggerated
representation of the two cultures, which serves to stress their difference and
incompatibility® As Landa notes, A ksaapeyther i 6s f i | n
pitfalls of stereotyping, 6 and thus, s h
di scour se U Howeverxas Il will adgwademomdstrate, in contrast
to the discourse of exclusion, which Landa argues pervades the film, the
stereotypes that agpr esent ed in the filmdéds opening

challenged by Allahyari, who demonstrates the flexibility and changeability

8 See Haideh Moghisskeminism and Islamic Fundamentalighondon: Zed Books,

1999), p. 138 where she argues that theestgpe that dominates the representation of

women | iving under strict | sl awmiacsriaegi med is t hat
mut e, i mmobile and obedient creatures. o

®Landa, 6Loveable Foreignersodé, p. 95.
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of supposedly polarised cultures. Indeed, the Iranian and the Austrian
characters alike are seen to negotiate their respectiltural identities
throughout the course of the film and formulate their own individual identity
which corresponds to the needs of a changing, heterogeneous and diverse
society. Thus, by deploying cultural stereotypes and then deconstructing
them, Allehyari is able to transform a film that is concerned initially with a
culture clash into a film that represents the possibility of ecodsiral

embracing.

The discernible shift from culture clash to multicultural harmony
that takes place in the film isylmo means instantaneous nor is it depicted as
a problerafree process. In fact, Allahyari utilises the situations that arise
from the confrontation of these diverse cultures for comedic affect. The
comedy genre is a popular mode of expression for depittegeligious
and ethnic differences among host and home societies, as a number of
scholars including Graeme Dunphy and Rainer Emig, Daniela Berghahn and
Isolina Ballesteros acknowledfeCer t ai nl vy, 6the |l ightness
Ballesteros highlightsyhi ch i s Oestablished through
prototypical characters, 0 odigésebles vi ewer s
i mage of o6the tensions and?®¥dhesepl exities
tensions and complexities, arising from the coming togreof different and
ethnic and religious practices, are mostly explored through the flirtatious

relationship between Ali Mohammed and Marianne Swoboda, who is still

%SeeGr aeme Dunphy andd®Rat iHgbnidHEmMuugGomedly im t r
Transcultural Perspectivegd. by Graeme Dunphy and Rainer Emig (Amsterdam; New
York: Rodopi, 2010), pp.-85; Isolina Ballesterodmmigration Cinema in the New Europe
(Bristol: Intellect, 2015)p. 21;Daniela Berghahrfar-Flung Families in Film: The
Diasporic Family in Contemporary European Cinefgainburgh: Edinburgh University
Press, 2014)pp. 167168.

87 Ballesteros|mmigration Cinemap. 21.
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married to, but currently separated from, the owner oHbie| Praterstern

where Ali Morammed and his family reside. Their mutual attraction is

evident from the start when Marianne offers to clean up some soup that has

been accidentally spil tlegdThmwshintcAdni Mo hamme
intimate and compromising situation where Marianneis furiously
scrubbing at Al Mo h a mmieah Gneomtomablé c h  wi t h
but grateful Ali Mohammed thanks Marianne for her hospitality and her

0 f r e u n dilaireactiok which @rompts Marianne to burst out laughing.

As the plotdevelops thepair become more and more aware of their
cultural differences, which leads to yet more comedic situations. Marianne,
for example, decides to seduce Ali Mohammed when he is alone in his hotel
room. As she enters the room and takes off her night gown én twrdeveal
a red lace negligee, a shocked and-haKed Ali Mohammed conceals his
dignity by covering himself up with a newspaper before diving onto his bed
and hiding beneath his bedsheets. He repeatedly asks Marianne to leave as
her actions are not bny &éver botend Bygnhde h@eyMariea md e,0
however, continues to pursue him regardless, reassuring him that she is
separated from the hotel owner, Mr Swoboda, and is now a single woman.
When she begins to lose patience and gets up to leaveotine adrantic Ali
Mohammed devises a solution to their predicament. He proposes that they
get married to each other through the informal performance of a three day
ritual in the comfort of his hotel room, which would allow the couple to
sleep together wittut committing a sin. This three day informal Islamic
marriage, which is a rare occurrence and is usually only performed as a

means to provide legitimate status to a prospective child, offers Ali
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This i mage has been
t hi s ftodieepsyirsi ght r

Figure 10: A threeday informal Islamic marriage ceremony allows Ali
Mohammed and Marianne to meet {1In the mid
Love Vienng1991). DVD Capture

Mohammed the chance to give in to his carnal temptatigtisout going
against his strict Muslim beliefs. This moeokarriage between Marianne
and Ali Mohammed thus acts as a bridge between East and West in the film,
allowing for the paito form a compromise between their respective, beliefs,

customs and tradans.

These comedic performances of cultural hybridity and ecafsral
acceptance and embracing reflect what Th
occupancyd of t héDoduiblIned so cpcruopt aangcoyndi sitss . a t
by Elsaesser to refer to the mplé affiliations and allegiances that
characteri se 6hyphenated identitieso i n

summarises belo?

8See Thomas El saesser, 6 Detments: Spa@kReamancy and Smal
PolicyintheNew Eur opean Ci neimzuropeantCnema:tFaceto BaBed 0 s 6 ,
with Hollywood(Amsterdam: Amsterdam University Press, 2005),188 130.
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The state of double occupancy applies to every part of Europe, and to all of
us: our identities are multiply defined, multiply exieeced, and can be
multiply assigned to us, at every point in our lives, and this increasingly so
hopefully to the point where the very notion of national identity will fade
from our vocabulary, and be replaced by other kinds of belonging, relating
and keing. Blood and soil, land and possession, occupation and liberation
have to give way to a more symbolic or narrative way of negotiating

contested ownership of both place and tfthe.

Throughout his study, Elsaesser reveals that the state of double
occupancycan apply to a range of different societal groups. For instance,
on asuprast ate | evel, 0 cos mdpsimdssmeran el it eso
financiers, politicians, artists and intellectuals are doubly occupied in the

sense that their success is often deterchimetheir ability to operate and

function transnational}® 6 The hyphenation of identity
i mmi gration, mi gr at istate level,ahovwevere asi | e, 6 on
El saesser adds, Oappears in stark contra

the cosmopolitan elites* Indeed, as is demonstrated in the representation

of Al i Mo hammed, 0do u-btdteepergpectivea,paancy, 6 f r o
often reveal itself in terms of ¢6éa divid
home society, a position which, as Elsaess poi nts out s, has 0

comic and uto¥iané di mensions:

| want the term to be understood as at once tragic, comic and utopian.

Tragic, because the reality of feeling oneself invaded, imposed upon,

8 |bid, p. 109.
% bid, p. 118.
1 |bid.
%2 |bid.
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deprived of the space and security one thinks onesneed i s [ é] a state o
pathos, disempowerment and seifment. Comic, in the way one congigle

mistaken identities as comibat is, revealing ironies and contradictions in

the fabric of language and its signifiers. And utopian, insofar as under

certain coditions, | shall suggest, it opens up ways of sharing the same

space while not infr¥inging on the otheroés c

The tragic dimensions of Al i Mohammedos
argue, can be seen in his relentless search for a safe, stable and nurturing

Heimat for himself and his family in Vienna, which is continually put in

jeopardy by the immigration legislatiavhich determines that they could, at

any given moment, be deported back to their place of Hiffarthermore,

Allahyari explores the comedic dimension of the hyphenation of identity

through the comic relief that the clash of Iranian and Austrian culaunés
practices engenders. More i mportantly, h
the utopian quality of double occupancy by highlighting how, over time, the

two contrasting cultures can learn to acknowledge, accept and embrace one

another, as | shall now demstrate.

Cross-Cultural Embracing

The crossultural acceptance and embracing that occurs throughout

All ahyari 6s film is mostly represented t

% Ibid, pp. 1160111.

% Indeed the tragic dimensions of double occupancy are also revealed by the assassination

of Farrokhzad n 199 2. I n a similar manner, El saesser ar ¢
filmmaker, Theo Van Gogh, who was also assassinated by Islamic fundastentali

represents the tragic dimension of double occupail
and Small Adjustmentsoé, p. 112.



126

relationships. Al t hough Mari anne and Al
fraught with difficulties from the start, with their conflicts comprising the

maj ority of the filmés comic sequences,
ultimately able to put aside their differences and commit to spending their

lives together. This filmic upn between a Muslim man and a white

Western woman in texts dealing with the topic of migration and diaspora is

relatively common? Indeed, a number of migrant and diasporic films, and

postunification hyphenatedHeimatfilme including the TurkishkGerman

fi Il mmaker, Fven i@mwilllA(RORY), S0d instance, portray the

i nterethnic romance between Turks and Ge
perceived threat of Muslim OtHherness, 6
However, in order to represent a susfelsunion between a strict Muslim

man and a sexually liberated and secularised Western woman in his film,

Allahyari problematically forces his Iranian male protagonist to undergo a

process of Orecuperationo and orehabil
illuminat e s , often o6necessitates that he i s
markers of hisalteritya ut hori t ari an power® and religic

Al i Mohammedds authoritarian power an
revealed to the vi ewaebidsKourosandtiMargm f i | més o |
from | istening to Western musi c, he | amb

for publicly displaying her sexuality and femininity as she performs a belly
dance at a party, and he initially refuses to attend the wedding of Marjam

and Kar ol Tarnovsky at the filmés concl us

% See Ballestero$mmigration Cinemap. 35.
% BerghahnFar-Flung Families in Film p. 167.
9 bid, p. 147.
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film, Ali Mohammed makes a belated appearance at the wedding, and even

joins Marianne on stage to perform a belly dance with her. As such, he is

seen to readdress his orthodox views emalstruct an identity and faith for

hi mself which allows for his Ominority

culturedé to Gtomfortably meet. 6

The probl emati c 6rehabilitation an
Mohammed in All ahyari 6s Kk bdcknto ttheo e s, to s
TurkishGer man o6ci nema of t he achfasd¢tedod fr ot
outlined in chapteone tended to reinforce 6the dict
|l i berating Western culture versus an op
c ul t*tHoveeved unlikehesec al | ed 6cinema of the affe
constituting antidotes to Muslim patriarchal authority and control, the
Austrian men in Allahyariés film are al s
Mr Swoboda for example, the owner of tHetel Pratersternand the ex
husband of Marianne, frequently displays a racist and misogynist attitude
towards his employees and customers. In two separate scenes for instance,

Swoboda is seen to grope his young Austrian waitress and can be witnessed

telling the Polish asylurseeker, Karol, to go back to the EH8tA number

of other Austrian male characters in the film, including antagonistic

policemen, corrupt lawyers and morAeyngry doctors, further reinforce the

fil mds critical represent ateilecting o f Austr
Al'l ahyari 6s cl ear attempt t o of fer an

representation of both cultures.

% |bid, p. 149.
“Berghahnd No Pl ace ,p.ild2e Home?d
Wi nterestingly Mr Swobodaé6s surname is of Slavic
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While the O6cinema of the affectedodo t
mo d e | featuring, as Rob Burns notes, 6f ol
fixed, static and frequently I mpenetr atl
boundaries are O6either easily removabl e
spheres where new identities™®@dan or inde
AmoRuCegager i | | uerscheiat thier snicht mekruals stabiles

System, sondern als veranderlicher Prozess des fortgesetzen Aushandelns
dessen, was in einer Gé%GCenainlgitisrmf t von Bel
only Ali Mohammed who undergoes this process of identity congbruat

Al'l ahyari 6s fil m. Hi s sister, Mar j am, a
example, must also renegotiate their own religious and cultural beliefs and

customs in order to form a successful and lasting relationship. Marjam, in a

similar manner to herrbther, undergoes a process of westernisation. Far

from the veiled, mute woman we are presented with at the beginning of the

fil m, at the filméds conclusion- Marjam heaea
coloured makeaip and has formed a loving relationship wattPolish man

against the wishes of her protective Muslim brother. In doing so she has

removed herself from the stereotypical role of the victimised Muslim

woman who is a regular feature in earlier German hypherégedatfiime

and with agency, has formegh identity of her own® This new, more

western identity, however, does not reject Islam. Indeed, while her outward

appearance may have changed, she nevertheless continues to practise and

respect her Muslim faith by refraining from cohabiting with her pawiner

YWRob Burns, 60n the Streets and-Gemant he Road: | de
Travel ogue dlewcCmemas Joeakoh@ntemporary Filni (2009), p. 25.

RuCegger, O6Migratl®@on und Filmé, pp. 99

193 BerghahnFar-Flung Families in Film p. 165.
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This i mage has been
t his tdepmyrsi ghotr r

Figure 11:. Karol Tarnovsky and Marjam marry in a ceremony that
i ncorporates both cul tl boveeMBenna(1®91Houc hang A
DVD Capture

andby requesting that he convert to Islam before they undergo an Islamic

wedding ceremony.Wh i | e Mar j am and Al i Mo hammed
westernisation in the film could be said to advocate an assimilationist

approach to double occupancy and multiculturalism,okar Tar novskyads
conversion to Islam in the film can be seen as an attempt to offer a balanced

and fair representation of cressltural embracing and reciprocal identity

construction. In order to be with Marjam he must marry her and in order for

that weddig to take place he must first convert to Islam. This of course also
necessitates that he must wundergo what i
6most aliend and O6embarras®iTmese ritual
procedures however do not faze Karol and amel his friend Djamijid

propose a new name to complement his new hyphenated identity: Abdullah

Karol Tarnovsky. Both cultures are thus seen to undergo extensive

1% bid, p. 167.
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renegotiations in Allahyaridés film provi
differences betwee the Islamic and the Western world, as proposed by
Samuel Huntington in his controversial studjhe Clash of Civilisations

are in fact reconcilable after af°

Thanks to its visual and symbolic power to unite people of all ages,
races, religions and alks of life, the wedding ceremony can now be

regarded as a popular cinematic convention; a claim that can be

o
=

substantiated by the emergence®of the
For this same reason, it also forms a vital trope in both the classical
Heimatfilmand in the migrant and diasporic film, acting as a visual union of

people that compensates for the real societal and individual divisions that

war, migration and intercultural tensions can often engelidefhe
TarnovskyMohammed wedding not onlgements the union of a Christian

Polish man and a Muslim Iranian woman within a Western Austrian setting
(promoting a transnational and transcultural relationship that transcends
geographical, religious and ethnic boundaries) but the spectacle of the
ceranony and the successive wedding reception also provides a visual

il lustration of the newlywedsd- newly hyrg
cultural social sphere that they are about to inhaklthough scholars

including Daniela Berghahn an®zgir Yaren argue that weddings in

mi grant and diasporic film often functio

and serve to 6crystallise f{dmevskt her ness

195 samuel P. Huntingtori;he Clash of Civilisations: And the Remaking of World Order
(London: Touchstonel,998).

196 BerghahnFar-Flung Families in Film p. 153.

197 See LudewigScreening Nostalgig. 202; and Alon ConfindGermany as a Culture of
Remembrance: Promises and Limits of Writing His{@kapel Hill: University of North
Carolina Press, 2006), p. 89.
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Mohammed wedding draws on the customs and traditions of both
cultures:®® Initially the wedding can be seen to take the form of a traditional
Islamic ceremony: the couple are seated on separate stools, the bride is
veiled and an Iman reads out scriptures from the Quran. Not familiar with

the tradition, Karol is unaware that hmust be asked three times before he is

ot

required t o vocally accept Mar j amos h
inadvertently answers yes after only the first time of being asked, he

prompts a roar of laughter from the crowd, once again highlighting what
Elsaesseraosi ders t he O6comic6é dimension of do
wedding takes the form of an Islamic ceremony, and they are both married

into the Islamic faith, a number of ostensibly Western elements are
simultaneously incorporated into the service. Foraimsg, both couple

eschew traditional Islamic dress and wear visibly Western wedding attire.

Karol is seen to don a navy blue suit and tie, while Marjam is wearing a

lavish white wedding dress.

The wedding reception, which takes place in the hotel dirong,
is a similarly crossultural affair. While wine flows freely, the guests are
treated to a typically Persian banquet. Similarly, a mixture of Persian and
Austrian music is performed by different entertainers to the jovial,
multicultural crowd. It isduring the wedding ceremony and the subsequent
wedding reception that the o6épl®asures of

Indeed, the multicultural hotel guests from all walks of life have formed a

198 See Berghahriar-Flung Families in Filmp. 154. Also see YaréAz g ¢ r, O6Weddi ng
Scenes as Met ap hlmagmariésdOut offPlaceeCinamad 6 i n
Transnationalism and Turkey e d . by G°k-en Karanfil and Ser kan Kk
Tyne: Cambridgé&cholars Publishing, 2013). 161.

1®¥See saritaMalk 6Beyond fithe Cinema of Dutyo? The Pleac
British film of Dibselving gie&ve: Key &Vrtidgs an9B&t8hsCingmai n

ed. by Andrew Higson (London: Cassell, 199). 202215
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transcendental community, putting aside their ethnic, @ll@and religious

di fferences in order -aulwralareoh.disheset e t he co
in this positive representation of cresdtural embracing and identity
negotiation, that All ahyar:i most explici
of doubk occupancy, or at least its potential. Indeed, he successfully creates

this representation by drawing on what S
optic,6 which is a visual grammar of di
express the duality of hyphenated ilent i es wi t hout 60f oregr o

opposition bet ween §°AsMdoottiexplaind: home cul t ur

Marking the paradigmatic shift entailed by the technology of the camera,
Benjamin (1968) has theorized that it made possible a new optic. The
c amer atpte zoanbih and out, to enlarge, the use of slow motion and
other technical capabilities allow the viewer to see images that escape
natural vision. This optic makes visible a new structural formation of the
subject. | use this insight to forward a diagp optic, a way of seeing that
underscores the interstice, the spaces that are and fall between the cracks of
the national and the transnational as well as other social formations. If the
community imagined by the diaspora is transnational in scoperaddges

a subject position that lays claim to and negotiates between multiple
affiliations, the diasporic optic seeks to reveal this desire for multiple homes

through specific representational stratedfés.

The most significantrafeghesed Orepwkatent

terms a O0sideways glance, & which she out|

syjata Moorti, 6Desperately Seeking an I dentity
of Tr ans nat lntermtohal JaurnaloffCultprél Studies:3 (2003), p. 364.
11 bid, p. 359.
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Visually, this desire to inhabit many places is captured as a sideways glance

rather than as a backwards | ook [ é]. |t |
different worlds and moveis two different directions at once. It enables a

representational archive that is simultaneously familiar, alien, domestic,

national and transnational. This formulation goes beyond a new way of

seeing and underscores how the crosscutting forces of ttamsiacapital

and media produce subjects and publics that are no longer confined within

the representational politics of a single geographic natfon.

Al t hough the diasporic optic iIs wutopian
inscription of a transnatioa | community of senti ment, 0
continue to capture 6t he di sl ocation, C

characterises hyphenated identities through its engagement with a form of

reflective nostalgid™® | ndeed, while Ali Macéammed i s
sidewaysd6 between his home and host cul't
space between the two as opposed to polarising them into irreconcilable

binaries, he nevertheless remains nostalgic for the identity he has lost.

During the wedding ceremony farstance, when the guests are feasting on

the lavish banquet, Ali Mohammed looks longingly at Marianne and says:

OWi en hat uns ¢bergerol | t. Mariam i st g é

auch. ® Marianne then reminds him that he

The constatty evol vi ng, hyphenated identiti
portrays are not representative of the 0

personality, 6 or the O6éparalysis between

112 |pid.
13 bid, pp. 358362.
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hyphen can often impl{:* The charactersinlhyari 6s film can be
i nhabi't wha't Ho mi Bhabha deems a Ot hi

intersubjective and collective experiences of nationness, community

interest, or cul t d' AslBhabha lelaberates,rtis negot i a
Ot hird spacebdaiarcwesl | a® @ -bedrednnthen a | spac
designations of identity, 6 which Opreve

pri mor di at®Byfocusing dntthie mterstiée, the liminal, and the

inbetween, Bhabha acknowledges the changeability of identity global

age, which is becoming more and more defined by mobility and
transnational connections. He is able 1t
geographic and national boundaries, registering the identities of those

hyphenated and displaced persons wioonot share an allegiance or an

alliance with a particular national or geographical space.

Vienna as Liminal Space

Al i Mohammed and his son, Kour os, i n Al
successfully inhabit this Otadesofd space. 0
both the host and home lands, as | shall now demonstrate, no longer provide

the characters with stable markers of identification and thus they must

i nhabit a symbolic and physical ot hird

presented as a transit zateoughout the film, offering temporary stability

for Ali Mohammed and his son but neveHaimat For example, upon their

114 Naficy, An Acceted Cinemap. 15.
15 Bhabha,The Location of Culturep. 2.
1% bid, pp. 25.
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arrival in the city, Ali Mohammed and his family are seen to masquerade as
tourists in the film: they occupy transitional spacesudeig hotels and
guest houses, they visit iconic Viennese tourist attractions like the
Schonbrunn Palace and the Prater, and, furthermore, they are only able to
remain in the country on a temporary basis under the strict requirements of a
tourist visa. The liminal status within the city is further inscribed into the
film by the presence of an automotive repair garage which sits opposite the
Hotel Praterstern the cars situated on the streets outside may once have
acted as signifiers of mobility and freedoin the 1950sHeimatfilim
However, the various mechanical faults render these vehicles motionless;

stuck in | i mbo, Il i ke Al i Mohammed at t he

Indeed, at the end of the film, Allahyari offers the viewer no
indication of whether his protagists will remain in Austria, whether they
will reach their dreantHeimatof America or whether they will be deported
back to their original homeland of Iran. For instance, Ali Mohammed,
Kouros and Marianne have all obtained plane tickets and temporasytuis
enable them to travel to America. However, after being struck down with
appendicitis and forced to get bedrest by his doctor, Ali Mohammed is
Ssituated in bed at the filmdés <concl usi c

vi ewer is | eft swhmateaestnationf t he famil yo

In this closing scene, as the invalid, Ali Mohammed, lies in his sick
bed, the film draws the viewerds gaze oV
Mohammedés hand. From the text and il 1l us
we are al® to determine that he is reading about the Empress Sissi. Indeed,

Al i Mohammedds i nterest i n Sissi was [ eV
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This I mage héuby béden.
t his tdeepyrsi ghotr r

This i mage has been
t his tdeepyrsi ghotr r

Figure 12: Ali Mohammed and his family traverse the Austrian landscape
as Otouristso6 i hLoued¥Wianngleoh)gDVACaptardr y ar i 6 s

of the film when he confesses to having watched Ernstdvarh kS s

films several times. In fact, the films, Ali Mohammed reveals, were the
reason why he wanted to come to Vienna in the first place. However, as
Marianne enters the room to discuss the future of their relationship, she
reminds Ali Mohammed thathey are not the Emperor and Empress of
Austri a: 6 Du bi st kein Franz Joseph
multicultural Heimatt hat Er nst Mari schkads film
the 1950s is demythologised by Allahyari, who exposes the Vienna that Al
Mohammed grew to love on film for the virtual, cinematic propagation of

multicultural reconciliation that it is. Nevertheless, although Vienna may

un

not
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not provide Ali Mohammed and Marianne with a permanent space in which
to play out their relationship, ase® pair agrees to stay toge
ending, no matter where in the world that may be, geographical space is

given little importance.

Conclusion

The variety of relationships that have |
transient existence inLove Viennaand the hyphenated identities that have

been constructed within this liminal space, transcend the necessity for

cul tur al root s and nati onal bel onging.
constructed i n Al l ayari 06s fcultdrahn , whi ch
embracing and identity negotiation within a liminal Viennese setting, not

only echoes All ahyari 6s own experiences
it also promotes an articulation d¢feimat that transcends national and

geographic boundaries. Inet#, the title of the film| Love Viennawhich is

frequently repeated by Ali Mohammed and Kouros as a declaration of their

love to the city at the beginning of the film, is revealed to be steeped in

irony by t he Y Thé cinptsat Ali Mohanned sell io love

with through the consumption of &eimatfilm does not exist. The

protagonists must therefore learn to transfer this love from a mythologised

love of a geographical space to a tangible love of a person or multiple

""'nterestingly, as Allyson Fiddler notes, the al
is used by a migrant prlatiehegdeses Lan@oOR)nSed> et er Tur r i ni
Allyson Fiddler, 6é6Shifting Boundari es: Responses

TwentyF i r st  CA HistouyrofyA@strianrLiterature 191800Q ed. by Katrin Kohl
and Ritchie Robertson (Columbia, S.C.: Camden House; Woodbridge: BagdéBrewer,
2010), p 273.
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people, which has the pow& unite cultures and provide the characters

with the stability, identity and sense of belonging that they desire.

Although diverse, each of the three films examined in this chapter all
attest aHeimatthat is constructed via personal affiliations bedwgeople.
The unlikely relationship between Mario and Elfe Hbohenangst the
utopian union of the Bnmezs and the Strohmeyers (Beboren in
Absurdistan and the fraught but loving relationship between Marianne and
Ali Mohammed inl Love Vienna for exampe, transcend the need for
political and geographical stability. Thus, in a world where exclusionary
borders continue to exist, Allahyari promotes transcendental and
multicultural relationships as an antidote to contemporary alienation and

dislocation.
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Chapter 3: Desperately Seekingdeimatin the Works of Florian
Flicker

Introduction

Since his death in August 2014 after a short battle with cancer, critics and

journalists from Austria and around the world have returne8alaburg

born FIl ori an Flicker &s' Ldoking mhack omi t h renev
FI'ickerds <career, a number of critics,
Bundesminister, Josef Ostermayer, pay tribute to the diverse and

mul ti faceted nat uarguingpthat Hslvarious evorkss oeuvr e,
which include experimental short films, documentary films and hybrid

genre feature fil ms, successfully reflec
des ©°sterr ei?iHshybritheera fedturelfimeis padicular

which include the séii/ Heimatfilm Halbe Welt(1993), theHeimatfilmroad

movie, Suzie Washingto(i998), theAustrokonddie/psychological drama,

Der Uberfall (2000), and the westeki¢imatfilm Grenzginger (2012)i as

Martin Keuschnigg agrees, demoastr e  Fl i cker s i nclinati on

generic boundaries in order to create new and innovative modes of

'Flickero6os films have also attract@e recent publi
Austrian public broadcasteDRF( ¥ st err ei chi scher Rundfunk), aired
films in the week after his death was palgl announcedGrenzginger(2012),Der

Uberfall (2000) andNo Name Cit}2006). Furthermore, a number of his films have also

been screened in commemoration of the director at national film festivals. For instance, the

Viennale(2014) screeneHalbe Weltalongside three of his experimental short filid@o

unter den Sterne(2015) screeneBer Uberfall alongside three of his experimental short

films. And theDiagonale(2015) screened Suzie Washington (1998).

’See Martin Schwei Austdaf Eilms Revelv A0 ienmhuAcstriano n 6 ,

Film Commission, 2014), p. 6; Josef Ostermayer,
Abl eben von Blndeskareleransteireich 24 Augyst 2014
<https://www.bka.gv.at/site/cob__56755/currentpage__ 2/7952/defautt. fespoessed 7

September 2014].
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story’[elling,3 an approach to filmmaking which film theorist, Drehli Robnik,

attributes to Flickerds 1dack of for mal

Having neer attended the Vienna Film AcademyElicker, as
Robni k states, was O6ein passionierter
Auspr obi er elickprfitstaleveldped rainteredt in filmmaking
while working in theatre and advertising during the A€98but it was not
until the latter half of the decade that he began to experiment with film. He
joined various experimental filmmaking collectives in Austria and
Germany, including the Expand€&inema group®ension Expor{Vienna)
and Keine Einigung (Hamburg), where he created a series of experimental
short films! However, after realising that there was no audience for
experimental film, in 1993 Flicker began to write and direct his own
documentary and feature filfisHis solo feature film debuHalbe Wét
(1993) brought Flicker his first taste of success. Winning a number of
awards including the award for best first feature at the Gérardmer Film
Festival (1994), thé>rix du Coeurin Valenciennes, (1994) and tlireis
des Filmkunstfests Mecklenbevprpommernat the Schwerin film festival

in Germany (1994), the film, as schol

®MartinKeuschnigg 6 Fl or i an Fibiec k @1 e DiEfresRiddykst e
2014 <http://diepresse.com/home/kultur/film/3859278/Florklicker Erblickte-uberdie-
Grenzes [accessed 23 September 2014].

‘Drehl i Robni k, O6Leben i nFillindégensdiutsol6éi an Fl i cker

Regisseure auSsterreich(Vienna: Wespennest. 1995), p. 44.

® Although Flicker never attended the Vienna Film Academy as a student, he did teach

there as ®ozentin his later years.

®’Robni k, o6Leben imdiseéditne FRiolrmadm, Fp.i cker un
" Early experimental films includé:ebenslau{1986) Landscape oder 50 Séger dem
Salzkammergu¢1986) andBerliner Skizzef1986),Kopf an Kopfi Tetea Tete(1988),

Komposition ohne Toh1 9 9 0) . For mor e iexpdrimentadiinsseen on Flicker

Robni k, 6Leben im Licht: FI-®r i an Flicker wund
8Fl i cker 6s doc u matwengerfilg(1998) andis Nama Citif2006)e

sei.l
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i hn [é] als HoffnungkitmSHpedver, lwas j ungen ¢
his second feature filnGuzie Washingto(1998), that, as journalist R@n

Scheiber remarks, situated Flicker alongside fellow New Austrian

Fi |l mmaker, Bar bar a Al bert , as 6ei ne f

Fi | msc H&fofnesisd.ed ed the o6Durchbrluché of F

Suzie Washingtowent on to win theGroRer DiagonalePreis for the best

Austrian film of the year at the inaugural Diagonfle festival in Graz in

1998, along with numerous other awards and nominations at film festivals

around the world, including the Fort Lauderdale International Film Festival

in the US ad the Max Ophiils Festival in Saaibken®?

6Das I CH i st jaedieg e rP ub&abigtyrsnd sbie

Search for Self in the Feature Films of Florian Flicker®

While many critics and journalists are quick to acknowledge the diverse and

mul ti faceted nat ur e teod toiderntify a leaumiigs oeuvr e,
theme that dominates his cinematic works. In his analysis of the late

fil mmakerds works, critic Michael Pekl er
FI1 i c ker 06 sahleh i[sielhven Wiresschen und Sehishten von

Menschen, die mit entsprechendem physischem und emotionalem

°St efan Grissemann, 6 Na elorluffofda26AugustPd4 i an Flicker
<http://www.profil.at/gesellschaft/nachrfibrian-flicker-19652014377596> [accessed 26

September 2014].

YRoman Schei be rgRay@QLEGRP)AHp:/Evanray
magazin.at/magazin/2012/11/grenzgaeffgeian-flicker-ueberdenneuenfilm ->

[accessed 1Bebruary 2014].

1SeeAnon, OrFlergu Rickes 4Gahrig verstorbef) Die Presse24 August 2014

2Actress Birgit Doll was awarded the Criticsd Che
laschwilli at the Fort Lauderdale International Film Festival in 1998 and film editor Monika

Willi won the Femina Film Award at the M&phuls Festival in the same year.

13 Quote by Daniel del Guidice, cited in Florian FlickBuzie Washington: Drehbuch und

Notizen zum FilnfWeitra: Bibliothek der Provinz, 1999p. 104.
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Kraftaufwand ver suche'hThe protagonistsiim| zu err
Flickerds films are ttaedied oire, Bawe Plerkgd .ed
Flicker also ackawledges this recurring motif in his films when, in an

interview forSuzie Washington he st ates: o0l etztlich geht
meines Films um eine Art von Einsamkeit. Sie haben den Boden unter ihren

FiRen verloren, dihlen sich allein und fremdelmi t d e'f Hiswtedet . o

feature films, Halbe Welf Grenzginger and Suzie Washingtgnas this

chapter shall demonstrate, all feature protagonists who, for a variety of

different reasons, find themselves physically or symbolichdymatlos

These films ftdow their characters as they embark on an active quest for a

sense of identity and belonging that exists outside of their immediate

surroundings and thus continue to reimagine the realisatibteiohatas a

constructive process in a global society chamaseéd by mobility,

displacement and relocatidh.

In this chapter | wil!]l begin with a b
film debut, Halbe Welt (1993), and his most recent feature film,
Grenzginger (2012), before embarking on andepth analysis of hi998
feature filmSuzie Washingtorin these respective analyses, | will highlight
the ways in which Flicker draws on and renegotiates the semantics and

syntax of theHeimatfilmgenre in order to successfully represent the various

“Mi chael Peklmacgh téES effalmgmk ®dvender 2012
<https://www.falter.at/archiv/EALTER 201211141522580@%3samkeitmacht

sehnsucht?selectyedaccessed 9 September 2014].

Mi chael Pekler, 6Getr i efaken27\iogost204nsch nach Freil
<https://www.falter.at/archiv/EFALTER_20140827E62245F0A6/getriebemwunsch

nachfreiheit?selectyce [accessed 9 September 2014].

'8 Flicker, Suzie Washington: Drehbuch und Notizen zum Filni02.

“Also see Flicker 6s I6b8mslausvhichergagesxwphehei ment al f i | m
theme of mobility quite literally. For instanceyfthe entire duration of the two minutes

and twenty seconds fdotage, the supeB camera looks down on a pair of running feet.



https://www.falter.at/archiv/FALTER_201211141522580055/einsamkeit-macht-sehnsucht?selectyco%3e%20%5baccessed%209%20September%202014%5d.%20%20
https://www.falter.at/archiv/FALTER_201211141522580055/einsamkeit-macht-sehnsucht?selectyco%3e%20%5baccessed%209%20September%202014%5d.%20%20
https://www.falter.at/archiv/FALTER_20140827E62245F0A6/getrieben-vom-wunsch-nach-freiheit?selectyco
https://www.falter.at/archiv/FALTER_20140827E62245F0A6/getrieben-vom-wunsch-nach-freiheit?selectyco
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personal and physical joweys ofHeimsuchunghat his protagonists must

undertake in his films. However, as | will demonstrate, in these films

Flicker, who is renowned for transcending generic boundaries and is
considered by Robert von DassanowsKky a.
filmmakers specialising in postmodern hybridgenrer k , 6 does not mer
revisit the Heimatfilm genre but hybridises theleimatfilm with various

other genres, including the sciedaeion film and the quintessentially

American genres of the road movie ané thesterrt® By hybridising the

Heimatfilm genre with the scienegction film, the road movie and the

westerni genres that are also frequently connected with questions of

(temporal and physicgltravel, mobility and identity, Flicker is able to offer

new and innovative engagements witHeimat within the context of

globalisation.

As Heimatemerges outside of spatial confinements, so too does it
transgress genre boundaries. As Yvonne Franke highlights in her
dissertation, which looks at the relationshipvzEen home and travel within
the context of a number of contemporary
Heimathas to be discovered more and more through movement, which in
audiovi sual culture is currentPpAsaexpressed
product of mxing, these hybridHeimatfilmecontinue to participate in the
destabilisation of theleimatfilmgenre, symbolically representiktgimatas
a malleable, deterritorialised concept which is capable of being located in

various settings and under numerous different guises. As Ira Jaffa

'8 Robert von Dassanowskiustrian Cinema: A Historglefferson, N. C.; London:
McFarland & Co, 2005)p. 238.

YYvonne Fr an k ef Europebrizatioddmving Eosvards the New
He i ma (uhpublismsdl PhD, The University of Pittsburgh, 203.3%.
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highlights, hybridg enr e fi Il ms oO6are inherently subve
genres and styles instead of kegpthem separate, these films choose
heterogeneity over homogefThus,yoy contamir
hybridising theHeimatfilm Flicker continues to reimagine both the film

genre and the conceptideimatitself as changeable and evolving entities.

I n my analysis of FI i cHaleerWeb|! sol o f eal
will analyse the manner in which Flicker engages with the generic formulae
of the sciencdiction film and theHeimatfilmin order to represent the loss
of Heimatas a result of climatehange. Critically engaging with questions
of ecology and conservationism, issues central to Hetmatdiscourse and
numerous scieneei cti on narratives, I argue that
in a dystopian future, looks back nostalgically on a ksimat which its
protagonists go to deadly extremes to ¢
scene depi ct sHeimketwintocdeadhy a tcopeetypisad of the
NaziHeimatfilme of the 1930s and 40s, | will showcase how Flicker
eschews any nationalisbnnotations of a mythological connection to the
homeland, and instead adafite generic syntato offer a wider reflection
on the obstacles facing those who embark on a quest fbieimat

elsewhere.

| then proceed to offer a brief analysis Gfenzginger (2012)
followed by a comprehensive examination ®fizie Washingtor§1999).
Both of these films, as | will demonstrate, draw on leematfiimgenre as

a means to critically explore contemporary migratory movements and

20 |ra Jaffer,Hollywood Hybrids: Mixing Genres in Contemporary Filthsnham, US;
Plymouth: Rowman & Littlefield Publishers, 2008), p. 6.
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societal shifts.Although they invet in the image of a future, y&i-be

gainedHeimat rather than a regressive notion dfl@matirrevocably lost,

as depicted itdalbe Welf they nevertheless represent the searchié&mat

as one that is still fraught with danger, particularly for ¢hago are both

physically and legally excluded from tlikeimatthey seek. In these films |

suggest that Flicker continues to challenge the static notion of space

associated with conservative readings Héimat in his films and thus

rejects, as Gabriele Hicma nn s writes, 0t he [ €] rath
elements of the traditionaleimati d é'aHowever, | will conclude that,

despite engaging with a more fluid conceptiotdefmat Flicker challenges

the utopian ideas of inclusivity and freedom with which ¢hesre mobile

renderings ofHeimat are often associated. Indeed, @senzginger and

Suzie Washingtodemonstrate, in a Europe that, as Yosefa Loshitzky states,

Ohas become a site for voluntary trave
occupational transnatials) as well as involuntary travel (refugees, asylum

seekers, displaced populations, transferred populations resulting from

Afet hni c cleansing, O foreign wor ker s, t
mi grants), 06 it neverthelesssracas Loshit zk
ethnic and religious boundaries [ é] def i

fi ot h ¥ Assl wib dutline in my analysis oBuzie Washingtgrand to a

certain degree irenzgnger, the successful search fAeimatis therefore

ZlGabri el e Ei chmaHeimaint d nA g e dafc t GHemmatSbes s at i ond, i n
Mobile: Hybrid Forms of Home in Literature and Filrad. by Gabriele Eichmanns and

Yvonne Franke (Newcastle upon Tyne: Cambridge Scholars Publishing, 2013%.pp. 2

22 Yosefa LoshitzkyScreening Strangers: Migration and Diaspora in Contemporary

European Cinem#@Bloomington, Ind: Indiana University Press, 2010), p. 2.
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dependent on whaDor e en Massey has té&Famed o6powe
concept she coined to refer to, as Peter
of power and privilege involve®# in oneds
Flicker thus rejects a utopian representation of postmod®madism

whi c h, as Ei ¢ h ma Onsbsigkeitogweers , r o0df taevdoruer sss , 6
favour of a more critical portrayal of the legal and social exclusionary

barriers that prevent those migrants from having acces$i&naatat all®

I owi || conclude that FIl'ickerds fil ms wor
opposition to the generic formulae of thieimatfilm revealing the Janus

faced nature of the Austriakleimat which at once welcomes wealthy

Western tourists and simultaneoushjects desperate refugees. In their

respective engagements with the binariesieimatand Fremde mobility

and stasis, and inclusion and exclusion, these films look to other generic

modes to assist in their contemporary representations. \@ndazgnger

hybridises theHeimatfiimgenre with the classical western, transforming the

rural locale into a dangerous frontier for potential migrarsizie

Washingtordraws on the generic conventions of the road movie, charting a

mi grant 6s r el Hematdsshe dlegalyutmernses the Austran

landscape in a desperate bid to escape border enforcers and reach her dream

Heimatof America.

Halbe Welt(1993) and theHei-Scii

“Doreen Mas-SegmetvbPpwand a Pr ogMemingithee Sense of Pl
Futures: Local Cultures, Global Changed. by Jon Bird, Marry Curtis, Tim Putnam,

George Robertson and Lisa Tickner (London: Routledge, 1993), f§9.59

%4 peter NyersRethinking Refugees: Beyond States of Emerg@fey York; London:

Routledge, 2006). ix.

®Eichmanns, 6l.ntroductioné, p. 4
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As Alexander Horwath, film critic and director of the Austrian Film

Museum, pots out, withHalbe WeltF| i cker 6 [ h-Bictignr das Sci e
Genre fir das Al penl af®dThenfieny whieersetum dne n . 6
unmistakably scienegction film setting, nevertheless draws on the generic

tropes of theHeimatfilm adopting the formulae of oth genres to

successfully represent the loss ldéimat as a result of future climate

chang€.’ Although Flicker denies that his film engages in environmental

activism, in its portrayal of the devastating loss of natural life as a result of

ecological disaer, Halbe Weltcould be read as a critical engagement with

contemporary debates on climate change and global waffhinile in

Austrian film environmental concerns are frequently addressed in the

documentary mode, there are very few Austrian feature sfilthat

foreground questions of ecolofl.Hence, in a similar manner to the

German film industry, as Rachel Pal frey
green genre has e fealfigendn attributes thislack r e f i | ms
of a green genre in Germdanguaye film to the salience of thdeimatfilm

genre throughout Germapeaking film history and its ability to offer a

visual platform to probe environmental concerns. As Palfreyman notes,

0ecol ogi cal dil emmas and debates have of

Al exander Habe WekeDertStandarg3 October 2007
<http://derstandard.at/3058860/Haldéelt> [accessed 22 September 2014].

27 Other films that have successfully hybridised ftfematflm and the sciencéction film

i nclude Mar tZombies fiomtOster Bpa@0i2) and Julian RomaroPs | er 6 s
Die Wand(2012).

Robnik, o6Leben im Licht: Florian Flicker und sei
29 Debates on climate change and global warming teeen critically explored by New

Austrian Filmmakers, particularly in documentary films. Documentary films include Udo

Ma ur BherdMasset 200 7)) , E r @Glebal Wa&mning(20t1¢ and Markus

| mh o bldredThan Honey2012).

Rachel Pa lekerStragndasamthe Siivé Screen? Heimat and Environment in the
Ger man CiTheQuitur@ of Gérman Environmentalism: Anxieties, Visions,

Realities ed. by Axel Goodbody (New York; Oxford: Berghahn Books, 2002), p. 171.
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medium of the genre of theleimat film, which has as one of its core

concerns the interaction betwe®n human c
In her article on Germahanguage fi |l moHeimatargléhg e ment wi t
environment, Palfreyman looks back on teeduring history of the

Heimatfilmgenre, from thdéergfilmeof Trenker, Fanck and Reifenstabl

the critical West Germahleimatfilmeof Werner Herzog, Edgar Reitz and

Herbert Achternbusch, and then to the more recent work of Tom Tykwer, to

highlight how the Heimat mode has acted and continues to act as an

0i mportant vehicle for examining the soc

people and sensdtive environments. 6

Although, as Palfreyman argues, theleimatfilm registers

environmental concerns, it rarelgregrounds them. In the 1970s and 80s

for example, when, as Palfreyman highlig
the centre of political debates in West
Owi despread disillusionmenteappealtoh tradit.]

al ternat i v¥&mamofimmakers ¢éngagedl witHeimatand the
environment to offer a critical reflection on the political present and, by
proxy, the National Socialist pa$tA number of West German critical
Heimatfilme particularly the works of Achternbusch, for example, portray

the loss of théHeimatas a result of ecological disaster, which fed into the

% |bid, p. 185.

%2 |bid, p. 184.

% Sabine HakeGerman National Cineméecond Edition (London: Routledge, 2008), p.

164.

3 Like in West Germany, the late 1970s and 80s also signalled a rise in green politics in

Austria and the emergence of the Austrian Green Party (diseGOsterreich. However,

after the introduction of state film funding in November 1980 and the subsequent slow

rebirth of Austrian film, by the mid980s, propelled by the Waldheim era, Austrian

fil mmakers began to directly essanowskye t he nationo:
Austrian Film: A History p. 214.
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fil mmakersd wider criticisms® Farf pol i tic
instance, in his 1977 filmServus Bayernonescene depicts an interview

between a poet and a journalist wherein the poet discloses his opinions on

his home state of Bavaria, describing how it is trapped under a glacier. Inga

Scharf interprets the protagonorstodés view
even fatalistic, 6 wuaciet $he drdues, signfying@ hor of t
hatur al di sasterd that 6render s t he st
catastrophe brought about by destructive forces and thus implying that its

condition is beyond the contra f i t s  i**nAbhtembusch thass . 6

according to Scharf, directly links ecological disaster with political power,
portraying O6society as a victim, whi ch h
by evil¥Ifnoracessi.mi | ar mannelastc fillng ht er nbusc
Wanderkreb41984), also depicts ecological disaster as a result of political

maltreatment, this time portraying the mass deforestation of the Bavarian

forest, which has been replaced by a forest of caceesing plastic trees.

Ecological digster is therefore once again equated with the loss of human

life, with the film culminating in the suicide of its protagonist and his

partner amongst the devastated ruins of the forest. Although Flicker lacks

the radical lefwing activism that spurs Acatr nbus c h 6 sHalbe | mmaki ng,
Welt nevertheless revisits the themes of ecological disaster, political power

and the loss of human life, drawing on these thematic concerns to visually

®Achternbuschés critical r epHeirasieWandarkréebsn of t he |
feeds into his wider work, including the filbas Gespengt 1 98 3) , which is o6har shl
critical of the German pastandofo nt i nui ng xenophobia and prejudice

Boa and Rachel Palfreymadeimati A German Dream: Regional Loyalties and National
Identity in German Culture 1890990(Oxford, Oxford University Press, 200@). 15.

% Inga ScharfNation and Identit in the New German Cinema: Homeless at HON&v
York; London: Routledge, 2008), p. 52.

¥ bid.
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reflect contemporary issues of repression, longing and the quest for

freecom.

Setting his film in an unspecified dystopian future and in an arid,
barren landscapiea temporal and spatial setting emblematic of the science
fiction film T Flicker portrays a community of people who long for a past,
undamaged, natural world. Prolged exposure to sunlight proves fatal for
the filmdéds characters, who must therefor
under the strict surveillance of the governmental organisation, Luna.
Dissatisfied with their bleak surroundings, a number of characters
attificially recreate the past spaces of a bygone era by mentally transporting
themselves back to their lost natural environment through the consumption
of forbidden digital and physical imag&sAlthough Luna has placed a ban
on these nostalgic activitiedestroying any postcard, video or photograph
that they discover, FI'ickerds characters
One character, Repro, for example, dedicates his life to the creation of new
technological devices such as t@ernsehe which is asmall television
shaped gadget that visually transports the handler, if only for a brief
moment, back to their lost surroundings by displaying digital reproductions

of old postcard images depicting a pure and unspoiled way Jf Fer

¥3See Jean P. Retzinger, 6Speculative Visions and
Environment in (PosApocalyptic) Science Fiction Films, fDultural Studies ath

Environment, Revisiteed. by Phaedra C. Pezzullo (London; New York: Routledge, 2011),

p.12, who argues that in the scieffiition flmo6t he chi ef mode of science fi
?r ophecy but nostalgia. 6

°This can of course be read as a critical allngo the 19508ieimatfilm which,as von

Moltke notespffered @ ¢ o | o u rfrbnuthe trhuma andhstrdggles experienced by the
postwarGermanand Austriarpopulation who were suffering from broken homes, missing

fathers and husbands, and mass niignaSee Johannes von Moltkeo Place Like Home:

Locations of Heimat in German Ciner(Berkeley, Los Angeles: University of California

Press, 2005)p. 5. Also, Repro is played by Serbiaorn New Austrian Filmmaker, Goran

Rebl .
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This I mage has been
t his tdeepyrsi ghotr r

This | megea hhaesmoved
t his tdepmyrsi ghotr r

Figure 13: Her zog mentally transports himself
natural surroundings using th@ernsehei n F1| or i aHalbePMelt c k er 6 s
(1993). DVD capture

other characters, however, their longings are no longer satisfied by visual
means. These characters thus embark on dangerous and deadly journeys
outside of their underground milieu in searchtloé freedom that these
images evoke; journeys which either result in capture by Luna or death by

the sunbés deadly rays.

Following a raid by Luna in the community bar and the destruction
of Reprods technol ogi ctander Suany ghark s , Repro
on a physical yet deadly journey back to the ksimat I n the fil més f
scene these characters come across an abandoned convertible car, which,

may, in a similar manner to the convertible automobile that became a
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common feature of the classicAb50sHeimatfilm grant the characters

freedom to escape from their repressed and bleaktoddgy lives, but it

al so exposes them to the sundés deadly 1
inevitable deaths. For these characters, the search for the natupaljecs

Heimatis thus equated with death. This theme of deatdeamkehrforms a

vital trope throughout the enduring legacy of Hematfilmgenre, not only

in the critical West GermaHeimatfilmeof the 70s and 80s, but also in the

narratives of the Na#eimatfilme of the 1930s and 4d8.As Boa and

Pal freyman highlight, 6as nature from wi
must return Mother Earth is |Hgiving yet deatkdealing, so that the longing

to return to thédeimatcan take on a regressive and deadly p &' tnt/eit6

Ha r | Bie goklene Stad{1942) for instance, as Johannes von Moltke

hi ghlights, Ot he homecoming of the prodi
sui ciTdhei.s6 trope is possibly best exempl i
Bergfilm Das blaue Libt( 193 2) , whi ch alHKemkeervokes a w

through deat® The film follows Junta, a gypsy living in a mountain
village, who is alienated from her community and considered a threat to the
local villagers. Junta regularly climbs a nearby mountain gnats off a
mysterious blue light and is often followed by numerous men, who are not

familiar with the mountain like Junta, atiterefore ultimately fall to their

% For a concise evaluation of the Naimatfilmesee Alexandra Ludewigcreening

Nostalgia: 100 Years of German Heimat Fi{Bielefeld: Transcript, 2011)pp. 133174.

“ Boa and Palfreymateimati A German Dreamp. 27.

“2Johannes von MeProvitcielismHei@atanrvee rMdbi |l ity in the 1950
The Cosmopolitan Screen: German Cinema and the Global Imaginary, 1945 to the ,Present

ed. by Stephan K. Schindler and Lutz Koepi#kn Arbor: University of MichigarPress,

2007), p. 40.

43 OtherBemfilmethat also depicHeimkehras death/suicide include Arnold Fanck and

G. wW. PDaebnvelde Bile vom PizPdl( 1929) and more recently Tom T\
Winterschéfer (1997).
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This i mage has been
t his tdepyrsi ghotr r

Figure 14: Repro and Sunny embark onHgimkehrinto death in Florian
FI1 i c Hatbe Wedt(1993). DVD capture

deaths. One night an artist from a neighbouring city, Vigo, successfully

follows Junta to the mountain peak and discovers that this mystical blue

light is generated by the moonlight reflecting off a constellation of precious

crystals. Vigo returns to the village to inform the villagers of his findings

resulting in their quick return to the mountain to ravage the natural wonder,

much to Junt dunts clichbs shaanpuntainA sbserving the

destruction that stands in her wake, she slips and falls to her death. The

destruction of this natural wonder thus symbolises the simultaneous
destruction of Junt a. As Al exandra Lude

e ernally one with the moufftain when she

In these NazHeimatfiime the deaths of these characters, often

women® was used wultimatel yBlutund Bodemr i sh t he

44 Ludewig, Screening Nostalgig. 87.
4> For more information on the represation of women irBergfilme see Palfreyman,
6Green Strands on t-h78. Silver Screen?6, pp. 173
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ideology, not only connoting a fascistic mythological corioecto the

homel and but al so of f-sacrificedor theigeates | exampl
goodo of * Fohexample, tihDablaue Lichtas Claudia Sandberg

writes, 6Juntads death as sacrifice for
amalgam & modernity and romanticism of the Nadeimatg e n¥ la a 6

si mil ar man nDergoldene BtagH aA N manddss Hentaur n t o t h«
is also depicted as a sacrifice for the greater good of her community. As she

submerges herself and her unborn childaimearby swamp, where her

mother also killed herself when Anna was a child, Anna can once again

return to Mother Natur e. I n the process
stubborn patriarchal father, Jobst, as v
of patriac h a | tradition to Annads erstwhil e ¢
continues, O0ln the sacrificial | ogic of

suicide for Jobst to | edThos Anfaand traditi o
her mot her 6 s s ui cgedoeuwndergor e sanges of wvitale i r vi ||l
transformations, which are symbolised by the draining of the swamp to

make way for cornfields and agricultural regeneratfon.

Al t hough FIlicker s fil m, i n a si mil
Heimatfilme portrays death akleimkehr this journey into death is far
removed from any fascist®Blut und Bodemdeology. Not only does the film
take place in a borderless, unnamed, unrecognisable location, thus

eschewing any nationalistic undertones,

¢ Ludewig, Screening Nostalgig. 133. For more information of the Nazeimatfilme

and the sacrifice of women see p. 90.

“Claudi a Sandber g DiredofyfaNofiICinema: IGergangddby i n

Michelle Langford (Bristol: Intellect Books, 2012), p. 78.

“8yon Moltke,No Place Lke Homep. 66.

4%von Moltke argues that the Nadeimatfimec oncer n t hemsel ves with 6a re
bet ween tradition and67technology. 6 See I bid, pp.
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significance on the progression of their community and their surroundings.

Furthermore, although Flicker engages with the themes of ecological

disaster and social criticism typical of the West German critiesnatfiime

of the 70s and 80s, and his film,ascd@ ncedes i n an interview
um wirtschaftliche Macht, 6 it nonet hel es
with which these criticaHeimatfilmeare often associateéfl.Thus, Flicker

may draw on the semantics bBieimkehrand death inherent in the Nazi

Heimatfilm and equate the loss of the natural landscape with the loss of

human life in a manner similar to a number of critical West German

Heimatfilmeof the 70s and 80s, but the syntax has been updatétilthe

Welt, Repro and Sunny asjourdeg fintoadeath h o me c o mi
fundamentally connotes a final, desperate bid for freedom, away from the

entrapment and alienation that characterises their life in their repressive,

dank, underground milieu. As critic Michael Pekler in his introduction to the

filmsums u p, 6all e Menschen hier [suchen] d
Bild verwehrt isti die Freiheit. Der Morgen gilt zu Recht als die schonste

Zeit des Tages. Auch wenn miAwareei C, was
of the risks involved, Repro and Sunny lm@rk on a journey towards

freedom, back to the innocent and troufske past that is depicted in the

Naturbilderthey obsessively consumidalbe Welttherefore, though devoid

of fascist connotations and lacking radical leftist activism, continues to

enga@ with the enduring and often contradictory legacy ofHleématfilm

genre by continuing to depitteimsuchun@s a dangerous and often deadly

quest, a theme that Flicker revisits in his later filBsizie Washington

Robnik, oé6Leben im Licht: Florian Flicker und sei
Mi chael Pekl er , DerSmpdargd O¥taber 200Ey e s 6 ,
<http://derstandard.at/3060859/Op¥aur-Eyes> [accessed 9 September 2014].
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(1998) andGrenzginger (2012), when ergging with the issue of illegal

immigration.

Grenzginger (2012) and theHeimatWestern

FI i cker 6 s maoGsehzgimgey, esebased of thé Austrian author

Karl Schon h e r r 6Der Weibsteyfe(1914). Flicker relocates the story

from the Austrian Aps to the AustriarBlovakian border to correspond with

the more contemporary issues of crbssder migration and illegal

trafficking that took place in the area up until Slovakia entered the Schengen

zone in 20072 Set in 2001, the film follows a couplelans and Jana, who

own a guest house on the marshlands separating East and West; a business

which is revealed to be a front for the illegal trafficking of Eastern migrants

across the Morava RivefThe coupl eds ostensibly comfo
their seene and tranquil surroundings is disrupted when a border guard,

Ronni e, is sent to patrol the area and
smuggling busi ness. The out sider 6s arr
characteristic typical of the classicHeimatfilm threatens to disrupt the

equilibrium of the established community, not only exposing the instability

of Hans and Janab6s relationship when a
protagonists ensues, but also revealing the disturbing history that lurk

beneaththe pictuyper f ect ext eri or of the fil mds sc¢

%2 The play has also been adapted into film by other Austrian filmmakers: Wolfgang

L i e b e nkeimatBim Bes Weibsteufe(1951) and GeorgrésslerDer Weibsteufel

(1966).

“The area was also the NoadodaofdenSteindid8. i n Georg Lhot
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The stunning rural marshland in which the film is set is immediately
presented to the viewer as an idyll. For instance, just minutes into the film
the camera locks in on a longshot of an oldsfjy®use standing alone in
secluded woodl and, il luminated by the
insert that precedes this sequence immediately unsettles the tranquillity that
the idyllic setting evokes by suggesting that the area has a turbulent history.
The insert, which is accompanied by the soothing diegetic sound of chirping
crickets and tall grass rustling in the
da war die Ostgrenze Osterreichs eine Grenze zwischen Ost und West. Bis

2004 bewachte das Ostedlische Militar diesen Grenzverlauf. Heute

wadchst Gras ¢ber di eGreGzagisgerthusdcakeser von dam

vi ewer back in time in order to expose

highlights in an interview for the film, remains largely unkmow

Was mich dann erstaunt hat bei den Recherchen, ist, dass diese Gegend trotz
ihrer politischhistorischen Bedeutung so garnicht verankert ist in unserem
Bewusstsein. Das weil} doch kein Mensch, was sich da bis vor 10 Jahren so
abgespielt hat. Wir starreauf die Flichtlingsboote auf Lampedusa und
wissen nicht, dass bei uns ums Eck jahrlich dutzende Fluchtlinge ertrunken
sind, dass man beim Sonntagsausflug an die March ging und gehen konnte,
um ANeger zu z?2hleni, di e eraseimenkenen FI| ¢c
Gegend der Gewalt. Schmuggler, Schlepper und Flichtlinge standen
schlecht ausgeristeten, jungen Soldaten gegenitber. Zuséatzliche Gefahr

brachte die standige Mdoglichkeit eines Hochwassers, viele Flichtlinge
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ertranken, viele junge Soldaten kamen neidpsychischen Druck nicht

zurecht?

I n order to successfully expose the ost
dangerous frontier, Flicker draws on the generic conventions of the
Heimatfilmand the western; two film genres which, as a number of scholars

including Anton Kaes have acknowledged, share a number of
commonalities® In recent years however, the western, in a similar manner

to the Heimatfilm has been appropriated by a number of contemporary

filmmakers to respond to contemporary issues of dposger migration and

recent societal shifts® despite having been denounced previously as a tool

for the cinematic perpetuation of an imperialist niftit is precisely the

genrebs controversial hi story that, as J
fuurecredi bility and revolutionary potent.i
il lTustrious history of the traditional
filmmakers a readymade canvas for correcting the sins of our fathers, for

inscribing other genders, other races, loe r s e°% Rurthkrindre, ass . 0

Ni khil Sathe notes, 0the classical weste

entry into, and to varying degree, the mastery over a new, unchartered space

** Prisma FilmGrenzginger, 2012
<http:/Mww.austrianfilm.at/assets/Grenzgaenger/Presseheft_Grenzgaenger_web.pdf

[accessed 18 July 2015].

> See Anton Kaedsrom Hitler to Heimat: The Return of History as Fi{@ambridge,

Mass.: Harvard University Press, 1989), p. 15. Kaes argues that both dgpicts

6i maginary spaces, pure movie l|lives, and a stron:¢
*See Ol i vBadhJokésh Bad English, Good Copy: Sukiyaki Westgam@®, or

How t he We s Asian&uslies\WRevigd7;1 (2013) pp. 8095.

>’See Matthew CarteMy t h of the Western: New Perspectives o
Narrative (Edinburgh: Edinburgh University Press, 2014), p. 1
®Jim Kitses, 6Monderrondiuscm iaonnd ThhestaMBesdered. N6, i n

by Jim Kitses and Gregg Rickman (New Yotlmelight Editions, 1998), p. 21.


http://www.austrianfilm.at/assets/Grenzgaenger/Presseheft_Grenzgaenger_web.pdf
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[ 61 . Tohus, as a o6recently gl bebvasteins e d
has been adopted frequently because of its ability to speak to conditions of
uncertainty “&livier sicoessfully lerighgestwith tidis recent
development of the western genre in his contemporary representation of
postwall illegal imnigration, drawing on and adapting each of the four basic

elements that define the genvlich are outlined as follows by Alan Lovell:

1. A structure drawn from nineteentientury popular melodramatic
literature, involving a virtuous hero and wicked villavho menaces a

virginal heroine;

2. An action story, composed of violence, chases and crimes appropriate to

a place like the American West in the nineteenth century;

3. The introduction of the history of the migration westwards and the
opening of the frontier signalled in such filmsTdse Covered Wago(1924)

andThe Iron Horsg1924); and

4. The revenge structure, which was present by the tinillgfthe Kidin

19305

Although his film is far removed both spatially and temporally from
nineteenth century America, Flicker nevertheless renegotiates the above
tropes in his film to critically explore contemporary E#gest migration.

For instance, set six years beforev@lkia entered the Schengen Zone, his
film takes place on the cusp of EU expansion when the border separating

East and West was still an area in flux. As in the classical western, this

genr e

“*Ni khil Sathe, 6Just in Time: Erwin Wagenhoferds

Genre inBlack Brown Whité 2 0 1Jauynél pf Austrian Studied7:4 (2014)p. 43.
60 i

Ibid, p. 58.
Al an Lovel |l Scéeh Bdecatiofels (1967), p.®7.
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borderland is presented to the viewer both as a dangerous, uninlebitabl

space and as a potential site for future settlefffeRor example, the

l ocati on for the fil mds Western prot agc

potential, as he discloses his plans to tame the rural wilderness by
developing a golf course and hotel in theaardowever, it simultaneously
remains deadly for those migrants from the East whose attempted border

crossings provi de the film with t he

6crimesd which Lovel/l outlines in point

bordercrossers and peop#nuggling are mostly kept effcreen, the
viewer is nevertheless made aware of these attempted migrations by the

frequent diegetic sounds of gunshots from the patrolling border guards and

a

Hanso6 failed dAfi shi eughenismifgp heddrownvethi ch ser v

migrants who were unable to reach the other side of the river. The
borderland is thus Jantsced; lucrative for Western inhabitants who are

able to earn a |iving from the areads
those East® migrants who continue to be legally and socially excluded

from it.

At many points in the film Flicker
the areabds | iminality. The |l ush green
Heimatfilm for example, is regularly expasas a dangerous frontier space,
typical of the classical western. In one particular scene, Flicker successfully
conveys this spatial tension. On one of his fishing trips, for instance, Hans
stares out across the river towards the East, the camera fdltngrgaze

across the sparkling blue water. The stillness of the shot is soon interrupted

dr

m

®2See NikhilSathed For t ress Europe as Frontier: Adaptation

Au st r i anUnpublishedeati®le provied by kind permission of author), ppl3.
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when a body, which was lying still on the Eastern side of the riverbed,
emerges from the marshlands and scrambles into the water. Hans attempts
to reach the drowninguigrant but he is forced to retreat back to his home
when the gunshots of the border guards can be heard. The river is therefore
quickly transformed from a source of life for Hans (income from the fishing
and peoplesmuggling trade) into a source of dedtin the migrant. In a
simil ar mann e rGasthdusalss evakes this teresiona loks in

the classicalHeimatfilm the buildingaccommodates local villagers and
tourists within a secluded rural setting. However, on closer inspection, the
ostensiblyGermanicGasthausalso features a wooden veranda, a rocking
chair and saloostyle swingdoors. TheGasthauss thus equated with the
classical western genreb6s saloon, a spac
enforcers, or in this case, smugglers, migraamsl border guards violently
clash over who can and cannot occupy the land. By employing the semantic
elements of the western genre, a conscious decision as disclosed in
interviews with the filmmaker, Flicker is able to transform the idyllic rural
locationinto a perilous frontier where the questions over settlement remain

fraught®

While the AustriarSlovakian border ifisrenzgingeris successfully
conveyed as a dangerous frontier throug
generic tropes of the western film gerttee film undoubtedly engages with

theHeimatfilmgenre as a number ofitics including Bert Rebhandl

®3n interviews Flicker regularly discusses himscious decision to draw on the generic
el ements of the Westernh See Scheiber, 0(GR) AU Z
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This i mage has been
t his tdepmyrsi ghotr r

This i mage has been
t his tdepyrsi ghotr r

Figure 15: The Gasthaussumwe st er n sal oon I n Fl ori a
Grenzgange(2012). DVD Capture.

agree™ Before Grenzginger, Sctin her r 6s pl ay was indeed a:
Heimatfilm by Wolfgang Liebeneine(1951) and was one of a numhr

1950s Austriarand West GermaHheimatfilmeto engage with the theme of
peoplesmuggling®® Regarded by von Dassanowsky as
reactionaryHeimatfiilm 6 L i e b [Ren Weibsteufedlows the same
narrative formula as FI'ickerds adaptati:

Liebeneinerdés fil m, the ending depicts t

“Bert Rebhandl:Auchdecdrskmzdg 2greg ecrbde r si e hDer manchmal et
Standard 15 November 2012http://derstandard.at/1350261521919/Aule*
Ortskundigeuebersiekimanchmaletwas [accessed 17 October 2013].

0Ot her fil ms i n ®ulelidd@en Bergéfsl 9T5rle)n kHearbBdesy Has s o006 s

Tochter vom Grenzbauernhpf1 951) , and Walt er DlelAmsasden and Fr anz
Grenze(1951). See Gertraud SteinB®ig HeimatMacher, p. 104.



http://derstandard.at/1350261521919/Auch-der-Ortskundige-uebersieht-manchmal-etwas
http://derstandard.at/1350261521919/Auch-der-Ortskundige-uebersieht-manchmal-etwas
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border guard and the s incGredzginger f t he smt
however, the border gudirs killed by Hans, and Hans and Jana remain

alive at the filmés conclusion. The film
static medium shot depicts her walking away from@asthausand the life

she has built with Hans .spldtilsicrscialdoe vi at i on
FIickerds adapt akleimathimag fit allows éFlclkente i ner 0 s
successfully depict the relentless and often impossible search for a new

Heimat as an illegal Eastern migrant in a legally and socially exclusive

Westernland,asy mbol i sed by Janads departure, a:

Indeed, it is not just the trafficked migrants who are often killed or
captured on their journeys to the West, who offer poignant examples of this
hazardous quest for a safteimat Jana herselfwho appears to live a
peaceful and comfortable life on the Western side of the river with Hans, is
also revealed to be an illegal migrant and thus struggles to maintain a sense
of belonging and stability in the West. Her insecure and transient status in
the West is reinforced when, during a qua
du nichts, 6 to which she replies, omi t d
only does Ronnieds appearance at the bec
question her relationship witHans, threatening the very thing that secures
her successful stay in Austria, it also risks exposing her status as an illegal
I mmi grant , a revelation that <could resul
life on the Western side of the river thus appeansetdransitory; a notion
that is confirmed to the viewer when, after Hans murders Ronnie at the

fil mobés concl usi on, J a asthaus &ithv s Hans a

% \on DassanowskyAustrian Cinema: A Historyp. 142.
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documentation, no companionship and no home. Not only does this ending

draw on the themes of the wriangle and the revenge plot outlined in
Lovell 6s definition of the c¢classical W e S
and bitter reality of l'ife within this
We s® pré@mpting critic Bert Rebhandl to read the fim as ani-ant

Heimatfiim wh e n h e Grenzgdngesist daé Gegenteil eines

Heimatfilms aber er |6st die Hoffnungen, die sich auf dieses verrufene

Genre richt et® indeedkasiRebhandl harguesi lickér
critically inverts tbdeidaintatilmiahis hopes of
twentyf 1 r st century adaptation. As is also
Suzie WashingtonGrenzgangerforegrounds images oHeimatlosigkeit

against an idyllic Austrian rural backdrop, utterly subverting the rehabilitory

and reonciliatory power of theHeimatesque locale, which, in the 1950s

Heimatfilm as von Moltke explains, provided
return [ and] a promise of settlement, 6 f

expellees in the aftermath of the Sectviorld War®®

Suzie Washingtor{1998)- The Heimat-Road-movie

Despite the national and international success and the publicity it gained as
the opening film for the inaugural Diagondiém festival back in 1998,
Suzie Washingtomttracted relatively litd scholarly attention. The film,

which follows an illegal immigrant from the former Eastern Bloc who

%" Prisma Film,Grenzginger.
®8Bert Rebhanglb i Gr ena g3 nger
%9 Johannes von Moltkéyo Place Like Homep. 6.
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travels across the Austrian landscape to make her way to her Hieamat

of America, has however fed into recent Englshguage scholarship

concerning Alstri ads 1 mmigration -wnghntci es and
foreigner rhetoric in the country around the turn of the millennium. Notable

examples of this scholarship include analyses of the film by Gundolf Graml,

Allyson Fiddler and Nikhil Sathe, who alllespite their different angle and

focus, di scuss the representation of spa
fimvissavi s t he nationés increasingly multic
Fiddl er, for i nstance, di scusses FI1 i c

number of Austrian literary and cinematic works from the late 1990s and
early 2000s. She argues that literary works by Austrian writers including

Peter Henisch, Lillian Faschinger and Petairrini, in addition to filmic

wor ks i ncl u duzie gvaskingtormnd &lirich sSeidl, Barbara
Al bert , Mi chael Sturminger and Michael <
film, Zur Lage( 200 2) , attempt to Oshift psycho

perceptions ot ont empor ary A%Ursa sinilar manhed®nt i ty. 6
Fiddler, questions of shifting national identities and geographical borders

ar e al so centr al to Sat heos anal ysi s.
Dassanowsky and Ol i ver NeWw.Ast&p Elmk 6s edi t e
Sathe analyses the way in which a number of New Austrian Films, including

Suzie Washingtof 1 99 8) , B a r Noanaral (1999),bHouchadgs

Al | a h Geborends Absurdista(1999) and &r g K &rlash dest

Dummies( 2005) o6éi nteraomgaatedbormal identity an

“Allyson Fiddler, 6Shifting Boundaries: Response:
TwentyF i r st  CA HistonyrofyA@istrianriiterature 191800Q ed. by Katrin Kohl

and Ritchie Rbertson (Columbia, S.C.: Camden House; Woodbridge: Boydell and Brewer,

2010), pp. 265289, quote taken from p. 266.
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response t o i fdmrhisasmsithtiomof thesea filnsoSathed

pays particular attention to the representation of borders and claims that,

though physically permeable, as highlighted by the illegal dvosder

movements with which these films engage, the boundaries separaisey

who have access to ldeimatin the prosperous West and those who are

legally and socially excluded from it remain symbolically rigid. In his brief

analysis ofSuzie Washingtorsathe correctly identifies that Flicker employs

certain generic tropesf dhe 1950sHeimatfilm to highlight this tension,

drawing on the f i HematBimlaaticnh @ orgdep | Al pine
under mine both the narrative configurat
their illusory gestures toward integration and acceptdfida. my analysis

of the film I wildl devel op Satheds findi
FIicker adapts the genre to correspond w
self-definitions in response to pe$P89 transformations of the European

landscapé?®

In a similar manner to the films discussed at the beginning of this
chapter, Flicker also looks to the generic conventions of another film genre
to assist in his representation. Il n his
edited volume, Gundolf Gramlagtes wi t h Sat he and Fiddl er ¢
the film when he asserts that Flicker deploys a series of narrative and formal

techniqgues as a means to destabilise monolithic and purist notions of

“"Ni khil Sathe, 6Crossing Borders in Austrian Cine
Al | ahyar iNewAustriae Filmhedl. by Robert von Dassanowsky and Oliver C.

Speck (New York: Berghahn, 201p)p. 227228.

2 |bid, pp. 231232.

“Nikhil Sathe, 6Tr a
Barbara Gif t n Elein@Ressland nd R
p. 372.

pped Behind the AGolden Curt ai
ut hStruggledSemindysXLVII:4 (2011)
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national identity’* In his assessment, Gram| examines the mannehich

Suzie Washingtoboth draws on and subverts the semantic elements of the

road movie to explore these shifting def
portrays the protagoni st both as a O0r esc¢
helpless victim of ta collaboration between the tourism industry and state

b ur e a utSineecthe .fabl of the Berlin Wall and the expansion of the

EU, filmmakers have often simultaneously drawn on generic tropes

associated with both thEleimatfilm and the roagnovie to engge with

contemporary debates surrounding increased troster migration and

gl obalisati on. Even t houbHdmatFrarede Yvonne Fr
localglobal, and homdravel constitute binary opposites with each former

component traditionally assated with theHeimatfilm genre, and with

each | atter as a classical el ement of tf
continues O6combine elements from both s
Thus, in a world characterised by move
Heimatfilm has been permeated by the road film genre, contributing to

vi sual representations of transnational

Sociopolitical context

“Gundolf Graml, 6Trapped Bodies, Roaming Fantasi
and | dentity BurieWdshingtond NewmLlstrinkrignred by Robert

von Dassanowsky and Oliver C. Speck (New York, Oxf@&ehghahn Books, 2011), pp.

251-262

S Ibid, p. 251.

Yvonne Frankep Papas KiTroavieddtilng Hei mémtlLaufder Wi m Wender s
Zeitand Fat AuiderdndererdoSeiiein Heimat goes Mobile: Hybrid Forms of

Home in Literature and Filmed. byGabriele Eichmanns and Yvonne Franke (Newcastle

upon Tyne: Cambridge Scholars Publishing, 2018y,
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SettingSuzie Washingtonn an undi scl osed year during
film follows Nana lashwili, a migrant from an unspecified former Soviet

state, who embarks on a journey across the Austrian Alpine landscape in

order to ultimately reach her dreaseimatof America. In choosing to omit

concrete I nf ormati on regaiscarmtye, Nanaods p
including her nationality and her reasons for migration, Flicker is not only

able to offer a more universal representation of migration that can be

applied to a range of different forms of migratory movements of that time,

but he is also, on more symbolic level, able to successfully represent the
natiioam®dd i n extensi on,prejMileesttosvards aEur ope 6 s
generalised Easterd o t H éMthendreviewing the film, critics often

di sagree on the origin of, NihilSath&ker 6s pr ot
and David Rooney agree that Nana 1is fror
homel and, 0 whil e S 0me critics, includin
Seeslen, believe that she is Russian, and others, including Allyson Fiddler

and Gundolf Graml, arguedhshe is simply from the former Soviet state of

Georgia@® This discrepancy in opinion on Nan
illustrative of the difficulties scholars face when addressing-postet

states and the increasing tendency to homogenise all migranistliese

former separate regions under the umbr el

" See FlickerSuzie Washington: Drehbuch und Notizen zum Rilm 01.
SeeSat he, 6Crossing Bérders2B30; ADat Bude RoGinegma Re v
Washingto Variety, 5 October 1998http://variety.com/1998/film/reviews/suzie

washington1117913463# [accessed 7 December 201lhor st en Kr ¢ger, O0Suzi e
Wa s h i nAytechookfl998) <http://www.artechock.de/film/text/kritik/s/suwash.h#m
[accessed 7 December 2018korgSees |l en, O6Al penwestberrn mit groCem

Freitag, 5March1999 Fi ddl er, o6Shifti@gamBloundaraepéd p. 27
Bodies, Roaming Fantasiess p. 251.


http://variety.com/1998/film/reviews/suzie-washington-1117913463/
http://variety.com/1998/film/reviews/suzie-washington-1117913463/
http://www.artechock.de/film/text/kritik/s/suwash.htm
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Longworth, in his study titledThe Making of Eastern Europsuccessfully

represents this tension when he writes:

Particularists will insist that, since each of theoegid6 s consti tuent natio
visibly and audibly distinct, it is unreasonable to treat them as a unit. How

can Poland be compared to Bulgari a, or Hu
objections have force and the national differences are undeniable. But so are

thefeatures, and historical tendencies, that these countries’8hare.

Despite registering the individual regions and their particularities,
Longworth concludes that OEastern Europe
one, on account of the powerful Slavic @ykantine influences upon it, its
distinctive social structures, and because of its consistent lateness of

80

devel opment , politically and cul turally

Longworth therefore, assudrun Alyce Willett argues, exemplifies an

oOori &&ntapprsadach t o Eastern Europe, wher
AEastern Europeano regions [ ar e] ignored
bet ween it as a complete efi'tity in opposi

This homogenisation of the former Soviet States ared shbsequent
polarisation of East and West that it engenders, as Ruth Wodak highlights,
is often perpetuated by righti ng popul i st rhetoric, wh i

merge all foreigners into one homogeneous group, which is subsequently

9 Phillip Longworth, The Making of Eastern Europe: From Pstory to Post
CommunismSecond Edition (Basingstoke: Macmillan, 199¥)5.

8 phillip Longworh, The Making of Eastern EuroggBasingstoke: Macmillan, 1994), p.
301.

81 Gudrun Alyce Willett Crises of Self and Other: Russian Speaking Migrants in the
Netherlands and the European Unipdnn Arbor, MI: ProQuest, 2007), p. 11.
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stigmatised as a negativ i o **hExamples6of these discriminatory
generalisations and stigmatisations can be seen in the increasingly negative
discourse that accompanied the rise in &#sst migration following the

fall of the Iron Curtain in 1989. As Wodak explains:

The public discussion about foreigners, beginning in 1989, initially yielded a
discourse of sympathy for those freeing themselves from the communist
yoke. This discourse then developed into what | have termed a discourse of
tutelage, and in the end evolvedordan aggressive discourse of defensive

selfjustification®®

As highlighted by Wodak, discourse surrounding Eastern European
migrants in Austria changed from a discourse of sympathy and tutelage to a
discourse of defensive sgifstification, which, as Wodagoes on to argue,

i nvolved Ot he wuse o0 fpresentation tarelghegativse o f posi
present at i®die useff these ktrategies dan clearly be observed
i n Haider 6s o \Ostarreidth yzuersttampaignhfor 1991
1992, whichfog ht t o pr o tAusttian legacy@nd meritgqge érdm
the increased crime, abuse of national social welfare, and the high
unemployment rate that increased BA&st migration had supposedly
elicited® In his sympathetic and compassionate portrayd\laria, who is
initially presented to the viewer without specified heritage and thus as

gustarmt her East er n Hickeragivelpangages \gith thiet , 6

#Rut h Wodak,Th@fmds o | aarcd ufs ii Discringnatibn viax ¢ | usi on

Di s c o uldentéydBeloriging and Migratigred. by Gerald Delanty, Ruth Wodak and

Paul Jones (Liverpool: Liverpool University Press), p. 57.

#¥Ruth Wodak, 6The Developmese andABetmsaobi Raei §f
in Language in a Changing Europed. by David Graddol and Stephen Thomas (Avon:

British Assodation for Applied Linguistics1995),p. 6.

%Wodak, 6AUso and AThemood, p. 62.

®SeeAl bert Kraler and EuaopdamimigrationeArSpurcébdaks t r i a o, i n
ed. by Anna Triandafyllidou and Ruby Gropas (Aldershot: Ashgate, 200728{39.



171

problematic discourse in a bid to debunk the negative generalisations and
stigmatisations faf | i ct i ng t he Ea shatewene belbhgg r opean 0
overtly propagated by the righting rhetoric and public discourse of the

1990s.

Al t hough Flickerds film does not expl
origin or her reasons for migration, through anlgsia of the information
that Nana does provide to staff on arrival at her -sigr of Vienna
International Airport at the beginning of the film one can deduce that
FIlickerds protagonist has arrived in Aus:
of Georgia (vhich is confirmed by Flicker in his book to accompany the
film).® For instance, as Nana approaches the gate and engages in
conversation with the stewardess, when asked if she is Russian, Nana
replies, O0No. My country becwhae i ndepenoc
Nana is in the airport interrogation booth, we learn more about her
circumstances: Nana states that she is a teacher of French and Russian and
t hat her parents owned a bakery O0before
Owas marriedd danddithapgpearmre chuistb atnhe ci vi |l
ago. 6 Though her reasons for | eaving her
particularly as she continues to insist that she is not planning on illegally
emigrating to the USA but, rather, is visiting her uncle wied in Los

Angeles, it soon becomes apparent that, as Nikhil Sathe agrees, Nana is

% See FlickerSuzie Washington: Drehbuch und Notizen zum Film 910 where he

confirms that after watching Serbiaborn Austrian filnmaker, Goran Rebd s ,

document ary on Georgiaf6s independence in 1991 aniq
he decided to centre his film on a female teacher from the former Soviet republic of

Georgia Flicker alsodid research on the subjdmt reading boks and watching films

recommended by Rdbi a n d -l®m, rAbstrianractor, Merab Ninidze (who both feature

as actors irsuzie Washingtoand inHalbe Wel}, and by interviewing immigration

workers at the airport. Sgp. 1012.
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fleeing fr olhrhi$id confiemedsto theaviewes whien, during

her i nterrogati on, Nana is told: o6édyou ar
home, 6 aepl iNeasn awirt h t he question dbdare yo
personal information that is revealed by Nana throughout her interrogation,

which includes details about the civil war, the disappearance of her husband,

and the need to escape possible danger, pameswell with the turbulent

sociopolitical climate of the former Soviet state of Georgia at the beginning

of the 1990s. In 1991, following the collapse of the Soviet Union, as
Stephen Jones summarisési ndependence c¢came, but It w
bloodyexperience for Georgians, characterised by interethnic conflict, civil

war, terror, economic coll ap®Ts and war
period of social, political and economic strife led a number of Georgians to

seek economic stability and/or refiin the neighbouring We¥tNana can

thus be positioned within this particular context, and can be seen as one of a

number of natives from the former Soviet Republic of Georgia, who, in the

1990s, and for personaéfety reasons, wished to find a newibamg and

anewHeimati n t he newly su@Wesbsedly Oaccessi bl e

The Road to Nowhere: Closing Open Spaces Buzie Washington

As highlighted in my introduction, although as Mirjana Morokvasik states,

dhe end of the bpolar world and the collapse of mmunist regimes

8 See Sathey Cr o Bardens ip Austrian Cinemaé p. 231.

8 Stephen Jone§eorgia: A Political History Since Independer(tendon; New York: IB

Tauris, 2015)p. xxii.

89SeeCl aire Wallace and Kat hromthe NeivEwopean , 6 Recent Mi
Borderland§ in Migration and Mobility in Europe: Trends, Patterns and Conted by

Heinz Fassmann, Max Haller and\ixhLane (Cheltenham; Northanapt, MA: Edward

Elgar, 2009)p. 146.
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triggered an unprecedented mobility of persons and heralded a new phase in
European Migr atlisoonsprdompted the militar,i

national borders and the introduction of new exclusionary immigration

(@]
—

laws™ Nanads joubonkEgnto the West, as depi
successfully highlights this tension. (I
Nana as she boards various modes of transport, including a plane, a coach, a

boat, a car, a lorry, a skit, a golf-buggy anda train, as she traverses the

o
wn

Austrian | andscape, from t he capital
Salzkammergut region, the freedom and mobility with which these vehicles

and locations are often associated is undercut significantly by the various

legal and scial obstacles that Nana faces during the course of her journey. |

wi || now highlight how Flicker, i n his ¢
exclusive immigration policies and the misttement of its Eastern European

0 ot hdraws ,0® and renegotiates the generic formulae of both the

American and the European reambvie.

Suzie Washingtofollows Nana as she allegedly attempts to visit her
uncle in Los Angeles. As she arrives in Vienna for her layover, Nana is
revealed to beraillegal traveller with falsified documentation and is thus
forced by immigration officials to remain in the airport transit zone until she
can be deported back to her homeland. Through a stroke of luck, Nana is
able to escape from this heavily guarde@aamwhen, during a hostage

situation with another desperate migrant, she is able to sneak through a door

OMirjana Morokvasik, O6fSet tWakMigratoninMobi | i t yo: Enge
E u r ofemirdst Review77 (2004)p. 8.

%1 seeMichael Krzyzanowski and Ruth Wodakhe Politics of Exclusion: Debating

Migration in Austria(New Brusnwick, NJ: Transaction Publishers, 20@8%7.
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unnoticed into an area for airport personnel. This in turn leads to her

successful escape out of the airport and on to a bus of American tourists

which is headed for the Salzkammergut region, where she adopts the alter

ego of an American tourist named Suzie Washington. Throughout the

duration of the film, the viewer observes Nana move from one place to the

next until she successfully makes her way overAhbstrianGerman border

at the filmds conclusion. By depicting N
her former life in her former Soviet state and the law enforcers who seek to

arrest and deport her, critics and reviewers of the film, including David

Roong and Thorsten Kriiger, often categoriSezie Washingtoas a road

movie

Although, as Andrés Laguna Tapia and Ewa Mazierska and Laura
Rascaroli note, the road movie has American roots, and is classically

typi fied by Eb&syRideflO6B)othpgereea hasstranscended its

6original nationality and its first l an
6al most every cinematic t%Asdigenieon has it
Owhose identity is always already in f1
roadmov e has the d6ability to cross borders
thus o6functions across <cul tural cont ext
culture, but as a marker of %Inis possible

innate ability to transcend botieneric and national boundaries, the road

2geeKriige;, 6 Suzi e @Waasnhdi nRyotoonne y ,  Girgendi ew: Suzi e Wash
SAndr ®s Laguna Tapia, O6Bol i vi &mallGoemasinMovi es, Tr a\
Global Markets: Genres, ldentities, Narrativesl. by Lenuta Giukin, Janina Falkowska

and David Desser (London; New York: Lexington, 2036)89; andcwa Mazierska and

Laura RascaroliCrossing New Europe: Postmodern Travel and the European Road Movie

(London: Wallflower Press, 2006). 4.

% Neil Archer, The French Road Movie: Space, Mobility, Idenitew York; Oxford:

Berghahn Books, 2013pp. 46.
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movie has subsequently infiltrated into recent filmic negotiatiortdeniat

particularly in films which document pe¥all Germany and in extension,

Europe. For instanc®eter Timm'sso Trabi Go(1991) is repreentative of

a number of postnification German films whicluccessfully hybridise the

Heimatfim a n d t he road m o whicte followB iGermans fil m,
teacher Udo Struutz and his family as they embark on a vacation to the West

following the Fall of the Vdll, along with a number of other films from this

era, as Leonie Naughton highlights, offered escapism to anadispublic

by drawing on the generic tropes of tHeimatfiimand its stunning rural

| andscapes to probe the ing@enttiest! y reuni f
These films, as Nick Hodgin notes, simultaneously drew on the generic

semantics of the road movie, which, in addition tolgématfiilm 6 qui ckl y
established itself as a us%®Goiltabit empl at e
Goforexample as Hodnga dne audsdes ,0f0 t he genre, 6 wi i
o f O0escap)e dainsdc o(veaglyfd6 i n Ti mmds fil m 0cc

comicroadmovi e cofventions. o

While the road movie has frequently been adopted by a number of
international film indusies, numerous critics, including Mazierska and
Rascaroli, Graml and David Laderman, note key differences between the
classical American road movie and its European counterpart. While
Laderman and Mazierska and Rascaroli agree that the road movie, wherever

in the world it is fil med, use| s] t he

% Leonie NaughtonThat Was the Wild East: Film Culture, Unification, and éNewd
Germany(Ann Arbor: University of Michigan Press, 2009. 129.

% Nick Hodgin, Screening the East: Heimat, Memory and Nostalgia in German Film since
1989(Oxford: Berghah, 2011) p. 106.

" Ibid.
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i nvestigating metaphysical guestions on
they also acknowledge a number of fundamental differences between the
American road movie and the Europeaoad movi€® As Laderman

illuminates:

Generally speaking, European road movies seem less interested than their
American counterparts in following the desperately rambling criminal
exploits of an outlaw couple; or, in romanticising the freedom of the asad

a political alternative expressing youth rebellion. Rather, the exploration of
psychological, emotional and spiritual states becomes more important to the

Continental drive”

Mazierska and Rascaroli agree with Laderman when they argue that the

Europear oad movie | acks Othe open spaces of
straight, boundless highways, 6 and inste
as a Omosaic of nations, cultures, | angu

by geographical, political and econonicoundar i es “They cust oms.
note further differences, arguing that t
the choice mode of transport in the American road movie, while travel in its
European <counterpart i's oftenns,character |
buses), if not hit ch¥iAkotherdgundamental r avel | i n
difference, on which Mazierska and Rascaroli and Laderman agree, lies in

the people who are doing the travelling. As Laderman comments, characters

% Mazierska and Rascarp@rossing New Europe. 4; and David LadermaByiving

Visions: Exploring the Road Mov{@ustin: University of Texas Press, 2002), p. 1.

% Ladermanpriving Visions p. 248.

19 Mazierska and RascarpGrossing NewEurope p 5. Al so see Michael Gott
Eastern Eyes: Di splacement, Pl acel essness and t hi
Nulle part terre promis@ , OpgemRoads: Closed Borders: The Contemporary French

Language Road Movjed. by Michal Gott and Thibaut Schilt (Bristol: Intellect Books,

2013), pp. 137154.

191 Mazierska and Rascarp@rossing New Europe 5.
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in the European road movie adeon t he road out of
choice, seeking wd% &view fvlichmisleghoed by a
Mazierska and Rascarol when they
travellers tend to be outcasts and rebels looking for freedom or esgape, i
Europe it iI's rather the fAordinary
practical reasons (for work, immigration, commuting or holiday

maki %) . o

Al t hough Helmatma&denovie,s as | will shortly
demonstrate, clearly employs a European Hwadie template, the director
also engages with a fundamental trope of its American counterpart. As an
illegal immigrant, Nana is technically a criminal on the run and is thus a

stock character of the American road movie. As she trespasses on Austrian

necess

home:;

write,

citiz

land withawt a veri fied visa, Nana defies the

I s, as Sat he n oY ®he American road nolierggalarly al i en. 6
features characters who ar e, as Jason W
societyd and who e n daaggreus activitie’IThee g a | and
protagoni sts iBonnieAand Klyde(1967)e anth ®ennis

Ho p p €asy Kider for example, are bank robbers and drug dealers

respectively, and their journeys are determined by their illicit activities and

by their needo escape law enforcement. By depicting Nana, in legislative

ter ms, as a criminal|, with Nanabs journ

avoidance of law enforcement, Flicker draws on the theme of

criminalisation inherent in the American reatbvie. However, depite

192 adermanpriving Visions p. 248.

193 Mazierska and Rascarp@rossing New Europe 5.
19435athed Cr o s ardens i AWBtriaiCinema p. 230

195 Jason Wood100 Road Movied_ondon: BFI, 2007)p. xv.
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being featured in the local newspaper as a wanted criminal, with her picture

situated next to a picture of the man who was involved in the hostage

situation at the airport, Nana is portrayed by Flicker as a victim of the law

rather than someone whets out to defy it. Throughout the film, Nana is

often heard uttering the words 0l am n
reinforcing the harsh truth that the freedom of travel is a luxury that only

those born in the prosperous West can enjoy. As Kruger sir¢foe film

portrays a Opervertierte Gesellschaft,
g¢l tigen Ausweis definiert sind. & As Kr g
demnach K% Flickér nthud tevisiis yet also renegotiates this

semantic elemenh order to depict how aé o r d iwonaan wh® embarks

on a quest for a better life in the West is unfairly subsumed under the title,

criminal.

Despite critically engaging with the stock fugitive character typical
of the American road movie, inscribing with new, contemporary and
complex connotations that correspond well with recent questions relating to
postWa | | European politics, FIl'ickerds film
formulae of the European road movie as outlined by Laderman, Mazierska
and R car ol i . Firstly, Nanads journey acr
solely facilitated by the use of public transport. As a stranger in a foreign
land, with no documentation and no local currency, Nana lacks the finances,
the paperwork and possibly the s&itb drive a car and thus she must take
advantage of a variety of modes of public transport, including a bus, a boat,

a sktlift and a train, in order to get from one place to the next. Secondly, as

% Kriiger, 6SuzieaWashington
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was alluded to at the beginning of the film during heenrgation by

I mmi gration officials, Nanads journey
rather than choice. Although we are led to believe that Nana has embarked

on a vacation to visit her uncle in LiAa ploy which is crucial to her stay in

Austria and with is maintained by Nana throughout the duration of the

film (she continues to write postcards to her untlend we observe Nana

go to extreme lengths to avoid deportation back to her homeland, even
accompanying an armed criminal on the run as she pi$eta locate the
GermanAustrian border up in the Austrian mountains, we are nevertheless

made aware of the desperate situation that she must be escaping back in her

homeland.

Finally, and most importantly, by actively registering the

geographical, polital and economic boundaries that separate Western and

S

Eastern European nations, Flickess f i | m cr i tically inverts

and the sense of boundless freedom with which the American road movie is
typically associated. Indeed, Flicker crassaamineghe Eastward expansion

of the EU and the subsequent opening of borders against the contradictory
impulses of the Austrian nation which, at a time when many European
countries were opening doors, sought to further restrict its immigration

legislation. As Gaml, in his analysis of the film, successfully recognises,

the spaces depicted in Flickerds film

ounl i mited mobility and freedomb6 for
for otherst®” As | shall now demonstrate, in rmumber of scenes Flicker

situates his protagonist within a range of vast, open spaces and on board a

YWGraml, 6Trapped Bodjep, RBRB2ming Fantasies

S

om
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variety of different modes of transport, all of which, in the American road

movie and in the classic 1956kimatfilm connote freedom, mobility and

boundess possibility. However, the sense of confinement that pervades

these sequences, through Flickerodos wuse
renders these spaces claustrophobic, thu

as an Eastern European migrant in a supposetlied Europe’®®

In the filmbs opening sequence the c.
shot of Nana seated on the plane as it is due to land in Vienna. The camera
then cuts to a birdeye panning shot of the Austrian capital, then back to
Nana who fastens her seat belt and lamkisof the window anxiously. This
is then followed by an extreme clesep s hot of Nanab6s face a
her eyes and nervously awaits the planebd
oval aeroplane window illuminates the latind side of her face, leayg the
rest of her face and body in darkness. This still, cldsde, closeup shot
of Nanaodos face, which i s -eyaviewwsagbosed wi th
of the Viennese cityscape shown only moments earlier, immediately evokes
a sense of claustrophola and confi nement for FIl icker
only does the close proximity between the camera, Nana, and the wall of the
aeroplane successfully symbolise the i mmi
problematic journey throughout the duration of the filout also her
seatbelt, which physically constricts Nana to the aeroplane seat,
symbolically reinforces Nanads state of

in films by exilic and diasporic flmmakers, or films dealing with the topics

sSee Hamid Naficy, 6Phobic Spaces and Liminal Pa
Ge nr dsfobhal/Local: Cultural Production and the Transnational Imagineed. by Rob
Wilson and Wimal Dassanayake (Durham; London: Duke University Press, 1996), p. 131.
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This I mage hamowed b
t his tdepmyrsi ghotr r

Figure 16: Claustrophobicclosae p s hot of Nanads face on b
connotes Nanab6és i1immobility as an ill ega
Suzie Washingtof1998). DVD Capture

ofmgration and displacement, Omobil e spact
aeroplanes are often imbued with contradictory connotations. As he

el aborates, although 6vehicles provi de
geographic places and social groupings but also met&ghreworkings of

noti ons of traveling, homi ng and I dent i
transport are oftepervaded by a sense of claustrophobia. Naficy continues,

06since these vehicles trapenepacesdnd ough cou
betweencountres, there is always a dialectical
inside closed spaces thfe vehicle and the outside open spaces of nature and

n at °6Through his use of framing, editing and mise en scéne in scenes

depicting mobile spaces within his filwhether Nana is situated on a bus, a

plane or in a car, Flicker successfully represents this dialectical relationship

between stasis and mobility. By engaging with this tried and tested mode of

199 Hamid Naficy,An Accented Cinema: Exilic and Diasporic Filmmak{Rginceton:
Princeton Uniersity Press, 2001), p. 257.
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representation, which is typical of films dealing with issoésnigration,
exile and displacement as Naficy highlights, Flicker is able to critically
reflect the contradictory nature of travel in pUgall Europe, which offers
unlimited freedom for those in the West and endless social, political, and

geographicalestrictions for those in the East.

Flicker also conveys this dialectical relationship between stasis and
mobility in scenes which are set in vast landscapes and open rural spaces.
Drawing on Mikhail Bakhtinds idea of the
hi ghlights, refers to 6écertain specific
stories wunfold, o6 Naficy argues that fil
utilise a number of different chronotopes to successfully reflect the liminal
subj ect i vi ¢ gharacters and adten fthie filmmdaker Himerself.
For i nstance, 6open chronotopes, 0 whi c
representations of the lost homeland, tend to be depicted via the
representation of vast, open natural landscapes, which ultimately connote
freedom 6intimacyY®Chndedf amirbhatbpgsd on
hand, which are regularly featured in films set in the host society and which
depict encl osed, claustrophobic spaces,
panic and fear narratives,ens sence, a form of [é] <c¢cl aust
the plot <centres on put sMhiletNafiegent r apment
concludes that films dealing with migrat

bot h forms, 0o it woul d seem t hoa't FI i cke

110hid, pp. 153155.
11 bid, p. 153.
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construct wh at I wi || t B¥indeech on adopen/ cl o
number of occasions, FI i cker 0s film fe:
typically associated wi t h Naficyos cor
chronotopeo, yet Fl i c khe the feehmgsu ef s t hese

entrapment, claustrophobia and unfamiliarity that are typically associated

with the 6closed chronotope. 6

This tension is particularly evident in the scene which depicts Nana
riding a skilift which carries her, another illegal immigrafplayed by
Goran ReHi) and a bank robber up into the mountains to the Austrian
German border. While the scene depicts Nana and her companions being
elevated into the Austrian mountain range, Flicker chooses to focus his
camera on a series of medium analselup shots of Nana and the two men,
and therefore neglects to r@poresent the
instance, the camera cuts from a medium shot of all three characters sat
together on the skift, to an extreme closap shot of one of the male
charactersd hand peeling an apple. The c:
medium shot of all three characters sitting fidgeting nervously on the lift,
which is quickly followed by a blurred point of view tracking shot of the
ground beneath MNandurng thif ssquénce dédes then o p
camera offer an establishing long shot of this vast natural, picturesque
settingnor do the characters gaze out at the mountainous landscape that lies

in front of them. Hence, in this scene, Flicker refuses to represent this

Y2l ucia Saks offers a similar interpretation of N
African cinema. See Lucia Sak3inema in a Democratic South Africa: The Race for
RepresentatiofBloomington; Indianapolis: Indian University Press, 2010), p. 150.

113 0n the symbolic importance of the mountain in migrant and diasporic film, see Naficy,

An Accented Cinema. 160.
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iconic Austrian mountainous location from the point of view of what John
Urry famously t er nnsfavduhad a ihdreoariticallst 6 gaz e,
conscious representation of the landscape from the point of view of what

Yosefa Loshitzky has™termed 6the refugee
The tourist gaze, as John Urry informs,

is directed to features of landscape and townscape whichasepaem off

from everyday experience. Such aspects are viewed because they are taken

to be in some sense out of the ordinary [ é
which is then normally visually objectified or captured through photographs,

postcards, flmsmodels and so on. These enable the gaze to be endlessly

reproduced and recaptur€d.

This gaze, as Urry el aborates, is o6parad

camera, 6 often evoking tourist?®

snapshots
The Austrian montainous landscape has typically been represented from

the point of view of t hHeimatfibmtofother i s t gaze
1950s, which as Tim Bergfelder highlight
the devel opment 'oSome niilms, sincluihg Wifonss m. 6

St u mmEchad der Berge(1954), as Bergfelder continues, were even
6financially supported by the Austrian t

agenda to advertise Austrian holiday res

of the Austrian landsqee was dominated by static long shots of the

114 See John Uy, The Tourist Gazé_ondon: Sage, 2001and Yosefa Loshitzky,
Screening Strangers: Migration and Diaspora in Contemporary European Cinema
(Bloomington, Ind.: Indiana University Press, 2010), p. 28.
115 |a;

Ibid, p. 3.
118 bid, p. 153.
7 Tim Bergfelder International Adventures: German Popular Cinearal European Go
Productions in the 1960&ew York; Oxford: Berghahn Books, 200%). 43.
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This i mage has been
t his tdepmyrsi ghotr r

This I mage has been
t his tdepmyrsi ghotr r

Figure 17: Closing open chronotopes: The camera focuses on the
protagoni st sd® b e h a-iftiaonduthus fails to tlepit the boar d a
stunning mountain scenery in Swdei ch they
Washington(1998). DVD Capture

picturesque florand faund:® In refusing to display the mountain landscape
in this scene, Flicker categorically rejects this economically driven
representation which is wultimately, as

consuming gaze driveh® by the pleasure pri

Theér efugee gazed on the other hand, a

indi fferent to the spectacul ar | andscap
pl easure, the |l andscape, as Lo%¥hitzky ad
FI'icker therefore rejects the O6tourist g
18 pid.

119 oshitzky, Screening Strangers, 28.
120 pid.
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his (non) representation of the Austrian Salzkammergut landscape. By
focussing hiscamera on the body language of his anxious protagonist and
her equally anxious companiongand simultaneously disregarding the
sublime mountain setting that constitutes their backdrop, Flicker subverts
the notions of freedom with which, throughout film history, these open
spaces have typically been associated and thus once again reinforces the
limitations and restrictions that Nana faces as an Eastern illegal immigrant

in search of ddeimatin the West.

Flicker, as | have highlightedbao v e , subverts the 1idea
r o aypiéal of the American road movie and thus adopts the semantics and
syntax of the genrebds European counterpatl
closed borders and their debilitating implications for refugees and asylum
seekers from the Eastern side of the continent. Equally, in deploying a range
of formative devices and tesigues, closing open chronotopes and
representing iconic Austrian landscapes from the surgeaking gaze of
the Eastern refugee rather than the pleaseeking gaze of the Western
tourist, Flicker is able to critically reflect the contradictory natofgost

Wall European travel.

Tourist Haven/Migrant Hell: Undoing the Austrian Heimat

In his analysis of the film, Graml argue
the Austrian | andscape and the warrant f
border enfot e me nt , il lustrates t he significa

Austria began to exhibit towards foreigners, especially when compared to
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Austriansd willingness to support refuge
crucial points during the era after the Second Wi d ‘*Wastria &vas

indeed a welcoming host country to hundreds of thousands of
Heimatvertriebeneand other displaced persons following the end of the

Second World War. As Michael Krzyzanowski and Ruth Wodak note,

Obet ween 1945 andthnlc®Gbranaand 14@,000408hér, 0 00 e
refugees and displaced persons from Eastern Europe stayed in Austria and

wer e i n'f?éagdiseusseddn chapter opéthis thesis, the Austrian

film industry registered these societal
with its newly acquired Eastern neighbours throughHleenatfilm genre,

whi c h, as Robert G Moeller notes, 6f ocus
expellees into a nedeimat 'F1 i ckerdos film, as | will |
on the semantic elements and tharrative tropes of displacement that

characterise the classical 1938simatfilm yet, as Nikhil Sathe argues, he
emphatically subverts thed narrative con

s

the genre and its o6illuscryptdhsteudes t ow:

From the outset, Nana is presented to the viewer as an unwanted and
unwelcomed o t Hreig is idmediately made clear to the viewer when, in
the first five minutes of screenplay, Nana is rejected by immigration

officials at Vienna InternatiomaAirport and is due to be deported back to

2lGraml, 6Trapped Bodjep, RBAmMing Fantasies
122 Krzyzanowskiand WodakThe Politics of Exclusiqrp. 55.
12 Robert G.Moellero Wi nning the Peace at the Movies: Suffe

i n Post war Ge €anfich CatastnophereadContinuity: Essays on Modern
German Historyed. by Frank Biess, Mark Roseman and Hanna Schissler (New York;
Oxford: Berghahn, 2007pp. 145146.

2sat he ¢ ©@massirsAustrign CBiendapp. 231232.
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her homeland against her wiff Although Nana is able to escape the
airportos transit zone, and is able to
District, the legislative measures that are put in place to curb illegal
immigration continue to reappear at every step of her journey. For instance,
her status aa n  unwe | c dsmenforgenl tohthe viéwer as soon as
Nana boards the coach awaiting a group of American tourists at the airport.
The tourist representativerf the coach company is initially welcoming to
Nana, offering her a guidebook and somezartkugelnas she takes a seat

on the bus. However, his friendly and welcoming demeanour soon
disappears when she is unable to provide him with her documentation and a
valid ticket. This disingenuous behaviour also characterises the treatment of

Nana by the Austrian public once she makes her way tG#s¢ghof Seewirt

i n Austriaos | akesi de holi day resort.
between welcoming Nana as a hogelest, frequently pursues her for her
passport. Gr a ml describes these <charact

agent sd who combine O0the welcoming of gu
p a s s PFoHoweven it is not only these tourist representatives resjatt

Nana on account of her Eastern European heritage. Indeed, as Nana
approaches the lakeside resort, she is accompanied by a German tourist,

Herbert, who allows her to travel in his boat to the guesthouse. Herbert takes

a liking to Nana and invites heo dinner at theGasthausrestaurant that

evening, only to reject her once she discloses that she is in faltdgat

i mmi gr ant . T witheut valid documentatgpm, Band rémains in

Austria illegally and is accordingly undesirable and unweleo

125 This is also implied when Nana finds a plastic toy alien in the woods. The toy alien
reinforces her position as an o0illegal aliend in
%Graml , 6Trapped Bodidegs,p.Ra&M.Nng Fantasies
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Due to the hostile reception that Nana receives in the Austrian idyll,
and as a result of her lack of integration and rehabilitation, critics including
Sathe and Flicker himself viewSuzie Washingtonas a critical
reinterpretation of the 195@¢eimatfim. As disclosed in an interview on the
film, Flicker wanted to portray the Austria of the 1990s, and the landscape
in which he was born and rai?sByd, o6mit d
drawing on the semantics of displacement and homelessness within a
contemporary Austrian context, and by inverting the integrative and
inclusionary syntactic messagef the 1950sHeimatfilm thus offering a
critical representation of t he nati ono:
neighboursSuzie Washington s , f or Heimiatiilg ienwortlichea i n
Si n# Bul, although the film, as Sathe correctly identifiésu n d o e s
Heimatfilmc onventi ons, 6 it al so, as | wi || no
of the key tropes of the classical 195@gsimatfilm to correspond with
contemporanydiscourse on identity constructiofi.Indeed, as Nana adopts
the alterego of an American tourist, Suzie Washington, who she meets on
the bus at the beginning of the film, and later adopts the identity of a French
tourist, Jacqueline Duron, whose passport she steals at an inn in the Austrian
mountains, Flicker engages with the theme of identity performance as a
means to not only facilitate his <critic

exclusionary immigration laws, but also to represent the constructed nature

127 Allegro-Film, Suzie Washingtori998
<2Igttp:/lwww.votivkino.at/textlanq/316press.htm#TBmaccessed 8 February 2014].
1 .

Ibid.
12%gathe6 Cr o s gdens ip AuBtdan Cinendap. 232.
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of identity, which as Naficy argues 01 s now recogni sed a s

prodd®ed. o

As | have outlined in my analysis of thieimatfilmgenre in chapter
ong a close analysis of a number of Austrian and Gerht@matfilmeof
the 1950s reveals that the genre was overwhelmingly concerned with
guestions of identity. As a means to probe the Austrian and West German
nati ons 6 ireavrecpnfigeired: Burope, thdéeimatfilm explored
these questions of identity in its portrayal of mistaken identities and through
the deployment of the theme of iy performance. A good case in point
was Al f r eRendé&vobisgira Sazkammerd@ii®48), which, in its
portrayal of Fritzi, showcased how the adoption of a new identity could
create new and exciting possibilities. As we witness Fritzi acquire a
hustand, a job and aHeimat a t t he fil mds concl usi on
masquerading as a waitress, a change in identity is given a positive

emphasis.

Nanaods performance as a Western tour
indeed provide her with the possibility of love, goyment and money that
characters like Fritzi were rewarded with in the postwhimatfiim
Towards the end of the film for example, Nana becomes acquainted with a
mountain innkeeper who not only offers her a job as a maid &dsthaus
but also begingo fall in love with her. However, while Nana temporarily
enjoys the benefits that her performance as an American tourist provides,
there is no romantic resolution for Nana and the innkeeper as she wishes

neither to stay nor settle in a hostile and unwalicg Austria. Thus, Nana

130 Naficy, An Accented Cinema. 269.
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rejects the innkeeperds advances and pl a
into reaching Germany, where she will then continue on to America, which,

as Fiddler ar gtaewa,y rueprpdsaenntssp,acéea of ar

Whereas in postwaHeimatfilme characters tend to reveal their true
identities in the closing scenésvhich, as Marc Silberman notes, provided
an O0Oi maginary strategy for dealiing with
Nana is essentially trapped in her performance tmiast so that she can
remain in the West? Indeed, in order to successfully evade law
enforcement and continue on her quest fbleamatin America, Nana must
adapt her original story (that she is a tourist who has embarked on a journey
to visit her unat in LA) to the new story; that of an American tourist who
has come to visit Austria. Although it is never confirmed to the viewer
whether or not her uncle in LA actually exists, the postcards that Nana
writes to him allow her to successfully maintain hggrformanceas a
touri st , enablherselintdnteersocil spades of teuciamj als e 6
Graml acknowledgeS°Furt her more, these postcards a
protagonist with her own personal diary monologue, a practice that, as
Graml ftaaldpss HMer to mai nt* HRominstange, i dea of
although Nanads journey across the Austr
as she flees border enforcement to prevent her forced expulsion back to her
homeland, in her postcards Nana reinterpretstiidiumatic experience into

that of a voluntary excursion. For example, as she sits on the American tour

Blriddler, 6Shifting Boundariesdé, p. 276.
132 Marc SilbermanGerman Cinema: Texts in ContéRtetroit: Wayne State University
Press, 1995)p. 120.
iszr aml , BoHiesaRoanend Fantasies p. 256 .

Ibid.
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bus as it takes her away from the airport, the location of her dramatic

escape, the postcard to her uncle reads:

Dear uncle, everything changed. | el to make a little trip to the
countryside. There was so much excitement over the last few days. | need
some time to relax. So | will travel around a little bit, ¢a& deep breath

andéyou knowéod

Through these postcards, Nana reimagines her journey from the point of

view of a tourist. Later postcards offer
holidaydé since her honeymoon, 6 in which
people, and the thirtiwo televison channels that she is able to view on her

hotel television. By actively partaking in these tourist activities, Nana is

reimagining herself as a Western tourist. Thus, her performance is not only

a fa-ade to fool t he nat iofjpprollimgandior der enf
indeed reconstructing her own identity. This theme of identity performance

is not only a vital trope of the 1956&imatfiimbut also a recurring theme

in contemporary films dealing with migration, exile and diaspotaiamid

Naficy, for insa n c e , comments on the manner inw
films engage with the themes of identity construction, reconstruction,
deconstruction and performance as a means to reflect contemporary societal

shifts, when he writes:

135 The Austrian road movi&lue Moon(2002) by Andrea Maria Dusl also deals with the

theme of identity performance in a pagill Europe. The female protagonist for instance

assumes three separate identitiesa,JBana, and Shirley, which, as Yvonne Franke argues,

Gtand infortensins wi t hin this changing Europedé and refl
concerning identity and belonging after the old binary oppositions\Kast and

communisracapitalism no longer see as reliable coordinates foleimat 6 See Fr anke,

6The Genres of Eu-i6bpeani zationé, pp. 164



193

Accented films embody the consttedness of identity by inscribing
characters who are partial, or split, or w
so engaging in the politics and poetics of identity, they cover up or

manipulate their essential incompletion, fragmentation and instabiflity.

Through Nana and her successful performance as a tourist, Flicker, as
Graml agrees, is able to highlight the socially and constructed nature of
identity positions=>’ As a teacher of French, and with the ability to speak

the globallingua franca English, which, as Amanda Hilmarssddunn

not es, is the o0default | anguage of mobi l
as the French tourist, Jacqueline Duron, whose passport she stole at the
mountain inMt*®* As a resul t dahguaeapmofictesscy d@hd e n c h
shaing similar aesthetic qualities to the French tourist, Nana is able to
successfully cross the Austrian border into Germany and board a train to an
unknown destination. Whether or not Nana is successful in her bid to reach

her dreamHeimatof America, a qustion Flicker purposefully leaves open,

her success will depend on her ability to maintain her performance as

Jacqueline. I n the final postcard that N
closing mo ment s, Nana signs of f wi t h t
Jacqueline Duron. 6 The fil mds ending tF

deliberately confuse national identity formations, portraying an Austrian

actress cast as an Eastern European refugee masquerading as a French

130 Naficy, An Accented Cinema. 272.

¥"Graml, 6Trapped Bodjepg, R62ami AgofFhaet asxample of
critical reassessment of national identities can be witnessed in the scene which depicts Nana

and Herbert having dinner at the hotel restaurant. As he eats his dessert, Herbert comments

how it is@ ia Osterreichische Spezialét aus Ungarn. 6

1% Amanda Hilmarssounn, 6The | mpact of Global English on
Medi a: The Ca &lebalisation In Emglist&todies, ed. by Naria Georgieva

and Allan James (Newcastle upon Tyne: Cambridge Scheldtshing, 201Q)p. 3.



194

tourist on a German train headed for the YAt also continues to
reinforce the fundamental message of FI i
landscape no longer provides a safe haven for its Eastern European
neighbours=>° Thus, by suggesting that, in order to reachHieimat Nana

must permandly perform as a Western tourist, Flicker continues to adopt

the trope of identity performance integral to a number of postwar

Heimatfilme but he critically adapts it, turning it into a means to
successfully engage wi t h contmemporary

di stribution of reso®rces in the globali:

As we observe Nana traverse the Austrian Alpine landscape and
ascend into the hills on her quest for America, we are visually transported
back to thevon Tr app famil yds ulti m&obert escape i
Wi s e 6s Hbdimatilwy e dSound of Musi€1965)*** Indeed, as

Flicker notes in an interview for the film, the hills which provide both films

their locations continue to prvide an e
Hi s fil m, he argues, is the O6granddaught
t o register t he Austrian Al pine | ands
borderland®* By i ntertextually referencing Wise

interrogates the internationally perpated image of Austria that tourists

¥As an Austrian actress performing as an Eastern
performance can be consi d&thecdragi Perfdrmingc dr ag. 6 See
Race, Sexuality in West Germginn Arbor: University of Michgan Press, 2002)
140 Thomas Hylland ErikserGlobalisation: The Key Concepf®xford; New York: Berg
2007, p. 101.
“lSee Robert von Dassanowsky, O6An Unclaimed Count
American Film and the Sociopolitics ®he Sound of MusicBright Lights Film Journal
31 July 2003 http://brightlightsfilm.com/arunclaimedcountrythe-austrianimagein-
americarfilm -andthe-sociopoliticsof-the-soundof-music/#.\* 1BTvkrLIU> [accessed 7
February 2013].
i‘i Flicker, Suzie Washington: Drehbuch und Notizen zum,Rlni02.
Ibid.
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continue to engage with. Indeed, as we observe Nana board a tourist

mi ni bus (which operates under the headin.
take her to this escape route,gFlicker ¢
exposing its continued liminality to those illegal immigrants who continue

to be excluded from it.

Conclusion

By drawing on the tropes of théleimatfim and the road movie,

renegotiating them to correspond with a contemporary-waltEuropean

setting Flicker is able to successfully represent the social, political,

geographical and economic obstacles that continue to remain in a
supposedly oOunifiedb Europe. The coll aps
1991 triggered a mass movement of peoples as ctitem former Soviet

states sought new lives and new beginnings in the prosperous West.

However, while these major political and geographical shifts opened up new

opportunities and offered new beginnings for some, they erected more

physical, economic andesial barriers for others. As Peter Nyers notes:

Globalisation may have spurred some to proclaim the onset of an
unprecedented <spade t¢compmoédés fitomed however t
of how different people experience and are affected by this digrui

their received spatiotemporal orientations is still one that needs to be

explored:**

144 Nyers,Rethinking Refugeep. ix.
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The enhanced mobility that the events of 1989 engendered, as Nyers

continues, means one thing for Western tourists and business class travellers

and another for Easte European migrants and displaced pers&h#

number of scholars, including Zygmunt Bauman and Tim Cresswell, refer to

t hese t wo types of contemporary figur e
6vaga’dhe. dagabond, according to Bauman,
find the world within their reach wunbear.
the other hand, omovel s] because they f
i rresisti b1Moving out of mecessity mthed than choice, the
vagabond, as Nyteg] a classdad sgvingépeapla svithoi t u
occupy the | ower rungsao of what Dor een

g e o me“®Indged,@s Massey argues:

Different social groups have distinct relationships to this anyway
differentiated mobility: some people are more iragfe of it than others;
S ome initiate fl ows and movement , ot her s

receivingend of it than others; some are effectively imprisoned.f)‘i?it

FI1 i c k er 6Heimairgatl rmowe critically engages with this
discourse. By featuring an Eastern European refugee (vagabond) who must
impersonate a Western tourist in order to successfully find aHsafeatin

the West, Flicker draws on theemanticsof identity performance and

145 ||a;
Ibid.
467zygmunt Bauman, ©6Tourists and Vagabonds: Or, |
Identity and Social Changed. by Joseph E. Davis (New Brunswick; London: Transaction
Publishers, 200Qpp. 1326;Ti m Cr esswel |, 6The Vagrant/ Vagabond:

ofaMo bi | e ,B Gdograplidas 6f Mobilities: Practices, Spaces, Suhjectsby Tim
Cresswell and Peter Merriman (Farnham: Ashgate, 2011), pf25289

“"Bauman, o6Touriétspand3Vagabonds
148 Nyers, Rethinking Refugeep. ix.
“SDor een MaGlsoebya | 6Sietnse of Placeodo: From Space, Pl a

The Cultural Geography Readaxd. by Timothy S. Oakes and Patricia L. Price (London;
New York: Routledge, 2008), p. 259.
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mistaken identities typical of the 195Bimatfilm and of recent migrant

and diasporic cinema, in order to both critically question essentialist
readings of national identity and, as
contradiction bet ween Austriaods restrioc
i nd uX tFurtermore, in depit i ng an unfairlag criminal
she embarks on a physical and metaphysical journey across the Austrian

| andscape in search of a new beginning,
of the American and the European road movie ineprtb offer a

sympathetic and personal representation of -t migration following

the fall of the Eastern Bloc in 1989 and the subsequentf@aetgner

rhetoric that followed. While Flicker may adopt themantidropes of these

respective genres &low him to visually represent the search fH&imatin

an increasingly globalised world, he nevertheless critically inverts their

positive syntactic messages. Indeed, for an Eastern European migrant in

1990s Austria, the roads are closed and the Ausitdighis uninhabitable.

Flicker thus adapts the generic syntax of both genres to offer a critical

response to the unfair and uneven distribution of global flows and resources

bet ween East and We st .Heithatroad- movie,k er 6 s con
Heimatmay ke deterritorialised from an originary homeland, however, as

we observe Nana go to extreme lengths to rdemhutopia ofAmerica,

Heimatfor Nanastill appears out of reacl\s a vagabond who most likely

will be unable to reach her desirdldimatof America, and as a refugee who

cannot and will not return to her origintdeimatof Georgia, Nana, the film

suggests, will inevitably remain heimatlos

0'sat he 6 @merssirsAustrign CBiendap. 231.
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Chapter 4: Deterritorialising Heimatin the Works of Barbara
Albert

Introduction

Born in Vienna in 1970, Barbara Albert began her studies in directing and

scriptwriting at the Vienna Film Academy in 1991. She first gained

international success with her short filbie Frucht deines Leibe€l994)

following its premiere at the Venice Filifestivalin 1996, however it was

not until the release of her first full length feature fidordrandin 1999

that Albert attracted considerable global attention. As Karl Markovics

writes, O0der Fi | rostekrachischelRégissewinBasda di e j ung

Albert in die Reihen der eurdbs c hen Au t Nat enlyfdid thene r . &

1999 release ofNordrand si gn al Al bert ds newf ound p C

internationally recognised and critically acclaimed filmmaker, it also, as

Robert von Dassanowsky notes, signalled 6 ki nd of caesura 1in

f i 1% mipfércing the idea posed by Hollywood Reporter journalist, Susan

Laki da, t hat 6Austrian film wad ready to

Although Nordrand did not go on to win the Golden Lion in Venice, its

nom nati on al one, as von Dassanowsky ¢l a
4

Austrian c¢ci nema, as o6no Austrian film ha

The film also went on to secure the Fipresci Jury prize at the festival, and

'KarlMarkovi ¢s,6sd Bemr ei c hi s c®RF 16Augush80d2nmer 6 ,
<http://tv.orf.at/orf3/stories/25457 19 [accessed 20/08/2013].
Robert von Dassanowsky, O6Austr BaghtHghsgry: The Ret
Film Journal 51, February (2006)
;http://briqhtliqhtsfilm.com/51/51austria.php#.Ui90x8asiﬂaccessed 12/02/2013]
Ibid.
4 Robertvon DassanowskyAustrian CinemaA History(McFarland: Jefferson, 2005).
259.
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the Austrianborn actress Nina Proll wasvarded the prestigious Marcello
Mastroianni Prize for her performance as Jasmin. Following its success in
Venice, Nordrand continued to triumph at festivals in Austria and abroad.
The film won the ThomaPRluch Film Script Prize at the Diagonale in Graz
and The Vienna Film Prize at the Viennale in Vienna. Meanwhile, further
afield, Nordrand was awarded the prize for the Best First Feature at the
International Stockholm Film Festival and tReze for the Best Long Film

at theMax-Ophls Prize Film Festivah Saarbriicken.

Due to the unprecedented international success of the film and its
regular appearances at film festivals all over the gldberdrand has
received an ample amount of scholarly attentiohhe film is often
discussed in articles featureth Englishlanguage anthologies on
contemporary Austrian film and culture, and in studies on migrant and
diasporic cinema more generally. Notable examples include articles by
Dagmar Lorenz, Nikhil Sathe and Mary Wauchope in Robert von
Dassanowsky and Olive C. Speckds 2011 edited volum
Film, wherein Lorenz explores the film through the lens of gender, while
Sathe and Wauchope focus on Al bertds re

within the context of a number of New Austrian Filfh€ompreherise

® Appearances at film festivals include: Toronto Film Festival (1999), Chicago International
Film Festival (1999), Thessaloniki International Film Festival (1999), European Film Week
(1999), Singapore Intertianal Film Festival (2000), Hong Kong International Film

Festival (2000) and Mar del Plata Film Festival (2001).

®SeeDagmar Lorenz, O6A MNemw: CBanmuarni a yAloMewWoods Nordra
Austrian Film ed.by Robert von Dassanowsland Oliver CSpeck(New York: Berghahn,
2011), pp.8V3Ni khil Sathe, 6Crossing Borders in Austr.i

Century: Fl i ¢ k einNew Audstriam Rilynad: bhyRobeA Vob [Rassandwsky

and Oliver C. Speck (New York: Berghahn, 201d9,227-228; andViary Wauchope,

6Pl ace and Space of ContemporaryinMewstria in Bar b:
Austrian Film ed. by Robert von Dassanowsky and Oliver C. Speck (NeW: Bargahn,

2011), pp. 108.21.
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di scussions of the film also feature 1in

migrant and diasporic cinemgcreening Strangersand in Domnica

Radul escuds chapter in the 2004 edited Vv
of Eastern European women, edited bysk#rand Valentina Glajar, titled,

Vampirettes, Wretches and Amazomkese analyses once again draw on

Al bertds cinematic deployment of space a
time within the broader context of Western filffhese notable examples of

English-language scholarship oNordrand are particularly interesting as

their scopei from gender studies in the works of Albert (Lorenz) and in

Western cinema (Radulescu), to studies of space and place in New Austrian

Film (Wauchope, Sathe), and represeates of the city in contemporary

migrant and diasporic European cinema (Loshitzky@present the breadth

of interdisciplinary scholarship that the film has attracttile all of these

scholars and their respective works offer valuable readings ofilthe

analyses that | will engage with and draw on further in this chapter, each

one of these scholars fails to acknowl ed

actively engages with contemporatgimatdiscourse.

Before embarking on an analysisdrdrandand the ways in which
the film renegotiates and deterritorialises notions Hdimat vis-a-vis
contemporary social developments and challenges, it is first important to
briefly outline how the director has frequently engaged with notions of

Heimat throughw t her film career. As Wauchopebo

" SeeYosefa LoshitzkyScreening Stragers: Migration and Diaspora in Contemporary

European CineméBloomington, Ind.: Indiana University Press, 201). 4553; and
Domnica Radul escu, OEastern Women in Weste
European Women i n We s\MampireitesPWrdtchnes, ardfAmazons: 1 9 8 9
Western Representations of East European Wpatkrby Valentina Glajeand Domnica

Radulescu (New York: Columbia University Press, 2004), pp- 182.

o =
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identifies, Albert has consistently O6pro
space and belonging, of home and nation, and of insider versus outsider
status, 6 i n °hBy critically éngeing with and vewerking

these concepts throughout her films, Albert, this chapter will argue, actively

seeks to challenge conservative and monolithic interpretatior$eimhat

within the context of globalisation.

RenegotiatingHeimat in the Works of Barbara Albert

Al t hough Al bert ds fil ms ar e relatively
Schlipphacke observes, 6dramatise the cl
globalising Austriad and tend to O0depict

from the Austrian Heimat® | mk e Meyer agrees wi t h Sch
i nterpretation when she argues that oOno
notions of Austria as a postimperial, postfascist, newly harmless and cosy

al pine homeland have b¥Ahbeéantwshedbmsér om
typically draw on the anti/criticaHeimat mode, representing the

impossibility of a native AustriarHeimat and contrarily promote the

possibility or indeed the necessity of seekingematelsewhere, as | will

now demonstrate in my analysis of mesrks. WhileBose Zellen(2003)and

Fallen (2006) follow a variety of native Austrian characters who become

8Wauchope,d 6Splaaccee oafn Cont emporary Austria in Barb:
p. 109.

® Heidi M. SchlipphackelNostalgia AfteNazism: History, Home and Affect in German and

Austrian Literature and FilnfLewisburg: Bucknell University Press, 2010), p.35. She

writes this i nBagseZklemsevalasa nunter Aficdntemporérs

German and Austrian cinematic worksih udi ng Ha n sDasWehe Raguschenner 6 s

(200)and Ol i ver D4asExgedrefd0@ly el 6 s

Y“I'mke Meyer, 6Metonymic Visions: Globalisation, ¢
Af fect i n Bar bar anNawAustran Blireed.Bby Rodavahe | | en 6

Dassanowsky and Oliver C. Speck (New Y.dskrgahn, 2011), p. 96.
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alienated from &Heimatwhich fails to provide the security, stability and
sense of community that they all crav&r Lage (2002) andNordrand
(199 ) , meanwhi l e, draw attention to
probe the social, political and economic barriers that prevent these

characters from having access tdeimatat all.

Homeless at HomeBdse Zellen(2003)

Bose Zellenfollows a grop of diverse characters who all live in the same
suburb of Vienna and are united by a tragic accident when Manu, a mother,
wife, sister and friend dies in a car accident. The film explores the various
ways in which each of the characters, all united byréipercussions of this
tragic event, attempts and ultimately fails to find a sense of belonging and

purpose in their globalised Viennese society. As Imke Meyer correctly

Austr |

points out, the characters all experien

O0tr anmstcelndlromel essnessbd in their nati ve

whi c h, she argues, are compounded

environment® Indeed, inBose Zellen Albert represents Vienna as an

by t he

unfamiliar 6non s pac ehrapologist MarctAeg whi ¢ h, a

theorised, no longer evokes notions of national identity or national history,

but is an unremarkable, interchangeable spabéch lies in constant

reference to the global space which surroundé Xl bert 6s choi

faceless, urban Viennese setting, which is represented via tracking shots of

YSeeMeyer, O6Met omyldsi c Visionsao,
2 Marc Augé, Non-Places. Introduction to an Anthropology of Supermodeihiondon,
New York: Verso, 1995).

ce of
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This i mage has been
this tdhempyrsedloons

This i mage has been
t his tdeepsyrsi glotr r

Figure 18:Manu and Sandra dream of a |I|ife
Bose Zellen(2003). DVD capture

bleak housing blocks, characterless shopping centres and global chain
stores, eschews typical cinematic images of Austria as a rural apiher

of Vienna as a heavily mythologised city of high culture and classical

music. The Vienna inBose Zellenis instead, as Meyer remarks,

i ndi stinguishable from the i mages o f
opening is set® The metonymic links whiclare made between Vienna and

the outside worldi which comprise aesthetic and aural allusions to
international cities and countries including Rio de Janeiro, San Francisco,

New Orleans and Tanzariiaare set in contrast to the sense of entrapment

that themajority of the characters experience. This is emphasised by Albert

BMeyer, 6Met ®nyweépi.c Visions
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through her inclusion of a number of characters who suffer from physical
disabilities which ultimately render them immobile: Gabi is paralysed from
the neck down; Josef is an amputee arelingla, following a suicide
attempt, is reliant on crutches. Despite their respective wishes to escape
their immediate surroundings, the characters are trapped in loveless
relationships, unsatisfactory jobs, and mortgaged houses, situated within an
alienatng urban environment. The characters thus all suffer a sense of

Heimatlosigkeit despite their beingpByi cal | y at &édhome. 0

Heimat as Utopia: Fallen (2006)

Al bert s f ol | Falkenmegnwhile daws an enord tiaditional

notions ofHeimat evokingHeimatas an unobtainable utopia, a childhood

dream,ora Dani el a Ber g hpd hafl Hte @m followsiat |, a ono
group of women who reunite in their hometown to attend the funeral of a

former school teacher whose death also symboliselsthes s of t he women¢
childhood hopes and dreams. Although the reunion may physically reunite

the five former school friends in their familiar native surroundings, this

unexpected homecoming compels each of the characters to individually

reassess their owiifd choices, reigniting a longing for a past which they

nostalgically and somewhat falsely associate with the utopian notions of

wholeness, family and community.

!4 Daniela Berghahrfar-Flung Families in Film: The Diasporic Family in Contemporary

European CineméEdinburgh: Edinburgh University Press, 2014), p. 59.

"Seewauchope, 6Place and SpacB8aobhaCantAé¢mpor dsy Fhas
Fil pmsl®g121.



205

This i mage has been
t his tdeepsyrsi glotr r

Figure 19 The rur al meadow shrouded in nost al
Fallen (2006). DVD capture

Al bertds representation of the smal/l AU
were born and raised is initially void of images which signify any personal
affiliation. Albertf or exampl e fails to include the
or families in her representation dheir homecoming. However, a space
which continues to appear throughout the duration of the film is that of the
Austrian rural meadow, which is first introduceéd the viewer at the
beginning of the film via a black and white long shot. The use of black and
white in the filmbés opening i mmediately
certain degree of emotional or symbolic importance for the characters. Later
in the film, when the women are reminiscing about their childhood, the
viewer discovers the significance of this space as it becomes clear that as
children these women had dreamed of building a house together on this
| and. Thus, i nst ead octual chédpoocktomes,t i ng t he

Albert depicts a sense of home which never existed and still does not exist.
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The reunion therefore, in |l ight of t he
present realities of their adult lives, reignites their utopian yearning for a

senseof stability and belonging which is still predicated on a childhood

dream. This articulation dfleimatin Fallen, as an intangible longing for a

space which does not exist, echoes New German Cinema filmmaker, Edgar

Rei t z0s dHeimatim iretatiomtm hisdelevision chroniclédeimat

(1984):

The word is always linked to strong feeling, mostly remembrances and

|l ongHeinpd &l ways evokes in me the feeling of
far away, somet hing which one cannot easi
fiHeimab i s such that i f one would go <closer

discover that at the moment of arrival it is gone, it has dissolved into
not hingness. |t seems to mEenabat hene has a

further one is away from if

Re t z0s condeéemas i on bhihamt i s 6fictiond ech
engagement with the concept in her cinematic works. Indeed, throughout

her corpus of films, Albertds protagoni s
constantly long for &leimatthat is expeed as unobtainable in their native

Austrian environmeni a vital trope of the anficritical Heimat mode!’

Al t hough this reading of Al bHeimatés f i | ms
suggests a rather pessimistic outlook, her films, as a number of scholars
acknowledge, are not devoid of hofiénstead, as my analysis Nbrdrand

wi || demonstrate, Al bertdéds films promot e

'8 Edgar Reitz cited in Anton KaeBrom Hitler to Heimat: The Return of History as Film

(Cambridge, Mass; London: Harvard University Press, 1989), p. 59.

" See Schlipphacké&jostalgia after Nazism

®SeeWwauchope, O6Place andustBap ac BaobaCantAe mpot dsy Feat
Fil msé, 12lp.anldd20L.orenz, OA New Community of Womeno



207

attesting to new modes of belonging which reside outside of geographical,

biological, cultural, familial ad gendered boundaries.

Towards a Multicultural Heimat: Zur Lage: Osterreich in sechs Kapiteln

(2002)

While the feature film86se ZellerandFallen, which followed Nordrand

successfully demonstrate the impossibility of an organic Auskigimatin

the context of a gl obalised-engiltstri an soc
feature film,Nordrand and her involvement with the 2002 featleagth

documentary film,Zur Lage: Osterreich in sechs Kapitelwhich best

reflect her attitudes towardéemati n t he context of Austri ac
demographic.Zur Lagecr i ti cally explores the Austr

views on issues includingeimat Haider, national identity and immigration

in light of the appointment of the n@onservative governméegoalition in

1999*° The documentary film both aimed to uncover a latent fascism that

can be seen as a continuation of the his

and simultaneously sought to dispel misinformed cultural stereotypes

regar di ng ultkultsral popudatost® Inmher contribution to the

documentary, which focuses on eight women, Albert cleverly edits her

segments so that the xenophobic attitudes of some interviewees are

Y For an indepth analysis afurLageé, #&kkyson Fiddler, 6Shifting Bou
Responses to Multiculturalism at the Turn of the Twefitgt Centu y i A History of

Austrian Literature 191200Q ed. by Katrin Kohl and Ritchie Robertson (Columbia, S.C.:

Camden House; Woodbridge: Boydahd Brewer, 2010), pp. 272/6.

Al bertds mdielebendef20l2)e nhialgms wi t h tdiestlyr i ads Nazi |
exploring the familial history of Sita, an AustRomanian woman living in Berlin. Sita

discovers that her grandfather may have a connection with the SS and thus travels through

Vienna, Romania and Poland to seek the extent of his involvemeém hazi atrocities of
the Holocaust. Albertds interest in this topic c«
her grandfatherds involvement in the Holocaust



208

contradicted by the positive actions of others. In one scene &fonmeg, a

middle-class Viennese hgue wi f e i roni cal |l ysheudi pes t hat
be forced to work. The film then cuts to an image of an Austrian woman of

a Turkishmigrant background situated in her place of work at a computer
factory. These cuts,adA yson Fi ddl er highli-ghts, aim
provoking juxtapositions and ironies, 0
reassess the common cultural stereotypes and monolithic modes of national

identity propagated by populist righting politics**

In a similar manner to her contribution iBur Lage and as
demonstrated in the feature films discussed previously in this chapter,
Nordrandcategorically rejects the notion of an orgaHeimatthat is rooted
in outdated and conservative interpretationsAattrian space and place.
Albert, this chapter will argue, seeks teadiculate the Austrian capital as
an ethnoscape; a term coined by social anthropologist, Arjun Appadurai, to
refer to 6the | andscape of perchons who ¢
we live: tourists, immigrants, refugees, exiles, guest workers, and other
moving groups “a8inte dum cbintempatanyavodd. ié
increasingly shaped by the movements a
people, Appadurai argues that spaces whichevamce seen as ethnically
and culturally homogenous are increasingly being inhabited by various

people of differing ethnic and cultural backgrouAtis.l ber t 6s film regi ¢

this demographic shift, demonstrating that Vienna has been, and continues

“Fiddler, 6Shifting Boundariesd, p. 276.

22 Arjun AppaduraiModernity at Large: CulturaDimensions of Globalisation

gMinneapoIis: University of Minneapolis Press, 1996), p. 33.

%Seel b Bondebjerg, 6The European I maginary: Media
Identitie) in Media, Democracy and European|@ire, ed. by Ib Bondebjerg and fee

Madsen (Bristol: Intellect, 2008), pp. 2236
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tobe,as Loshitzky writes, 6a multicultural
Ger mani ¢ rfdntorder to stedessfully detonstrate the manner in

which Albert successfully deterritorialises the Austrian capital, | will firstly

assess Al ber tobAustriaregpace Develdpiagton the ideas

presented by Nikhil Sathe, Mary Wauchope, and Yosefa Loshitzky in their
analyses of the fil m, I owi || argue that
iconic Viennese spaces and her use of inserts within theséiwe to disrupt

the national significance and specificit
Vienna of its national connotations, replacing pictures of iconic Viennese

buildings and traditional Viennese people with images of impermanence,
nondescriptia and multiculturalism, Albert attempts to rearticulate the

nationbés capital as a globalised, multici

While Vienna is successfully rearticulated as an ethnoscape in

Al bertds film, the Austrian Heiaati t al does
for Al bertdéds characters. l ndeed, as Dan
6deterritorial i s eHtimatcaroroilohger be lmkadnta ni t i es, 6

territory. Rather, as Berghahn expands, notions of identity and belonging are

more likely to be realised@ new oOaffiliations between
6transcend national B&l bregitrdg, fridae, asnd
demonstrate, thus deterritorialiseleimat by advocating new, nespatial

modes of belonging which cut across ethnic, geographical and
heteronormative boundaries. Drawing on the ideas presented by Dagmar

Lorenz, | will argue that Albert engages with the datdimat discourse

demonstrated by her literary feminist colleagues by dismantling traditional

24 | oshitzky, Screening Strangerg. 47.
% BerghahnFar-Flung Families inFilm, p. 28
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modes of belonging. By substituting @stry, the nuclear family,
heterosexual relationships and traditional gender roléeemes typical of
the classial Heimatfilme i with more contemporary constellations
predicated on mobility, hybridity, gender fluidity and above all, female
solidarity, Nordrand, this chapter will conclude, proposes an antidote to

contemporary physical dislocation and social alienation.

Deterritorialising Heimatin Nordrand (1999)

Nordrandportrays the interweaving narratives of natAestrian characters

and characters of various migrant backgrounds as they attempt to carve a
life for themselves in a socially hostile and politically volatile Vienna. The
film tells the story of two women, Tamara (Edita Malovcic) and Jasmin
(Nina Proll), who attended the sameinpary school together and are
reunited years later at an abortion clinic. The film follows the two very
different women as they go about their everyday lives in Viennatya ci
whi ch has r ecentolawaridtyeof peopée framhvanmoeso
ethnic bacigrounds following the increase of legal and illegal migration due
to the collapse of the Eastern Bloc and the Balkan War. Set in 1995 against
the backdrop of the dissolution of the former Yugoslavia and the ensuing
Balkan War, Albert has drawn on the infaation gathered from interviews
conducted in the same year with refugees from Sarajevo, which she
combines with her own experiences as a native Viennese, to offer a
contemporary filmic portrayal of a Vienna that is representative of the

various cultures,tanicities, religions and languages that form a vital part of
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the city and its contemporary identity. In an interview conducted by one of

the fil mds pr oduct i-basedFamanmHll Mibests , the Zu
states: 0 We nn ma fBahn oder @8iSeafdentmahntfahrg e r U

kann man viele verschiedene Sprachen horen. Ich wollte diese
Sprachenvielfalt im Film um die Atmosphéare so nahe als moglich an der
Realitat %zpl bealktenwldo is openly proud
0Sprachengemi sch, 6 esawmns$ elatk of ppotagoaistt i fy wha-
with a migrant background within Austrian film, and thus went about

creating a feature film that might successfully reflect the evolving

demographic of Vienna.

I n order to successfully rbhepresent t |
beli eves makes up Austriads identity, Al
the (then) current sociepolitical climate for inspiration. She began writing
the script forNordrandin 1995, the same year that the Balkan War finally
ended, and throughouhd& consequent years of filming and up until its
premiere in 1999Nordrand and the issues with which it engages continued
to gain political, cultural and sociological significance. Firstly, following the
disintegration of Yugoslavia and the conflict tlesisued during the Balkan
War, Austria saw a dramatic increase in the number of refugees from the
former Yugoslavia seeking asylum, particularly in its capital Vienna. The
film not only registers this contemporary wave of migration by featuring a
Bosnian Seb named Senad, who has deserted his position in the military

and is featured illegally crossing over the border into Austria, but also

®Barbara Albert, o6lrnitrerBarebra rme tA |FerearFiRezgu shcerud r and
AG (1999)<http://www.famafilm.ch/filme/nordrand/interviesmit-regisseurirbarbara
albertzu-nordrand# [accessed 26/04/2014].



http://www.famafilm.ch/filme/nordrand/interview-mit-regisseurin-barbara-albert-zu-nordrand/
http://www.famafilm.ch/filme/nordrand/interview-mit-regisseurin-barbara-albert-zu-nordrand/
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engages with the topics of loss and trauma that the war engendered through

the inclusion of an Austr&erbian charactartamed Tamara. Tamara, who

was born and raised in Vienna, has family members who continue to reside

in Sarajevo and are therefore directly affected by the conflict throughout the

course of the film. Furthermore, the initial tension that can be observed

between Senad and Tamara when they first meet successfully reflects the

et hnic differencesd that separate them,
6have been compb&Ahbedtbydusbeofvamctual n
of the war, which she frequently interweaveso the fictional narrative,

further places her film within this specific sodemporal context.

Nordrand also engages with other waves of migration that have
affected Austria since the fall of the Iron Curtain in 1989. The Romanian
salesman, Valentin,nd the Polish batender, Yola, for example, are
representative of the rise in Eastern European migrants following the
coll apse of the Eastern bloc and the op:¢
The filmdéds ensemble of c¢h®ackgoundsr s of di f
and various socipolitical circumstances, who all speak a range of different
| anguages, successfully O6reflects these
notes” Throughout the course of the film, no fewer than six languages can
be heard; Jasmican only speak German; Tamara speaks German with
Jasmin, her Austrian boyfriend, Roman, and her nursing colleagues, but
speaks Serb@roat with her family and with Senad; Valentin speaks

Romanian with his elderly grandmother, Russian with a customer, and

Wauchope, 6
Fil msé, p. 1
%8 |bid, p. 109.

Pl a atempararydAuship ac 8aotba€Ca Al bertédés Feat u
12.
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German with Tamara; Yola speaks German with her customers and Polish;

and Senad, who cannot speak German, speaks in broken English with

Jasmin and SerbGroat with Tamara. This amalgamation of languages

reflectsa s hi ft i n the manraermreprésentedwithni ch o6f or
Germanl anguage fil m. As Christine Heiss il
migration backgrounds are no longer characterised through grammatically

or phonetically incorrect speech, but rather through entire passages of

dialogue in their rgsect i ve | anguage, siByY itled for
featuring a number of characters fluently speaking a second or a third

language i n additi on t oin thehfim, Alberodin O mot her
only avoids depicting the clichéd, stereotypical, and oftkrogatory
representati onwhoof stpheea késf oirneait@pthafmr éi gn t al
speech t hat i s associated wi t h Oi ncorr
i nadequat el bueshe alsolsuccessfellp depicts Vienna as a

multicultural, multilingualurban spac&’

It is not only the multilingual, multicultural cast which reflects the
socicpolitical timeframe in which the film is set. The hostile environment
which greets these migrant characters as they attempt to better their lives in
Vienna is alsaeminiscent ot he gr owi ng ani mosity towar
and the subsequent rise afrJg Ha i dright-vdirey Freealam Party
(FPO) which could be observed throughout the course of the 1990s. As Jutta

Landa not es: FréamdenhassahdduskBnderfeintdlichkegwere

Christine Heiss, 6Multilingual Films and I ntegr :
P | a yMedia andTranslation: An Interdisciplinary Approaad. by Dror Abendavid

(New York: Bloomsbury, 2014), p. 7.

0 bid.
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on the rise in Aust?¥Thaincrepsa mtmigmanisl ar | y i n
along with a number of economic setbacks affecting Austria at the time

precipitated a fear of foreigners amongst the Austrian population, which was

ultimately capitalised on and exploited by Haider and his political

campaign. Although Albert began writing her film over four years prior to

the FD6 s unprecedented success in the 1999
registers Haider ds r i seaendinpartguarythe t hr ough
momentum they were gaining throughout the duration of the filmmaking
process’I nt erestingly, the filmés premiere
weeks after the 6 s el ecti on success and, i nci de
appointed cené&right government directly affected the manner in which the

film was received internationally. For instance, it was rumoured that a group

of Jewish Academy members were threatening to boycott the proposed

screenings oNordrandin Los Angeles as a proteagainst the righiving

party coming into political power. Although, as Alex Horwath illustrates,

Ot he boycott did not take place (except
the US screenings went on as planned, this international condemnation of
contempoar y Austrian politics via the propo
successfully reflects the close proxi mi
volatile sociepolitical context with which it engagés. Furthermore,

Al bertds public part iests gnd tlemanstrations t he nur

Jutta Landa, 6Loveabl| eCufumarEebracinginAstiarGest ures of
Fi | m@fter Pastmodernism: Austrian Literature and Film in Transitied. by Willy

Riemer(Riverside; California: Ariadn@ress, 2000), p. 95.

32 For more information on the B33 rise to power throughout the 1990s see Ruth Wodak

and Anton Pelinkdhe Haider Phenomenon in Aust(idew Brunswick: Transaction

Books, 2002).

#BAl exander Horwath, fA6NoRdlhietrinc sSkamd sAr tRias tséess Qan
t he Age diewira2B Mazch 2000

<http://www.indiewire.com/article/ndnf_northern_dkirraises austrian_politics_and_artis
ts_concerns_in_the>daccessed 02/03/2011].
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that took place in Vienna following the formation of the coalition in 2000
successfully reflects her condemnation of theOF&nd its rightwing
policies regarding Austrian national identity, immigration d&heimati a
political starce which can be observedNordrandand the way in which it
reconceptualises the Austrian cap#ala multicultural, multilingual, global

ethnoscapé’

Duringthe FE 6 s pol i ti cal campaign, Hai der
the political potential of the ternHeimat and exploited its emotional
resonance among the Austrian populati®y redeployingHeimat as a
nationalist term which connoted cultural purity and national homogeneity,
the FPO unashamedly returned to the dark historf@imat discourse,
undoing deades of positive reappropriatidh.In Nordrand Albert
challenges this xenophobic, ethnically exclusive conceptiddennatand
calls into question notions of national identity and belonging in the context
of Austriads evol v-politigal lahdsoapegIn argehto c and ge
successfully assess the manne©Os in which
extreme antimmigration hetoric by deterritorialising the concept of
Heimat I firstly examine Al bertds subversi

space.

34 For more information on the protests that the new coalition engendered see Frederick

Baker and Elisabeth BoyaNiener Wandertage: Eine Dokumentatigtiagenfurt: Wieser

Verlag, 2002).

% See Kaes for an analysistiééimatd i scour seds Nati onBrom Soci ali st hi
Hitler to Heimat pp. 164166.
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Towards a Global Vienna

Albert attempts talissolve the image of a homogenous Austtiimatby
presenting its capital Vienna ascontemporary, multicultural space. This
re-articulation of Austrian space is successfully exemplified by the multiple
meanings that the title of the filllordrand embodies, referring on the one
hand to the northern outskirts of Vienna, and on the rotoe the
geographical location of Austria as borderland. Both of these interpretations
require further unravelling. FirstiiNordrandrefers directly to the working
class, multicultural district of Vienna located near to the Danube, which is
bot h Aplabeeof hirth ind the area which provides the film with its
geographical location. This area of Vienna, which Loshitzky describes as
Obrut al 6 and Ounappeal ing, 0 pi ays a Vi
representation of Austrian spate By locating the majrity of the action
against a backdrop of drab, rundown apartment blocks and on generic city

streets, Albert offers a counter representation to the typical image of Vienna

perpetuated by the touri st industry and
suggesttheny t hi ¢ Austri a JfFimmmalgattomeand er f i | ms
abroad including SMsirtiischgpoand mRebieal W

Hollywood Heimatfilm The Sound of Musi¢1965), helped to inscribe
Austria in the filmic imaginary as a mythical spacgher as a picturesque,

rural i dfyalnlt acsry absasaedé on the PByperial cit

% |oshitzky, Screening Strangerg. 47.

Wauchope, 6Place and Spac®B8aobaCantAé¢ mport dsy FA@S U1
Fil ms o, p . 111.

¥Robert von Dass an oWaléKilm Lobationd: Viemgsad.coy i on 6, i n

Robert von Dassanowsky (Bristol: Intellect, 2012), p. 5.
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| ocating most of her s’tasHWikhihSatheapytsi n t he 6
it, and thus far away from the luminous, green rolling hills of the pregnc

and out of sight of t hfervently dulwértstha mper i al
way the city has been propagated throughout Western film history. Michael

Burri, when discussing Viennads history :
and its famous landmak s , which include St. Stephen
Sckin br unn Pal ace, as Oa gl obal brand, 6 b
artefacts, emotional associations and histofiemonar c hy, Mozart, [
Bl ue D% Bywffeeing &n alternative image of Vienna,irhich the

city could be mistaken for any other urban city, Albert substitutes myth,

glory and grandeur for authenticity, austerity and struggle, providing a

contemporary, realist, global Vienna for the viewer to identify with.

This O6o0ot her a\i eSmanta,e6 nwhiecsh, regi sters
waves of I mmi grati on, is initially intr.:
opening credits. Albert opendordrand with a series of flashbacks to
Jasmin and Tamarabds childhoodksto tracing
when they attended primary school together. Following an initial sequence
which takes ©place inside the young gir/l
children can beéheard reciting the Austrian national anthem, the film then
cuts to an outdoor scene in whithe young Jasmin is featured flying a kite
on an abandoned area of grassland, which is situated in front of a backdrop

of derelictapartment blocks. During these opening credilisert

¥Nikhil Sathe, 6The Spaces of nWoddFDit her Vienna i
Locations: Viennaed. by Robert von Dassanowsky (Bristol: Intellect, 2012), p. 106.
““Mi cheal Burri, o6Vi enWaadFinCliotatyonsoMienneethdyg i nat i on, 6 i1

Robert von Dassanowsky (Bristol: Intellect, 2012), p.6.
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This i mage has been
t his tdepyrsi ghotr r

Figure 20 The dil api daitre dBarolt anrblardradli keenrnta@®s
(1999). DVD capture

immediately contrasts the tourist image of Austria, articulated through the

lyrics of the national anthem as a place 06b
harsh reality of its capital citybs out s
i mage of the nation as O6Land der Berge,
Land der Dome,dd itnhatth e sc ocuenlterbyrbast enat i on al
i mmedi ately subverted by Al bertés ci nema
viewing the opening credits, there are no establishing shots of famous

landmarks, tourist attractions, or other obvious visible cues td thel mé s
geographical | ocati on. The viewerods Vi si
setting is further obscured by the ndiegetic, Serbiatanguage track,

Modrice, which accompanies the action onscrédadrice, which translates

in English asBruises is asong by the Belgradeased bandanaand is one

of a number of foreigh anguage songs which feature i



219

multilingual soundtrack' By combining a faceless urban setting with a
foreignl anguage soundtrack I n haiately f i | md s 0 [

di srupts the national significance and s

Al though Al bert chooses to place most of
skirts of Vi enna, away from the central
famous tourist attraci on s , Al bert does not di smi s
landmarks in their entirety. Rather, she employs quintessential Viennese

locations and traditions only to imbue them with new contemporary

connotations. When the characters do approach iconic Viennese spaces,

which include St. Stephens Cathedral and its square, the banks of the river

Danube, and the Viennese café, the national significance and idiosyncrasy

of these spaces is obscured. The fil mbs
Is particularly interesting a&lbert successfully removes the national quality

and imperial grandeur typically associated with this quintessential Viennese

institution. The Austrian tourist board for instance continues to promote the

c i tHKaffes und Kichenculture as a lavish toutiexperience, describing

the Viennese coffee sGeoifichkein®Roegh ms of 6ar
Guides one of the leading worldwide travel and reference publishers, also

features the Vienneskaffee und Kichene x peri ence in its |ist

Ultimate Tra v e | Experiences, 0 claiming that dri

“! The eclect, multi-lingual soundtrack comprises: Engliinguage tracks including

Youssou NO6dour &even Sécendsehi | Chicetidrsydse oAl Baseds

That She WantSerbianl anguage t r ac kModricepBeelau d i Sostpbedea ndasé s

Me, Drl g gNaliils a n d SéstranRomamniarlanguage tracks including three tracks

from Romanian raggroupP a r aand RiomaniafRomani groupTaraf de Haidoul&s

GeamparaleAustrianhiph op ban ®lOhhartdadbe AustriAmder Johan Stre
schbnen Blauen Donau

25ee 6Vi e n Wes uriGmdtets/fuww.wien.info/en/shoppinwining-
dining/coffeehouses[accessed 03/03/2014].
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in a Viennes&Kaffeehaus s 6as much a cul tural as a c
Furthermore, in 2011he VienneseKaffeehauskultuwas included in the

UNESCO National Inventory of Intangible Cultural Heritage. Clearly, the
institutionds cul tural significance cann
cof fee shop plays a vi-artiaulationa Viennaj n Al ber t
as theAida coffee shop and patisserie where the Viennese protagonist

Jasmin works is far r emovGeuitlichkeldbm t he i ma
perpetuated by the tourism industry. Indeed, as Loshitzky notes, in the film

the Kaffeehaus s stri pped oVi eintfisos hssdneedrs i ¢ a

one particular scene towards the beginning of the film, the camera locks in

on a series of closap shots which reveal the mags®duction process that

takes place behind the scenes of this typical Viennese coffeé shajick

succession of images, together with the diegetic sounds typical of an

industrial environment, depict a factdrie setting in whichthé | ux ur i ous o
Sacher Torte, the Black Forest Gateaux and the famous Viennese Cream

Schnitt cakes are mechanicallsoduced and finished in bulk by state of the

art machinery. These images not only help to subvert the glamour and

decadence with which these delicacies are traditionally associated, but this

industrialised production process, which could take place in ahgr

factory situated anywhere in the Western world, further strips these typically

3 Keith Drew and AnneLise Sorenseviake the Most of Your Time &arth: 1000

Ultimate Travel Experiencdtondon:Rough Guides Ltd, 2010), p. 56.

44 Loshitzky, Screening Strangerg. 165.

“Al bertos choice of coffee shop is interesting. |/
institution dating back to 1883Aida has become part of a large chain of cafes around

Austria and worl dwide and RolsHukphewme f or its 6dodg)
Rough Guidéo Vienna(London: Rough Guides Ltd, 2001), p. 312.
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Figure 21: Jasmin and her manager stand before an industrialised setting
where the irgrnatiom | | y ¢ e | e bpatsderges ared prooluced! ird
Bar bar aNodrabd¢1099)o3vD capture

Viennese delicacies of their national, cultural specifitity.

By stripping the Viennes&affeehausof its national specificity,
presenting the typically Viennese tradition Kaffee und kKichenas a
culinary experience that could take place in any city, anywhere in the
Western world, Albert attempts to deterritorialise this iconic Viennese
institution.Thi s process of deterritorialisatior
representation of St . Stephends Square ¢
are featured in the scene depicting the
Sathe informs, 6 St premit cenprdd Austbas sp&cq uar e i s

47
|

and is | aden with <cultura Satgmaeds cance

statement i S particularly wvalid with re

“®Alsoseedr g K@rash Test Dumies(2005), another New Austrian Film which
features migrants, and which uses the Viennese café in a similarly subversive manner.
““Sat he, 6Crossing Bép.@8rs in Austrian Cinema
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renowned New Yearo6s Eve celebrations whi
In the hours leading up to midnight, crowds gather around the cathedral to
celebrate the beginning of the New Year
iconic Austrian waltz, An der schonen blauen Donau Al bert 0s
representation of this iconic site during tpisblic celebration however once

again dissolves the landmark of its national significance. Firstly, instead of

offering the viewer an initial establishing shot of the square and the

cathedral with which to identify, Albert chooses to leave the majoritiief

building out of shot, focussing instead on the characters which surround it.

Secondly, as Jasmin, Tamara, Valentin and Senad put aside their personal,

ethnic and religious differences to bring in the New Year by waltzing

together around the perimetarfsthe cathedral, this iconic Austrian space is

re-articulated as a central hub for the coming together of people from all

wal ks of i fe. Al bert thus, as Sathe not
significance, 6 featuringsatulopianfstemous Vi el
which unites conflicting cultures, religions and ethniciffegurthermore,

by featuring the multicultural cast being physically united through their

celebratory performance of the Viennese waltz, a prototypical Viennese

dance that immediael vy evokes connot-altuieamds of t he
classical music reputation, Albert once again transcends the national
significance of the iconic Viennese practice, applying it to a contemporary,

multicultural, global context and imbuing it with pibge, revolutionary

““Sat he, 6The Spaceml108f the Other Vienna
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Figure 22: Jasmin, Tamara, Valentin and Senad put aside their personal,

ethnic and religious differences to bring in the New Year by waltzing
together t o JAmD ldexr schoBen blauers Bonakound she

peri meters of t he St. Slt e e Hdedimsids Cat hedr
(1999). DVD capture

potential®® Al bert 6s depiction of St. Stephends
Bohl mands contemporary reading of this s

a O6centre f 6°MBohiMantatgees that the famouddarark

““Al so see Heide Kunzelmann and Elisabeth Mayer hof
Political Decelerati on almedCitlies Glabblisatiome nt i ty Const r
Mobility and Suspension in Visual Cultyed. by Stephanie Hemelryk Donald and

Christopher Lindner (London: I.B. Taurus, 2014), pp.-I32. Particularly p. 132 when

they write, 6AWaltzing in Viennad today still forl
marketing concept, as a short video clip entiddlds Walzeon Vi enna 63 of ficial 201
marketing website illustrates (Wien Touismus, 2013). Short impressions of dancing

partners of mixed ethnic background [é] are compl
inconspicuously hints at the famous versions of

*0 philip Vilas Boiman, The Music of European Nationalism: Cultural Identity and

Modern History(Santa Barbara, CA.: ABCLIO, 2004), p. 162.
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continues to embody the &édmulticulturali s

when he writes:

With the massive gothic towers of St. Step
square itself lies at the confluence of many roads, pedestrian walkways, and

mass trasit arteries, all of them figuratively the spokes gathering the hub of

a wheel. Met aphorically, these spokes ext ¢
farthest reaches of the former empire, penetrating the lands of Central

Europe. Even today, that metaphor is stilft edi bl e f or St . Stepheno
is filled with musical and cultural activities that juxtapose the symbolic

centrei the cathedral and its ritual repertories of sacred European art music

T and the multicultural diversity of the street music that fills siquare and

the streets that empty on to'it.

Bohl manéds i nterpretation of St . Stephe
Mitteleuropais echoed by a number of scholars, including Loshitzky, von
DassanowsKky, and Wauchope, wh o read
representatio of the famous Viennese landmark as an aesthetic allusion to
Austriads history as ©0a °hAs boshitzRyr pol ygl o
not es, the cathedral and i1ts squar e, w h
characters in the film, serve to invoke a senseofst al gi a o6t owar d th
glory of Mindeleuyr ovpa | &ordrahdeonthdohemds ti tl e
hand refers directly to the internationally unrecognisable, poggrigken

outskirts of Austriadbds capi tasbas where th

Wauchope highl i gkelsimageqgl Austmatas a border a | on g

51 tA;
Ibid.
2See Robert von Dassanowsky, 6A Wa&ime Over Boundar

International 6:31 (2008), p. 32; and Logkty, ScreeningStrangersp. 48.
*3 Loshitzky, Screening Strangerg. 48.
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| and, outpost and b%tAldbgeer,tdd st of i H ars tseurcnc eB
draws on Austriabs hi st-Bungagan Empipeosi ti on w
as a bridge between EastoaWest, and applies it to a contemporary glebal

age setting, showcasing hownce agai n, Vi enn@aa has becor
variety of people from a multitude of ethnic and cultural backgrounds. By

l i nking Austriads mul t i cul t aturadyl present
multicultural past, Albert actively counters the@®®s pr opagati on of
ethnically pure notion of Austrian nanal identity. Furthermore, in

0 ma r kthesegfédmous Viennese spaces with images of multicultural

cohabitation, thereby deterritorigli n g t he nati onos capita
exclusively Austrian sense of space, AlDb
past, reminding the viewer that the city was and still is a multicultural,

multi-ethnic territory.

A further tool used by Albert to obscure thational specificity of
the filmdébs | ocation is her use of insert
the form of actual news footage. These inserts are often deployed by Albert
as a means to dissolve the physical and symbolic boundaries that separate
Austria and its neighbouring Balkan states. At the beginning of the film, for
instance, the viewer is exposed to images of the Balkan War via a news
report which is being shown on a television screen situated in a Viennese
hospital waiting room. The footaggepicts soldiers in uniform, military
tanks, fighter jets and deceased Bosivarslims. Albert then immediately

follows this sequence with an insert depicting news footage of a military

*Wauchopep Pl ace and Space ofn Boarrtbeampao rAd rbye r A udsst rFieaat u
Fil ms o, p . 1009.
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This image has been
this tdempswyrst foeas

Figure 23: The inserts of actual news footage depicting the Bosnian War
and inserts of footage representing an Austrian military parade, featured in
direct succession, serve to dissolve the boundaries separating Austria from
its neighbouring Balkan states in Barb#&& b eNotdarsgl (1999). DVD
capture

parade taking place on the streets of Vienna. The viewer relies on the
accompanying diegetic news reparto det er mine the footage
location. By featuring actual news footage of the military presence in the

Balkans alongside actual news footage of an Austrian military parade,

Albert not only alludesa a 6 p r takirg place omaustian sail a

theme which will be explored later in this chaptebut she also initially

makes it difficult for the vieweto identify whether or not the action on
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screen is taking place in Vienna or Sarajgvd.he vi ewer ds confus
therefore allows for the geographical and symbolic boundaries separating

Austria and its neighbouring Balkan states to become blurred. Indeed,

without the aural cues of the respective news reporters, the two cities appear

almost indistinguishabl® The national specificity of the Austrian capital is

thus obscured.

Transient Spaces, Transient People

Al bertds fil m may pr pesdepiding ¥ vagetyrola as an e
people of different ethnic backgrounds traversing the Viennese landscape,

however, the Austrian capital is never represented as a stable or nurturing

Heimat Indeed, as Loshitzky rightly observes, the Vienna portrayed in

Nordrand6i s a place of trVAhbeéettomnoteprdéseamda
of the Viennese landscape and the characters who occupy it both

substantiate this assertion. Firstly, the Austrian capital is successfully

represented as a transitional space throughrAtbéd s use of tracking
On a number of occasions, the film will cut to a tracking shot taken through

the window of a moving, train, tram, car or bus. As a result, the city skyline

and the suburban backdrop are often distorted by passing objects,dsteame

up windows, and the reflection of the light from inside of the cabin. These

moving and often blurred images of the Viennese cityscape are captured

Al so see Sathe, 6Crossing Borderslacen Austrian Ci
and Space of Contemporary Austria in Barbara Al b
Wauchope and Sathe offer other insights into AI b

*% The confusion between news footage and onscreen action is also a technique used by
Austrian filmmaker, Michael Haneke.
> Loshitzky, Screening Strangerg. 50.
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Figure 24: The Viennese landscape is obscuredsteamed windows and
public transportilB a r b a r a Nokdrahdg¢1099)63VD capture

from the point of view of the four main characters, Jasmin, Tamara,
Valentin and Senad, who all look out at the city from various modes of
transport. As Vienna their currentcity of residenceé literally passes them

by, Albert draws attention to their resfige transient statuses.

Firstly, Tamara, the daughter of a Yugoslavian Serbian family born
and raised in Vienna, is regularly depicted on or around various modes of
transport through o ut®Onéa&rmberoioccasionso f
the camera loserves Tamara as she loiters in and around the periphery of

Vi e n rinketnational Busterminal waiting for her oroff boyfriend

%8 The actress who plays Tamakad i t a Mmab alse boiniin Vienna to Serbian
parents.

Al

ber |
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Roman to return from his military duty, and gazing longingly at the list of

departure destinations on the wall. Although, omparison to the other

three protagonists, Tamara appears to live a stable and comfortable life in

the Austrian capital, working as a nurse at the city hospital and occupying a

cosy semidetached house in the Viennese suburbs, her frequent position on

boad trains, buses and trams (along with the posters of mountain ranges and

sailing ships which adorn her bedroom wall) allude to her clear desire to be

elsewhere. In his work on thaccented film Hamid Naficy argues that

certain modes of transport, namelysks and trains, make regular

appearances in films dealing with migrants. As Naficy explains, by boarding

these various vehicles, the migrant characters are able to renegotiate
6notions of travel PiThisgs cledrlyptheicasg fomnd i den't
Tama r a . Foll owing her brotherés death in
to Yugoslavia, Vienna no longer provides the comfort and stability that

Tamara desires. She therefore boards buses, trains and trams as a means of

teasing out the tensions between hoamel away, betweehleimat and

Ferne As she stares out at the Viennese landscape which passes her by at

great speed, her city of birth becomes blurred and distorted. Hence, these
tracking shots not only indicate Tamar ad

but also her increasing alienation from her own home.

The Romanian il |l egal i mmi grant Val ent

indicated by images of transport and mobility. Despite his seemingly stable

*9 Hamid Naficy,An Accented Cinema: Exilic and Diasporic Filmmak{Rginceton:

Princeton Universityress, 2001), p. 257. Naficy also adds that representations of modes of
transport frequently display a dialectical rel at i
the vehicles and the outside open spaces of natui
involving Tamara on a variety of modes of transport could therefore also allude to her wish

to escape Austria.
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home seup with his elderly grandmother in her Viennesgarament, her

ol d age and regul ar trips t o t he hosp
department suggest that he will not be able to rely on her for much longer.
Furthermore, as an illegal immigrant, Valentin is unable to secure a stable

career for himself in ¥énna and must make an income through the informal

trading of secondhand goods from the back of his vehicle. His van thus

constitutes both his place of work and his living quarters, reinforcing his

insecure status as an illegal immigrant. Unhappy withlifésin Vienna,

Valentin dreams of emigrating to Ameri¢aa dream which is reflected by

the American flag mur al which spans the
van therefore not only symbolises his transient and insecure status as an

illegal immigrant n Austria but also reflects his visible desire to leave

Austria for America.

Li ke i n Houc hldoveg VieArad mch yRIr o bisan FIl i cke
Suzie Washingtopn Amer i ca once again constitutes
desired destination, while Vienna is enmore relegated to the position of
transit zone. Furthermore, in a similar mannet tmve Viennaand Suzie
Washingtonit appears highly unlikely that Valentin will actually reach his
dream destination, and thus America appears yet again as a utopia. As
Val entin boards a bus to an unknown dest
his final destination is never actually confirmed to the viewer. However, as
Albert cuts to an image of a woman waiting by a bus stop in an unspecified
rural location (the same womavho is depicted watching a Romanian news

report at the beginning of the film) it is implied, but never confirmed, that
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Figure25 Val entinds desire to | eave Austria
American fl ag which adorMNaordrand(1989). van i n Ba
DVD capture

Valentin is returning to Romania to be with a former loaed his newborn

child. Furthermore, afterafling to obtain a counterfeit passport, Valentin

lacks the appropriate documentation to feasibly be able to travel to America.

Hence, as Loshitzkyiotes in her analysis of a number of migrant and

di asporic fil ms, Amer i ca resan abgentesent ed
centre of the i mmi°Jakhendisnéscapparframt aisy
reach America is reinforced by Albert in the scene where Valentin is made

aware that the counterfeit passport that he has paid for does not actually

exist. As he disovers that Rocco, another illegal immigrant who deals in

counterfeit passports and visas, has taken his money and run, Valentin is

depicted crying in a scrapyard, situated in front of a stack of scrap vehicles.

The car, once a signifier of hope, mobiléiynd endless possibility in the

1950sHeimatfilm is now stripped of its tyreand engine, constituting an

% L oshitzky, Screening Strangerg. 49.
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analogy for his sudden immobility and, in extension, his probable inability

to reach his dream destinatidn.

Jasmin, the native Austrian protagsiniis similarly represented in
various scenes of transience and mobility. As a result of her turbulent home
life, she is seen to drift from one apartment block to another until she
ultimately finds domicile in TFamar abs
Austrian origin and is seen to experience a similar degree of homelessness
to her migrant companions is highly significant, as Albert once again
destabilises the boundaries separating native Austrian and migrant
characters within the film. As a number of schslancluding Wauchope,
Lorenz, Loshitzky and Heiss all observe, Jasmin is homeless at home,
indicating that homelessness and displacement are conditions which are by

no means exclusive to people of a migrant backgrétntthile Heiss

argues thatitisthewd er pri vi |l eged Austrians oOowho ar

char act er §Loshitzkytrécegnides théer e aviesnstiosigkeid

with which Al backaswfedmi pggabas, al |l f ou

protagonists, Tamara, Jasmin, Valentin and 8ghave all escaped their
homes or homelands due to public (political) or private (domesticfwar.
Where Tamara, Valentin and Senad have sought domicile in Vienna due to
their physical displacement engendered by war, or economic or political

uncertainty intheir original homelands, Jasmin actively attempts to leave

®1 The desire to escape a hostile Germany/Austria for the USA is a recurring motif of the
antiHeimatfilmmod e . See for i nHKeimat(lesd) Vakerdgsehtond®f® st z 6 s
Der plétzliche Reichtum der armen Leute von Koml§&a6i1) and more recently, Stefan

Ruz owi Diedieptélmuer(lo98).

2See Wauchope, O6Place and Space of Contemporary
Fil msé, p. 112; and Lorenz, O6A New Community of
®Heiss, O6Multilingual Films and I ntegration?d,

%4 See LoshitzkyScreening Strangerp, 50.

/
\
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her Viennese home and family in response to the domestic war which rages
in her household at the hands of her abusive father. Indeed, referring back to
Al bert ds wuse of ikrcenemporary Ausirfan sodietytoer ve t o
the war raging just over the border in Sarajevo, in her representation of the
Austrian nuclear family, and in particular her depiction of Austrian men,
Albert demonstrates that there is a private war taking place inidugathin

the domestic home; one which Jasmin seeks exile from throughout the
course of the film. Images of border crossings and escape are therefore not
exclusive to characters of a migrant background. For instance, whereas
Senad is depicted leaving Yudmga and illegally crossing the border into
Austria, Jasmin can be seen escaping from the confines of her bedroom,
climbing out of the firsfloor window and landing on the ground below.
Stories of border crossings, the search for identity, and the prfgin
Heimatare thus represented as human experiences; not necessarily migrant

ones.

The Warzone at Home

Al bertds symbolic representation of the
film is, as Da ginfi@med hyofeménistztheonyrandt am s |, 0
awaraness of the ideas feminist intellectuals and artists advocated in the

1970s aroWhieRBedtd o8s not o6instil activism,
l ef ti st fervour of t h es Larénd OGostinuasnd 1970 s,

dntegrate feminist concerns with issuat the forefront of Austrian tuof-

®Lorenz, 6A New Community of Womeno6, p. 81.
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themi | |l enni um debates, 6 ultimately reinst:
the earlier feminist movement for the new global situation shaped by war,
radicalised nati o*hHel trisical represdntationfc ogyny . 6
domestic abuse in her film echoes the manner in which the Austrian nuclear

family was attacked in the works of her feminist literary colleagues. As

Elizabeth Snyder Hook, Mattias Konzett, Jacqueline Vasant and Heidi

Schlipphacke all observe, much of hestwar antHeimatliterary works of

so-called Nestbeschmutzersuch as Thomas Bernhard, Elfriede Jelinek,

Il ngeborg Bachmann and Elizabeth Reichart
native Austria through thenheimlichimage of the family home and in

particular through the representation of disrupted gender dynihmics.

Works by the female writers, Jelinek, Bachmann and Reichart in

(@)
@D
<

particul ar, attempted to unmask the
patriarchal structws that continued to remain in Austrian society following

the end of the Holocaust and the Second World War in 1945. They exposed

a private war between the sexes within Austrian households; a site where
both Bachmann and Jelinek have openly stated thgtbibleeve the origins

of fascism to originate. In an interview in (1973) Bachmann for example

famously announced:

Ich habe schon vorher darliber nachgedacht, wo fangt der Faschismus an. Er

fangt nicht an mit den ersten Bomben, die geworfen wurden, er ffiatgt

% Ibid, pp. 8191.

®7 Elizabeth Snyder Hoolgamily Secrets and the Contemporary German Novel: Literary
Explorations in the Aftermath of the Third Re{€ochester, N.Y.: Camden House, 2001);
SchlipphackeNostdgia After NazismMattias KonzettThe Rhetoric of National Dissent

in Thomas Bernhard, Peter Handke, and Elfriede Jel{@Hkumbia, S.C.: Camden House;
Woodbridge: Boydell & Brewer, 2000Jacqueline Vasanfgainst the Horizon: Feminism
and Postwar Ausian Women WritergNew York: Greenwood Press, 1988)
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an mit dem Terror, Uber den man schreiben kann, in jeder Zeitung. Er fangt
an in Beziehungen zwischen Menschen. Der Faschismus ist das erste in der

Beziehung zwischen einem Mann und einer Efau.

The ideas brought forward by Bachmann in this briefegxcresonate

strongly with Al bertéés representation o
particular with her depiction of abusive Austrian meéndeed, the

maj ority of Austrian malrepresentedast ured i n /
aggressive and abusive: a sentimevtich is once again ironically

contrasted with the diegetic sound of school children singing the national

ant hem at t h e dfandl deroHamner gukunftsreichy :

Heimat bist du groRBer Sohne/ Volk, begnadet fir das Schone/

vielgerihmtes Osterrdic/ v i el ger ¢ h Mite agyressientamdr r ei ch! 6
abusive nature that characterises the Austrian men in the film is seen in

direct relation to the political climate and the images of war to which the

vi ewer i s exposed.thede rdaloisvisuallyandi ghl i ght s,
acoustically associated witthForaggressi on,
i nstance, in one particular scene, Alber

military parade to closap shots of the crowds, which are dominated by
Austrian men supportintheir troops in an aggressive and antagonistic
manner . Once the parade i1Is over, the vie
off boyfriend Wolfi rape Jasmin in an alleyway following an evening of
drinking. These cuts aim toita@gy aw paralle

and its male population, suggesting that although these men are not

® Ingeborg Bachmannyir miissen wahre &ze finden: Gesjiche und Interviews
(Munich: Piper, 1983), p. 144.
“Lorenz, 6A New Community of Womenoé, p. 90.
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fighting in the political war in the former Yugoslavia, they continue to
perpetuate a private war in their own homes. The flashes of light and the

loud bangs that can be seen andrhda dur i ng the New

Year 6

firework display outside St. Stephenoés

Viennaasawazone, further abnestidwanwhicht o t

continues to rage within Austrian households.

This private, domestic war between t#exes can most clearly be

he o6hi

observed in Al bertdés representation of J

film as a victim of an abusive, patriarchal Austria. Her abuse begins at
home in the small flat that she shares with her father, mother, and a
number of youger siblings in the dilapidated northern outskirts of
Vienna. Throughout the film her father can be seen to physically and
sexually abuse Jasmin and her younger sister. One harrowing scene, for
i nstance, depicts Jasmi ndosrmusesaexnger
act on her father, while Jasmin, who shares a room with her sister, covers
her ears and closdger eyes to momentarily escape from the abuse that
her sister is being subjected to. In these scenes of domestic and
incestuous abuse, Albert categatig destroys the redemptive power of

the Austrian nuclear family, revealing that an escape from the family
home is the only optioff. Unfortunately for Jasmin, however, abuse is
not exclusive to the confines of her household as yet more abuse awaits

her at the hands of Wolfi and his friends. When she becomes pregnant

siste

with Wolfids child at the besgpiinnning of t

0 Depictions of incest and sexual abuse withia family is also a common trope in recent
antrHeimatfiime See Mi ¢ hRas WelldBany20kP dnd Hans Sebastian
St ei n bHierdmKl (2003, for example.
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Figure 26: Jasmin escapes the abuse and neglect of the family home in
search of &dHeimate | sewher e i n NBrdrand@999. D¥D ber t 6 s
capture

is to abort the child to avoid the inevitability of having to bring up the

baby in a physicallysexually and emotionally abusive environment.

Abortion thus functions aa r edempti ve act wit hin
liberating Jasmin from an undoubtedly abusive anéulfilling future

with Wolfi which would repeat the cycle of abuse that characterises her

own traumatic upbringing.

It is only when Jasmin is rejected by Wolfi, following yet more
acts of sexual and physical violence and humiliation, that she may finally
find comfort and affection in the arms of the Bosnian refugee Sé&iad.
image of Austrian abusive patriarchy is the@munterpointed against the
male immigrants, who act as positive representatives of masculinity in
the film, thereby compelling the viewer to critically assess the

xenophobic climate to which the film respondise migrant men, Senad

Al
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and Valentin, are botidealt with sympathetically by the director,

ultimately reinforcing that the abusive patriarchy as demonstrated in

Al bertds film is a specifically Austrian
is introduced to the viewer when illegally crossing the Austharder,

risks being caught by border officials when he rescues Jasmin from

inevitable hypothermia after she has been abandoned on the banks of the

river Danube by Wolfibés friends foll owin
Senad assists Jasmin, placing his péigloves beneath her head to stop

her face from touching the icy ground, he proceeds to remove her purse

from her pocket in order to identify her
purse, the viewer may initially identify with the stereotypical image of

migrants as perpetrators of crime (as observed in much of thel @8t

Germanmigrant cinema) and assume that he is about to steal froM her.

However, it soon becomes clear that Albert deploys these negative

stereotypes with the intention of challenging théndeed, when Jasmin

i's discharged from hospital and Senad re
all the cash and contents still present inside, Albert wholly subverts the

i mage as propagated by Hai der 0s Freedo
initiative in 1992, hat immigrants were responsible for the increase of

crime in Austria at the beginning of 1990s.

Not only does Senad rescue Jasmin from inevitable hypothermia

but, during their brief but meaningful relationship together, he also offers

"SeeRob Burns, o6Towards a Ci neGemmandimmékerst ur al Hybr i
and t he Repr es eDehattet Jouonal of Cbntergotarg Centtalyaidd,Eastern

Europe 15:1 (2007), p. 7.

"2 Terri E. GivensVoting Radical Right in Western Eurofiéew York: Cambridge

University Press, 2005), pp. -3B.
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Jasmin the romanceompassion and affection that was wholly absent

from her previous sexual relations with Austrian men. For instance, while
Jasminds sexual partners immediately | e
sexual activity, Senad not bothdsy refuses
he leaves for work one morning, he places a gift for her on her pillow.

The brief relationship between Valentin and Tamara in the film similarly

offers the viewer a positive image of sensitive masculinity and sexual

intimacy. Towards the end ofélfilm, the viewer observes Valentin and

Tamara engaged in a warm embrace following sexual intercourse, which

is heavily contrasted with the scenes of sexual abuse portrayed between

Jasmin and the Austrian men at the beginning of the film.

Al bert 0 8 regesentation wf possible multicultural
relationships as a counterpoint to abusive Austrian relationships once
again contributes to her filmic deterritorialisationHé¢imat Subverting
biological essentialism, the film suggests that its female protsigoran
only find love, companionship and stability once they reject a culturally
homogenous way of life in Austria and seek new modes of belonging that
exist outside of ethnic and cultural boundaries. These new modes of
belonging, as | shall now demore, also extend to new formations of
the family. Indeed, although the migrant men offer the women brief
moments of affection, romance and stabil
women choose to continue their lives without the men in favour of an all
femde environment. Living within the same household and planning to

raise Jasminds baby together foll owing ai
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Figure 27: Abusi ve Austrian malnettee haned t he Opri
Bar bar aNodrabd¢1099)63VD capture

Tamar a and-fethaesdomestid setp,as Llorenz argues, thus

Gepresents a paradigm for a subtle power shift and potential social

t r ansf ot Theirt rejextion 6f traditional modes of belonging,

including heterosexual relationships, marriage and the nuclear family, in

favourofa tr anscendent hdtisformedwn tleibasiser hoodd t
gender segregation, is viewed by Lorenz as radfdadeedNordrand s

conclusion resonates strongly with the ideas posed by the more radical

feminist works of Austrian female writers, including Bachmann and

Jelinek, which reslutely destroy the image of the nuclear family and of

heteronormative relations. In reference to these literary works, Vasant

Blorenz, O6A New Co&m@2nity of Women
" Ibid, pp. 8391.






