The 4" International Conference of the International Forum on Urbanism (IFoU)
2009 Amsterdam/Delft
The New Urban Question — Urbanism beyond Neo-Liberalism

IMAG(IN)ING THE GLOBAL CITY.POSTNATIONAL FILMMAKING IN
BRUSSELSAND AM STERDAM

Arne Saeys*

* Kadir Has University/University of Amsterdam, dstbul/Amsterdam, Turkey/Netherlands,
arne.saeys@khas.edu.tr or A.N.M.Saeys@uva.nl

ABSTRACT:Beyond predominant discourses on the integratiorinohigrants, this research aims to
establish a view on how immigrant flmmakers intglbcities erode the idea of national cinemas. oyt

to the demands of assimilation in the regular laiparket, the commodification of cultural divershgs
become an important segment of the creative econimmglobal cities (Scott 2000, Zukin 1995). In
European film industries, for example, the demaordctiltural diversity creates opportunities for ilgrant
filmmakers. Discourses on cultural diversity, hoeeviead to an a priori categorization of immigrant
filmmakers as ethnic. Against the ethnicizationirimigrant filmmakers, | start from the interactishi
framework of immigrant entrepreneurship (Waldingerl. 1990, Rath & Kloosterman 2000). | argue that
the ‘ethnicity’ of flmmakers serves as a brandntarket their films as authentic in the global crdtu
economy. In this paper, | compare immigrant filmesaskbased in Brussels, the multilingual capital of
Europe, and in Amsterdam, the cultural hotspot lvd Netherlands in order to illustrate different
developments of postnational filmmaking.
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1. GLOBAL CREATIVECITIES

World cities have always been at the heart of caltproduction and innovation (Hall 1998, Scott
2000). In the age of globalization, discourses @ative cities (Landry & Bianchini 1995) have pueative
industries and talent migration on the agenda bamipolicymakers. The idea is that cities shouleéh in
cultural amenities and diversity in order to attrahighly skilled creative class stimulating urtesonomic
growth (Florida 2002, Florida 2005). Inspired byesk discourses, cities compete for a creative and
cosmopolitan image in order to attract highly sldllworkers. The discourses on the creative clasgever,
neglect social inequalities in metropolitan are&ith the decline of manufacturing industries indawf a
service-based economy, a social polarization erdeigeglobal cities. Instead of contributing to the
expansion of a middle class, the global economgidda an unequal earnings distribution betweergh-hi
income stratum of top-level professionals and avgrg underclass of unemployed or low-wage workars i
casual jobs, made up largely of immigrants from-loeome countries (Sassen 1991). When policymakers
deal with these socioeconomic inequalities, they teo formulate answers in terms of employmentsThi
way, they overlook entrepreneurship as a way toemaMiving. The erosion of large-scale modes of
production, the rise of informal economic actistiand the diversification of taste-fragmented miarkgen
up opportunities for entrepreneurial immigrantsmiigrant entrepreneurship has mainly been desciibed
terms of low-skilled and labor-intensive businessesasy accessible industries like personal sesvand
retailing. The growth of the creative industriesrietropolitan areas may offer new opportunitiesraative
immigrants.

While mass consumption by the middle class wasngaworiented, functional and suburban, the
new high-income professionals display excess egsnilixury consumption and cosmopolitan lifestyles.
everyday life, this creates a market for extra+wady products by which members of the new cosmtgoli
elite can distinguish themselves (Bourdieu 197%js emand for aestheticism fuels the growth oétive
enterprises in metropolitan areas. Dependent oigta ihcome elasticity and agglomeration benefitg t
creative industries have become a main grow seéntanetropolitan economies (Scott 2000). Based on
individual skills, ideas and originality, creatiemterprises do not require a high starting capithls low
barrier of entry leads to an oversupply of applisaof which only very few will be successful. Sing

345



toward product differentiation and competing onlfywaand uniqueness instead of on price, the creati
industries consist of many small enterprises (C&@&0). Within the creative economy, the demand for
authentic or exotic products generates opporasitir entrepreneurial immigrants (Zukin 1995).cas be
noticed in the popularity of hip-hop, reggae andld/onusic productions, popular culture seems tonboee
accessible for immigrants than high culture. Clpdielked to national heritage and state funding, tigh
arts like classical music, opera and ballet hakigyher barrier of entry. The film industry occupgeglace in
between high and popular culture, as film produdi@ontain arthouse cinema as well as commercial
blockbusters.

The film industry is an exemplary case of a glabyahtive industry. From the first silent films imet
1920s, filmmakers have shown an ability to readfiences beyond local and linguistically defined kets.
Contemporary film industries cannot be seen seglgrftom the global film system in which Hollywood
occupies a central position. More then any oth#éural industry, the global spread of Hollywoocdhig has
pushed debates on film production beyond the fraonkewef national policies. In the next section, Illwi
summarize the international debate on global triloleralization and cultural diversity regardingnfil
productions.

2. GLOBALIZATION AND CULTURAL DIVERSITY

In international debates on cultural industriegbgl trade liberalization, promoted by the United
States, clashed with the protection of nationalkeizr by France and the European Union. This canflic
between trade and culture developed mainly aroume dudiovisual industriés While global trade
liberalization aims to reduce artificial trade lars among countries, national governments perdeikie
dominant export of audiovisual products from the td$he global market as a threat to their natidihal,
television and radio industries. Against the Amamicdefinition of cultural products as commoditiest n
different from any other goods to be traded undtrhational trade rules, European and other govents
defended their national film, television and ragiograms as expressions of their cultural identiyguage
and values. The US responded that ‘cultural idgntibuld not be defined and only served as an exéos
continued protectionism of national markets (Foété&raber 2000).

In order to defend their cultural sovereignty ie tjlobal arena, national governments agreed on the
UNESCO Universal Declaration on Cultural Diversitypromoting the conservation of territorially and
historically defined cultural differencésAt the same time, the UNESCO broadened its scopeatection
from material to immaterial heritageand finally to contemporary cultural productiohe two recent
additions can be read as a response to the doneirindmerican products on the global cultural marke
Using the paradigm of cultural hegemony, politisiarscholars and social movements have equated
globalization with ‘Americanization’. Because ofetHirst-mover advantage of the United States on the
global market, global flows from other parts of tiverld have been neglected in debates on cultural
industries. Along with migration, however, the mtational discourses on cultural diversity penettat
national frameworks as well. Global flows of pegmeods and services in metropolitan centers ertitked
idea that culture is produced and consumed withtional boundaries.

While the international debate on cultural divgrédcused on cultural policies, in national debates
the discourse on cultural diversity came to donarsaicial policies (Robins 2006). Cultural diversigcame
an alternative to national assimilation policiepuing the recognition of diverse ethnic minoiidgntities
within national states, the discourses on cultdiarsity lead to heated discussions within natiatates.

By invoking their cultural identity on the interiatal stage, national states aimed to protect theiral
productions of homegrown artists as unique andndisexpressions of their national identity. At the&me
time, cultural productions of immigrants are comsétl as ethno-cultural expressions different from t
official culture. This way, a distinction is credtdetween ‘culture’ as a universal product of human
creativity and ‘cultures’ as social expressiongthinic identities (Kosnick 2004).

! GATT Uruguay Round, 1986-1993

2 UNESCO Universal Declaration on Cultural Divers2p02

¥ UNESCO World Heritage Convention, 1972

* UNESCO Convention for the Safeguarding of IntakegiBultural Heritage, 2003

> UNESCO Convention on the Protection and Promatfdhe Diversity of Cultural Expressions, 2005
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Against the idealist tradition of thinking abouttcue as an expression of ethno-national identifes
materialist perspective reveals that contemporatjuie is increasingly produced under global cdigita
conditions. Along with privatization, deregulatiand digitization, the use of culture moved from tioa-
commercial elevation of national audiences to coroiak production for global markets (Cunningham
2005). This does not imply that global capitalissads to a homogenized culture. Against the idet tha
globalization is a homogenizing process imposedobg external power, | argue that global culture is
produced from within multiple local centers andhwibhe participation of national and supranatiorzbis.
While international debates have mainly focusedhenhegemony of Hollywood, the rapidly growing film
productions in Asia, Africa, Latin America and thiéddle East have received little to no attentiordé@bates
on global film industries. In the next sectionkéth the development of Third World film productio

3. FROM ETHNOGRAPHIC TO POSTNATIONAL FILMMAKING

Because of the historical relationship of colosiadiand imperialism, cultural studies have mainly
focused on the question of representation of ‘thiee®in European cultural products. Inspired bg tiork
of Edward Said (1978), postcolonial authors havayered exoticism and misrepresentations in visual a
literature and films. This approach has lead tmesided view on non-western people as voiceletsns
of powerful Euro-American cultural industries. Wétlt ignoring the traps of stereotyping, | argue thi
perspective neglects the agency of non-westerni@eop

In the history of film, the interest in people Moother parts of the world goes back to the first
ethnographic films. While classic documentarieg [kobert Flaherty'®anook of the Nortlf1922) gave a
romanticized image of ‘the Other’, the productiohethnographic films was seriously questioned ia th
1960s by the French filmmaker Jean Rouch. Rouch(1Stated that the filmmaker should not be observi
his subject as if it were an insect. Himéma vériteentailed acknowledgment of the filmmakers’ presenc
and subject participation. Rouch emphasized theoitapce of the subject’s feedback in order to a&hie
mutual understanding. Despite the aim to highlitjet perspective of the Other, these attempts ightre
existence of indigenous Third World film industriés significant turn in the history of Third Worliiim
production was the plea of the Argentine flmmak8manas & Getino (1976) against the dominance of
commercial Hollywood productions (First Cinema) dfutopean auteur films (Second Cinema). Rejecting
both Hollywood's escapist film spectacles and theopean cinema as a vehicle for artistic expression
Solanas & Getino called for a Third Cinema, a naliseand political cinema advocating class straggid
even armed resistance. Although Third Cinema waislypnaroduced in the Third World, Gabriel (1982)
stated that any cinema produced anywhere can bedcBhird Cinema, as long as it is oppositional and
liberationist. With the recent popularity of filmdustries like Bollywood (India) and Nollywood (MNida)
and the commercial success of foreign-languagesfimEnglish-speaking markets (for example Hongdkon
martial arts films), the plea for a political andpositional cinema lost ground to a global capstainode of
film production.

In addition, intense migration flows changed thendgraphics of American and European cities. In
American and European film industries, flmmakenseeged from all over the world. The influentialnil
scholar Hamid Naficy (2001) conceptualized the $ilmf Third World filmmakers in the West as an
‘Accented Cinema’. He argued that immigrant filmraek translate their personal experiences of exile,
diaspora and ethnicity via an ‘accented’ mode ofipction into an ‘accented’ film style. Naficy cgteized
filmmakers in terms of their orientation to eithitle homeland, the diasporic community or to thet hos
country. This accented cinema would be an embedchititism of the dominant ‘non-accented’
entertainment cinema. Like the Third Cinema, theceéited Cinema would be highly political and
oppositional to mainstream cinema. Naficy’s workrepresentative of a larger body of postcolonial
literature. In line with the postcolonial emancipatof new nation-states against imperial powers,work
of Third World immigrants has been equated withregpions of oppressed identities. This focus ontige
resembles contemporary discourses on cultural sityeraimed to protect national cultures from globa
homogenization. Examples are descriptions of theptiric or hybrid identities of Black British filmakers
(Cham & Watkins 1988, Martin 1995), of Frenbbur filmmakers (Tarr 2005) and of Turkish-German
filmmakers (Burns 2007, Mennel 2002). These filmdgs on immigrant filmmakers are predominantly
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based on literaryauteur theory taking film as an expression of the director'srsp@al visiof.
Methodologically, this approach leads to textuablgses of film narratives and styles. Based on this
methodology, the above-mentioned film scholars itinally take the hyphenated or diasporic identfy
immigrants as a determining feature of their filnihis theoretical move of designating immigrant
populations as diasporic or ethnic groups, howengfies identity and community as natural. In dge of
globalization, this obscures contemporary practiogscitizenship, which are multi-connected, multi-
referential and postnational (Soysal Ngho2000).

Starting from films as end products, textual aregyseglect the social, economic and political
factors that shape both the qualitative and thatifasive output of immigrant flmmakers. Very ldtto no
attention has been paid to the art worlds in whiah films of immigrants are produced, distributed a
labeled. Against the a priori categorization of iigrant filmmakers as ethnic or diasporic, | arghattthe
work of immigrant filmmakers needs to be understéodhe context of the global film industry where
national film productions are increasingly subjecte the rules of the capitalist world economy. geding
global markets and universal values, film profesals engage in multinational co-productions in orte
compete with Hollywood. The participation of immaguts in (trans)national film projects is part ofsth
globalization of film production, leading towardpastnational cinema (Danan 1996, Bergfelder 200b).
the next section, | sketch the position of Europdemproductions in the global film industry.

4. EUROPEAN CINEMA

The dominant position of Hollywood on the globalrket has fueled discourses distinguishing film as
entertainment and film as a work of art. These alisges oppose economic and the cultural aspects of
filmmaking (Hofstede 2000). Commercial entertaininéims, however, are not always without artistic
value and arthouse films can be commercially swsfoksThe legitimation of films as arthouse or as
entertainment has practical consequences for tles bf production, distribution and reception. etbod
films are generally considered as entertainmengdito attract the largest audiences as possiblekétiag,
the film star system and special effects are than®do achieve commercial success. The marketing of
Hollywood films thrives more on actors than on dicgs and the films are not categorized in terms of
nationality but in terms of genres. Hollywood filnage not considered as a national American cinema
anymore but as global mainstream, setting the atalsdor other films in the world.

Against the conventions of Hollywood films, thed@pendent film legitimates its existence by
highlighting artistic innovation as its aim, denyirany commercial purposes. Independent or arthouse
cinema thrives more on the profile of film diredpras stated in auteur theory. Because of its non-
commercial aims, independent cinema relies morgtate (Europe) or private (U.S.) funding. Successt
defined by economic profit but by awards on intéorel film festivals and recognition by film crs.
Based on the principles of high culture and fundithg nationality of films plays a more importanoter.
While independent cinema is produced in a smalkesadisanal way, it is aimed at international rilisttion.

Via the circuit of international film festivals, dependent cinema is a global alternative to thencercial
hegemony of Hollywood.

Due to the ‘art cinema bias’ of international fikritics, European cinema has been equated with art
house films in a conventional opposition to comrarélollywood films (Vincendau 1998). There is,
however, also another kind of cinema in Europe:nagonal cinemas. Despite the similarity with artke
cinema in its small-scale production, national oiae cover more diverse and commercial genres like
melodramas, comedies, musicals and thrillers vir town local star system. These productions aialsn
broadcasted on national television and barely reacHiences beyond the regional language area.
Nevertheless, some film directors starting in rmalccinemas are able to break out of their naticaater
and become internationally recognized as arthoiise directors. While Hollywood does not need
independent film festivals to promote its filmsethisk-management of Hollywood does pick up film
directors that proved their talent in independémrhaking. This way, the three different film wosld-
Hollywood, independent cinema and national cineraae-more interconnected than oppositional disesurs
suggest. In Fig. 1 | give an overview of the glofilan industry. Against Hofstede's categorizatiof

® Auteur theory or auteurism originated in the 19p0klications ofCahiers du Cinémaand was closely
related to the French Nouvelle Vague.
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central and peripheral film productions, | choosespeak about large-scale and small-scale modes of
production. This way, | can add non-western larcgdesfilm production like Bollywood and Nollywoodtb
the figure.

Production Large-scale Small-scale
Distribution
National market Bollywood, National cinemas
Nollywood Television films
Global market Hollywood Arthouse films
Independent film

Figure 1 The global film industry (adapted from Hofsted®@p

European film industries have established longiticats of national and arthouse cinemas. While
French, German and lItalian cinemas have receidet @& attention in film studies, the film produetis in
smaller countries like Belgium and the Netherlahdge remained understudied. Despite their geographi
position in the heart of Europe, Belgian and Dutibim industries show similarities with Third World
cinema. Their mode of production is artisanal asdeshdent on transnational co-productions. At tieesa
time, countries like Belgium and the Netherlandsupy respectively the first and third place of most
globalized countries (KOF Index 2009Because of their small size, these countrieshiiely dependent
on foreign resources. Therefore, it can be expeittatithe film industries in Brussels and Amsterdaie
more globalized than in other countries. Since inimetropolitan contexts that the global, theamatl and
the local intersect, | will now turn to the citiediere immigrants and others participate in creatigeistries
and postnational film productions. | will compamaniigrant filmmakers in two globalizing cities: Bagds,
the multilingual capital of Europe, and Amsterdathe creative hotspot of the Netherlands. | will
demonstrate how different metropolitan contextspsh#he trajectories of filmmakers, fiims and film
festivals.

To investigate the trajectories of immigrants ir thim industry, | borrow the concept of the
opportunity structure from studies on immigrantrepteneurship. The opportunity structure refershio
chances to make a living in the economics of aagetime and place. Waldinger et al. (1990) argtned
opportunity structures (demand side) interact withup characteristics (supply side) to give risettunic
entrepreneurship. Rath & Kloosterman (2000) ceédi this a priori categorization of immigrants #sne
groups and the concomitant argument that immigrdiffsr from mainstream entrepreneurs because they
are endowed with ethnic resources. Against thdaiprategorization of flmmakers as ethnic, | stiom
the observation that immigrant filmmakers partitgpa urban film industries. | argue that theirntty is
used as a brand to market their films as authelmiorder to demonstrate the impact of urban imstins
and markets on the work of immigrant filmmakersgdmpare film productions of immigrants in two
different cities: Brussels and Amsterdam.

5. TWO CITIES, THREE CINEMAS

Since the secession of Belgium from the Netherlands330, the two capital cities of both states
have developed in quite distinct ways. While bdttes had a predominantly Dutch-speaking populaiion
the early 18 century, Brussels became a bilingual city with ajarity of French-speaking citizens in the
20" century. In Amsterdam, the dominant language haays remained Dutch. This difference in linguistic
histories has an impact on the development of filmustries and immigration in both cities. While
Amsterdam is the main center for Dutch film produtt Brussels hosts both a Flemish-language and a

" http://globalization.kof.ethz.ch/static/pdf/rangi 2009.pdf, retrieved on 31 August 2009

349



French-language film industry. Therefore, the titees in fact host three distinct cinemas (DutéHemish-
and French-speaking). In this section, | will dssuhe opportunity structures for immigrant filmraekin
each of these two cities and three cinemas.

5.1 Brussels

Brussels Capital-Region is one region alongsideRleenish Region and the Walloon Region in
federated Belgium. Brussels Capital-Region hasvts government and parliament but it does not lhitsve
own cultural ministry. Both the Flemish Communitpdathe French-speaking Community have their
Ministries of Culture whose competencies includgeetively the Flemish-speaking institutions (iugsels
and Flanders) and the French-speaking institut{ion®8russels and Wallonia). Officially a bilingualty
with Flemish- and French-speaking institutions, $3els also hosts a considerable amount of Eurcanalts
non-European immigrants.

Regarding the integration of immigrants, the twar@uunities take different stances. In Brussels,
the Flemish Community Commission (VGC) pursues #mie minorities policy. The French-speaking
Community Commission (COCOF), on the contrary, dugseven want to use the word ‘ethnic minority’ in
official policies. The French-speaking Communityopts a ‘republican’ assimilationist stance towards
integration. It only states that immigrants sholitbw French. While the Flemish Community supports
immigrant self-organizations and even subsidizegatibn in their own language and culture, the €nen
speaking Community refuses to support any projasetl on ethnic identity. This difference in polchas
an historical explanation. Brussels was originadly Flemish-speaking city that gradually became a
predominantly French-speaking capital where thenide became a minority. State reforms ultimately
granted the Flemish minority in the capital equalitigal power as the French-speaking majority. s
consequence of this position, the Flemish Commumityphasizes strongly the ‘multicultural’ charaatér
Brussels, in order to limit the dominance of therteh-speaking majority (Rea 2005).

In this section, | will compare the role and plat¢émmigrant filmmakers in Brussels and the impact
of the Flemish and the French-speaking instituteoms markets on their films and their careers.

5.2 Immigrant filmmakersin Brussds

The two language communities in Brussels host iffeinstitutions for film professionals. Higher
education in the audiovisual arts can be followedine institutes in Belgium. On the French-speglsite,
the most important higher education institutestf@ audiovisual arts are the INSAS, La Cambre &ed t
INRACI in Brussels and the IAD in nearby LouvainN@&uve. On the Flemish-speaking side, the higher
education institutes for the audiovisual arts &e RITS, the Hogeschool Sint-Lukas and the NARAFI i
Brussels, the KASK in Ghent and the Media and Desigademy in Genk. Because of the democratization
of higher education in Belgium, all schools ardestupported and tuition fees are low comparedthero
countries. Despite the artistic admission testsame schools and the requirement of knowing Duicth o
French, the schools are relatively easily accessiBegarding students with an immigrant background,
differences can be noticed between the French-gppakd the Flemish-speaking schools. Because more
immigrants are French-speaking than Flemish-spgakimore immigrants can be found in the French-
language schools. In addition, the French-speakmmmunity has since the 1960s invested in several
community-based film production workshopatdliers de productionthat provide material support and
information for non-professional filmmakers. Amotigem, the ‘Centre de I'Audiovisuel a Bruxelles’ and
the ‘Centre de Vidéo de Bruxelles’ are known fopmarting especially documentaries made by urban
citizens, sometimes from disadvantaged neighborhood

As the Belgian cinematographic production is alsmeustry, the total number of people working
in this sector is not very larfjeConsequently, the number of immigrant filmmakisrsery small. Most of
them are active as documentary makers and videtsa®nly few have achieved to make feature fil®se
of the first immigrant film directors graduated fmahe INSAS in Brussels to make feature films waes t
Tunis-born Mahmoud ben Mahmoud. His film ‘Crossibger’ (1982) was one of the first feature films to
deal with visa problems of immigrants. Another graté from the INSAS, the Nazareth-born Palestinian
Michel Khleifi gained international acclaim withshfeature film ‘Wedding in Galilee’ (1987) and cionted

® The Belgian film industry employed only 1193 peojsl 1995, most of them in Brussels. (Source:
http://www.obs.coe.int/oea_publ/eurocine/1424 .huetrieved on 3 Sept 2009)
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to make films and documentaries awarded at vaiigesnational film festivals. In the 1990s, the Qolese
director Mweze Ngangura, graduated from the |IABmssels, made ‘Pieces of Identity’ (1998), a featu
film on an African king looking for his daughter Brussels. During the civil war in ex-Yugoslaviaaris
Tanovi, fled Sarajevo and came to study at the INSASrumsBels. With his feature film ‘No man’s land’
(2001) about the civil war, he won the Golden Glabe the Oscar for Best Foreign Language Film. gvhil
the second-generation Maghrebi immigrants in Peiaged with the ‘banlieue films' already in 1986
first film about second-generation immigrants iugsels appeared with ‘Beyond Gibraltar’ (2001), enby
Taylan Barman and Mourad Boucif. Both directors areattended any film school. As autodidacts, they
started their careers by gaining acclaim at loital €ompetitions. Another autodidact who just coetpt

his first feature film ‘The Barons’ (2009) is Nalden Yadir. His film is a comedy about the lifesgfcond-
generation Moroccans in Brussels. While all the vabmentioned film directors are French-speaking
immigrants, the Flemish-speaking film industry hasch less immigrant film directors. Graduated at
NARAFI, Rwanda-born director Georges Kamanayo maoeumentaries about his roots in ‘Kazungu le
métis’ (2000) and ‘La fille du grand monsieur’ (Z)OHe became president of the ‘Ethno-cultural mitres
council in Antwerp’ and engaged in several ‘intdnatal projects’ for the Flemish television indystr
Another Flemish ‘intercultural’ filmmaker is Saddizhoua, daughter of a Flemish mother and a Moroccan
father. Without any formal film school degree, shade her documentary ‘My sister Zahra’' (2006) aloeit
confrontation between her lesbian sister and heslivufather, she gained wide acclaim from Gay, liasb
and Bisexuals Organizations in Flanders and théédkzinds. In Antwerp, the Turkish-Flemish autodidac
R.Kan Albay is producing his own crime and horribm$. Without any state support, he made several
feature films like ‘Toothpick’ (2002), ‘The Flemistiampire’ (2006), ‘Gangsta’s Hell (2007) and ‘Coma’
(2008). Another Flemish-Turkish film director is #ia Balci, a graduate from the KASK in Ghent. With
support of the Flemish Audiovisual Funds (VAF),isgirecting the film ‘“Turquaze’, to be release®diO.

In both the French- and the Flemish-speaking pdrBelgium, there is an increase of film directors
with an immigrant background. The evolution stargzdlier within the French-speaking part of Brussel
Remarkably, several film directors in Brussels amwerp have completed feature films without any
formal education. Autodidacts like Taylan Barmard aviourad Boucif even received funding without
having formal educational degrees. During interggwroducers revealed that immigrant directors give
films a certain ‘authenticity’ that can be usedattract immigrant audiences. By targeting immigrant
communities as consumers, film producers claimaeehdiscovered an underserved market. The directors
themselves, however, do not like to be stereotypedimmigrant director’. During the interviews |
conducted with the directors, they all stated thay do not want to make films only about immiggarithey
want to be considered as regular film directors who make films about more topics than just about
migration. To put the Brussels context in a comipegaperspective, | will now discuss immigrant
filmmakers in Amsterdam.

5.3 Amsterdam

From the Golden Age onwards, Amsterdam has beefuge for immigrants attracted by the city’s
freedom of religion and economic prosperity. Afpastcolonial and guest workers migrations in thé0k9
and 1970s, the population of the city became imingdy ‘ethnically diverse’. While the Netherlands
traditionally claimed the reputation of a progrgesand tolerant nation that hailed ‘multiculturalisas the
political standard, the discourse on immigrantsngiea significantly after the murder on the Islantical
filmmaker Theo Van Gogh (2004) and the murder oti-rargration politician Pim Fortuyn (2002). The
murders raised heavy debates about immigrants specially about Muslims. Hardline politicians like
Geert Wilders and Rita Verdonk gained popularitghwtheir nationalist discourses on Dutch identityl a
their stances against immigration. While discoursas‘'multiculturalism’ became heavily criticized in
political debates, Dutch filmmakers discovered ‘ioulturalism’ as a popular topic in cinema. In 20€he
Dutch film ‘Shouf Shouf Habibi!" about the life &fecond-generation Moroccans in Amsterdam-West was
released and gained much popularity. Televisioresebllowed and other ‘multiculti comedies’ likélet
Schnitzelparadijs’ (2005) and ‘Een Beetje Verlief@006) became commercially successful as well.
Remarkably, these films about immigrants were aflden by native Dutch directors and their topics
predominantly focused on the comical experiencesenfond-generation Moroccans in the Netherlands.
Multiculti comedies break with the tradition of thewer-dramatic depiction of immigrants as victims.
According to Malik (1996), immigrant films move froa social-issue-based realist cinema of duty to an
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amusement-based cinema of pleastite popularity of the ‘multiculti comedies’ made bytch directors,
however, raises the question whether there arenogrant filmmakers in the Netherlands.

5.4. Immigrant filmmakersin Amsterdam

In Amsterdam, the main higher education instituie grofessional audiovisual production is the
Dutch Film and Television Academy (NFTA). The imtationally renown Rietveld Academy has also an
audiovisual department focusing more on the artidtieo production. Other higher education depantse
for audiovisual arts can be found at the Hogeschioot de Kunsten in Utrecht and at the St. Joostd&my
in Breda. Short-term trainings in audiovisual tdghes are offered by the Media Academy in Hilversum
and the Binger Filmlab in Amsterdam offers predamity script development programs. Looking at the
Dutch film industry, it becomes clear that the NFplays a central role in the education of Dutcimfil
professionals. The NFTA is closely related to therld/ of professional television and film produceirs.
interviews with several directors, they stated thatnetworks they built up during their studieshat NFTA
remained important for the rest of their careea fifmmaker. To be admitted to the NFTA, applicamisye
to know Dutch and to fulfill an artistic admissitest. Despite the democratization of higher edooat the
Netherlands, the NFTA is very selective in admitistudents to its fixed programs. While the NFTA
receives around 500 applications each year, onsta@ents are allowed to start the program. Afieriype
of ‘Shouf Shouf Habibi’ in 2004, the NFTA noticelabt it lacked students with an immigrant backgroukd
campaign was launched to promote the NFTA in higfosls with lots of immigrant youngsters. In the
applications for the next year, however, no efté¢he campaign was fouhd

Just like the Belgian film production, Dutch filanoduction is a small industry. Not surprisinglyet
number of immigrants working as film directors lmetNetherlands is low. Nevertheless, some immigrant
film directors in the Netherlands have gained weittk fame. Documentary maker Heddy Honigmann, born
in Lima, moved to Amsterdam in 1978. After gradogtfrom the Centro Sperimentale di Cinematogratfia i
Rome, she established a long and prolific career dscumentary maker gaining international acchaith
documentaries like ‘O Amor Natural’ (1996) and patl success with two fiction films based on Dutch
books. In 1985, the 24-years old Alejandro Agréltil Buenos Aires after the military coup d’étatdan
ended up at the Rotterdam Film Festival. He stagetie Netherlands for 10 years and directed 7ufeat
films there before returning to Buenos Aires. A moonventional migration story is the one of Fatifahli
QOuazzani. Born in Morocco, she moved at the agdlbofto the Netherlands with her parents. After
graduating from the NFTA, she made the documentargny Father's House’ (1997) about the status of a
woman in an Islamic marriage. The documentary wenDQutch Golden Calf for best documentary in 1998.
Another female documentary maker is Meral Uslu.rBor Turkey, she moved to Amsterdam where her
father was working. After graduating from the NFTghe made several documentaries and one television
film ‘Roos & Rana’ (2001) about two girls going antrip from Amsterdam to Istanbul. Another graduate
from the NFTA was the Algerian-born Karim Traidi&avgained national and international success wih h
first Dutch feature film ‘The Polish Bride’ (1998)vhich was nominated for the Golden Globe for Best
Foreign Language Film that year. Launched by timeesaroducers as Traidia, the second-generatiorhbutc
Chinese filmmaker Fow Pyng Hu, who just graduatedhfthe Rietveld Academy, directed ‘Jacky’ (2000)
and ‘Paradise Girls’ (2004) and became the hopBuith arthouse cinema. A second-generation Dutch
Moroccan director Jamel Aattache made the firstcBuung-fu film ‘Fighting Fish’ (2003). The most
successful film director in Amsterdam, howeverHeny Abu-Assad. As a Palestinian born in Nazareth,
came to Amsterdam in 1980 working as an airplarggneer. After directing the Dutch feature film ‘The
Fourteenth Chick’ (1998), he started directing Btatéan films like ‘Rana’s Wedding’ (2002) and ‘Rdise
Now’ (2005). This last film won the Golden Glober fBest Foreign Language Film and an Oscar-
nomination in the same category. Although Abu-Assat living in Amsterdam and holds the Dutch
nationality, the film was submitted as the entry Falestine at both the Oscars and the Golden Ghsiber
this success, Abu-Assad left Amsterdam for Hollydi@dhere he was offered the opportunity to makega bi
budget film. Remarkably, while Abu-Assad’s ‘Paradidow’ is the story of two Palestinian men prepgrin
for a suicide attack, in the same year in Amsterdisrael-born director Dana Nechushtan filmed the
television film ‘Sacrifice’ (2005) with a similatary about a suicide attack but now located in Asrddm.
Her greatest success, however, became ‘Dunya &DesMorocco’ (2007), a feature film based on her

° Interview Ernie Tee, teacher NFTA, 10/09/2009
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television series ‘Dunya & Desie’ about the friehighs between a Dutch girl and a second-generation
Moroccan girl in Amsterdam-North. More recentlywntalents are gaining acclaim in the Netherlande T
Poland-born director Urszula Antoniak, graduatesimfrboth NFTA and the Polish film academy, won
several prizes at the Locarno Film Festival with Beglish-language film ‘Nothing Personal (2009pat a
Dutch girl moving to Ireland. Another young talest Danyael Sugawara. Born in Japan from a Polish
mother and a Japanese father, his parents movchsterdam where he grew up. Recently graduated from
the NFTA, he directed his first feature Dutch-laage film ‘Alles stroomt’ (2009) about a mother-son
relationship.

The wide-ranging of subjects in the films of immaigt flmmakers does not lend itself to easy
conclusions. It can be noted that formal film edigcalike the NFTA is an important condition folnfi
production and funding in Amsterdam. In additidre Dutch Film Fund explicitly states that it giy@a#ority
to experienced filmmakers in allocation its budyeRecent stimulation programs of the Dutch telewisi
have proven to be beneficial for young filmmakdétemarkable for Amsterdam, however, is that immigran
film directors usually start with films targetin@tional Dutch audiences rather than immigrant awdie
(e.g. ‘The Polish Bride’, ‘The Fourteenth Chicklh this sense, they are not different from otheitddu
directors. According to European rules, howeveg,Dutch Film Fund has to support only feature fibimat
have a ‘Dutch identity’. This might explain why miammigrant filmmakers in Amsterdam make feature
films that are very Dutch in location, language astthracters. Because this rule does not apply to
documentaries, immigrants have more chances to na@laeimentaries that include other locations,
languages and persons.

6. CONCLUSION

Aside from the institutional differences betweerugels and Amsterdam, both cities experience
comparable evolutions in their film industries. Bay postcolonial and guest worker migration stories
filmmakers from very different corners of the woHeve come to settle for short or long term in dhies.
Despite their small number, immigrant filmmakersvédaentered the film industries in Brussels and
Amsterdam. While Brussels has a wide range of Fbmand French-speaking institutions for filmmakers
the film industry in Amsterdam is more centralizBg.consequence, national institutions like the WFRNhd
the Dutch Film Fund exert more control on the ttjdes of flmmakers in Amsterdam. Because ofrthei
division, Flemish- and French-speaking institutiom8russels have less means and less control.igist
explain why some immigrant filmmakers in Brussebrtsup their own film productions without any stat
support. Regarding the reception of the films aih de noticed that from the immigrant flmmakersath
Brussels and Amsterdam, the ones who gained mtatnational acclaim are both Palestinians. Michel
Khleifi, awarded at Cannes in 1987, and, more ridqgeHany Abu-Assad, Golden Globe-winner in 2006,
both imagined on the screen the perspective offailen people in the occupied territories. Ottamntfilms
on hot international issues, the Belgian and Déitalis on second-generation immigrants have beemimai
displayed in local cinemas. Films directed by imraigs are marketed as ‘authentic’. Contrary to the
national ‘multiculti’ comedies directed by nativaudh filmmakers, the films directed by immigrantsvh
been classified as arthouse cinema. Imag(in)ing diversity of the global city on the screens of
(inter)national film festivals, national cinemasarisform into postnational film industries, targgtigiobal
audiences and cosmopolitan aesthetics.
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