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Virtual	Reality	Beyond	Realism:	A	New	Form	of	Narrative	

Asst.	Prof.	Ali	Altan	YÜCEL	
Beykent	University		

	

	

Abstract	

The	history	of	virtual	reality	(VR)	is	as	old	as	the	birth	of	humanity.	Our	first	dreams	

are	the	archetypes	of	VR.	Every	new	work	in	science	and	art	intended	to	reproduce	reality	is	

a	step	towards	VR.	Being	one	of	the	most	recent	products	of	technology,	VR	 is	also	a	new	

form	of	narrative.	However	as	in	the	early	days	of	cinema	itself,	contemporary	VR	films	lack	

a	language	of	their	own.	The	research	aims	to	determine	the	basic	features	and	capabilities	

of	 VR	 in	 order	 to	 contribute	 to	 the	 development	 of	 its	 language.	 Comparing	 realist	 and	

formalist	 film	 theories	 on	 a	 literary	 basis,	 the	 case	 study	 research	 method	 is	 used.	 The	

analyzed	 case	 studies	 are	 comprised	of	 three	VR	 films:	 “The	 Fight	 for	 Falluja”	 (Dir.	 Ben	C.	

Solomon),	 “I,	 Philip”	 (Dir.	 Pierre	 Zandrowicz),	 and	 “In	 the	 Eyes	 of	 the	 Animal”	 (Dir.	

Marshmallow	 Laser	 Feast).	 According	 to	 the	 research	 findings	 the	 essence	 of	 VR	 is	

“presence”	and	this	sense	is	created	through	the	combination	of	elements	of	surround	and	

continuous	 sound,	 subjective	 viewpoint,	 frameless,	 deep	 focus	 and	 continuous	 image.	 On	

the	other	hand,	realism	is	not	an	obligation	for	VR	narrative.	

Keywords:	Virtual	Reality,	VR	Film,	Film	Language,	Narrative,	Realism.	
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Introduction	

As	an	immersive	and	interactive	simulation	technology,	virtual	reality	(VR)	belongs	to	

20th	 century.	 However,	 its	 roots	 can	 be	 traced	 back	 to	 the	 birth	 of	 humanity.	 Our	 first	

dreams	are	 the	archetypes	of	VR.	Only	an	act	of	 “imagination”	can	 transport	 the	dreamer	

into	 a	 virtual	 environment.	 Hence	 VR	 begins	 in	 the	 mind	 and	 requires	 no	 equipment	

(Blascovich	&	Bailenson,	 2016,	 p.	 1).	 Every	 product	 that	 reproduces	 reality	 is	 a	 simulation	

itself	 (Baudrillard,	 2016,	 p.	 43).	 Storytelling,	 graphics,	 sculpture,	 theater,	 manuscripts,	

printing	and	movable	 type,	photography,	 cinematography,	 telephone,	 radio,	 TV,	 computer	

and	 internet,	are	all	 simulators.	Today	technology	 is	deeply	 interiorized	so	the	reproduced	

reality	is	easily	embraced	by	the	people.	A	good	example	of	this	is	the	telephone.	We	ignore	

the	 fact	 that	 “a	 person	 on	 a	 telephone”	 is	 actually	 a	 digitally	 reproduced	 sound	 of	 that	

person’s	voice	(Blascovich	&	Bailenson,	2016,	p.	7).	

In	addition	to	being	a	simulation	technology,	VR	is	also	a	new	form	of	narrative.	It	is	a	

new	form	of	film	which	offers	entirely	new	opportunities	to	storytellers.	However	the	most	

part	 of	 this	 medium	 is	 undiscovered	 as	 yet	 and	 as	 in	 the	 early	 days	 of	 cinema	 itself,	

contemporary	VR	films	lack	a	language	of	their	own.		

The	research	aims	to	determine	the	basic	features	and	capabilities	of	VR	in	order	to	

contribute	to	the	development	of	its	language.	Comparing	formalist	and	realist	film	theories	

on	a	 literary	basis,	 the	case	 study	 research	method	 is	used.	The	analyzed	case	 studies	are	

comprised	 of	 three	 VR	 films:	 “The	 Fight	 for	 Falluja”	 (Pirog	 &	 Solomon,	 2016),	 “I,	 Philip”	

(Cayrol	&	Zandrowicz,	2016),	and	“In	 the	Eyes	of	 the	Animal”	 (Marshmallow	Laser	Feast	&	

Marshmallow	Laser	Feast,	2015).		

According	to	the	research	findings	the	essence	of	VR	is	“presence”	and	this	sense	is	

created	through	the	combination	of	elements	of	surround	and	continuous	sound,	subjective	

viewpoint,	 frameless,	 deep	 focus	 and	 continuous	 image.	 On	 the	 other	 hand,	 in	 terms	 of	

narration	simulation	is	only	a	tool	and	realism	is	not	an	obligation	for	VR	narrative.	

VR	as	a	New	Form	of	Narrative	

The	Structure	of	Narrative	

Narrative	 is	 conveyance	 of	 a	 story.	 It	 is	 an	 expression	 of	 events	 in	 a	 temporal	

sequence.	 There	 are	 various	 forms	of	 narrative	 like	myths,	 songs,	 drawings,	 novels,	 plays,	
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films,	 TV	 shows,	 etc.	 All	 of	 them	 tell	 a	 story	 (Cohan	 &	 Shires,	 1997,	 p.	 1).	 Narrative	 is	

comprised	of	two	main	elements:	story	and	discourse.	

a. Story	

Story	is	the	content	of	the	narrative.	It	is	what	is	actually	happened	in	the	narrative.	

Story	 consists	 of	 events,	 characters	 and	 the	 setting.	 Events	 can	 happen	 both	 actively	 or	

passively.	 For	 instance,	one	character	kills	another	or	dies	of	natural	 causes	 (Lethbridge	&	

Mildorf,	n.d.).	

b. 	Discourse	

The	events	constituting	a	story	are	transmitted	through	a	 telling.	This	 telling	of	 the	

story	 is	 the	 discourse.	 It	 is	 how	 the	 story	 is	 told	 in	 the	 narrative.	 It	 comprises	 various	

elements	of	transmission.	(Lethbridge	&	Mildorf,	n.d.).	These	elements	can	be	categorized	in	

three	major	topics:	temporality,	focalization	and	agency.	

Temporality	 is	 the	 narration’s	 arrangement	 and	 display	 of	 events	 in	 time.	 It	 is	 the	

relation	between	a	story	and	its	telling	(Cohan	&	Shires,	1997,	p.	83).	There	are	two	kinds	of	

time	in	a	narrative:	“story-time”	and	“discourse-time”.	Story-time	is	the	total	 length	of	the	

events	in	a	story.	Discourse-time	is	the	length	of	time	that	is	taken	up	by	the	telling	of	the	

story.	 In	a	narrative,	 the	 story	 time	and	 the	order	of	events	 can	either	be	manipulated	or	

conveyed	as	are.		

Focalization	 is	 the	 viewpoint	 of	 the	 narration.	 In	 a	 narrative,	 the	 story	 can	 be	 told	

either	individually	from	the	first,	second,	and	third	person	views	or	by	alternating	on	these	

perspectives.	

Agency	 is	 the	 medium	 by	 which	 the	 story	 is	 narrated.	 It	 is	 a	 sign	 system	 for	 the	

representation	 of	 events	 (Cohan	 &	 Shires,	 1997,	 p.	 83).	 Each	 agency	 has	 its	 own	

characteristics	 so	 that	 for	 instance	what	 is	possible	 to	 transmit	 in	a	novel	 is	not	obviously	

realizable	in	a	film	and	vice	versa	(Aylett	&	Louchart,	2003,	p.	2).	

The	Structure	of	VR	

English	Oxford	Living	Dictionary	(2017)	defines	virtual	reality	(VR)	as:		

The	computer-generated	simulation	of	a	three-dimensional	 image	or	environment	that	

can	 be	 interacted	 with	 in	 a	 seemingly	 real	 or	 physical	 way	 by	 a	 person	 using	 special	

electronic	 equipment,	 such	 as	 a	 helmet	 with	 a	 screen	 inside	 or	 gloves	 fitted	 with	

sensors.	
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A	VR	environment	does	not	have	be	computer-generated	or	three-dimensional	(3D).	It	

can	also	be	shot	in	2D	in	a	non-virtual,	real	environment	by	using	multiple	cameras.	At	least	

two	cameras	are	required	in	order	to	cover	the	area	entirely.	The	cameras	must	have	wide	

angle	 lenses	 and	 be	 attached	 back	 to	 back	 or	 in	 a	 spherical	 fashion	 depending	 on	 the	

number	of	 the	cameras	used.	The	more	cameras	are	used	the	better	 results	are	achieved.	

After	 the	 shooting	 the	 images	 are	 combined	 (stitched)	 seamlessly	 and	 transformed	 into	 a	

spherical	form	by	using	a	compositing	software.	

VR	 is	more	 than	 a	 simulation	 technology.	 It	 is	 also	 a	 new	 form	of	 narrative.	VR	 has	

similar	 forms	of	expression	with	 its	closest	ancestor	 film.	Like	 film,	VR	also	cannot	express	

abstract	 ideas	as	 clearly	as	 the	written	word.	 It	 can	only	 convey	 the	actions	and	 reactions	

which	are	 the	external	 results	of	 the	above	mentioned	 ideas	 like	motivations,	 thoughts	or	

desires	(Arijon,	1976,	p.	4).		

The	most	outstanding	feature	of	VR	is	its	generating	a	sense	of	“presence”.	VR	creates	

this	 illusion	 of	 reality	 by	 using	 surround	 and	 continuous	 sound,	 subjective	 viewpoint,	

frameless	 image,	 deep	 focus	 image	 and	 continuous	 image.	 Each	 of	 these	 elements	 offers	

both	 capabilities	 and	 limitations	 to	 the	 medium.	 In	 order	 to	 contribute	 developing	 a	 VR	

language	it	would	be	useful	to	examine	these	characteristics.		

a. Surround	and	Continuous	Sound	

Sound	is	a	vital	element	for	VR.	Most	part	of	the	illusion	of	reality	is	created	via	the	

surrounding	and	the	continuity	of	the	sound.	The	uninterrupted,	continuous	sound	mimics	

our	 hearing	 in	 real	 life	 and	 creates	 the	 ambience	 of	 the	 scene.	 Especially	 the	 role	 of	

asynchronous	 sound	 is	 non-negligible	 for	 the	 ambience.	 It	 improves	 the	 storyteller’s	

freedom	in	ways	that	synchronous	sound	does	not.	It	is	not	only	an	out	of	sight	sound,	but	

also	 a	 subsidiary	 of	 the	 illusion	 that	 extends	 beyond	 the	 viewer’s	 vision	 (Sobchack	 &	

Sobchack,	1987,	pp.	184-185).		

Sound	is	also	an	important	tool	for	guiding	the	viewer’s	attention.	The	absence	of	the	

editing	 and	 the	 frame	 may	 cause	 the	 viewer	 to	 miss	 out	 the	 important	 details	 of	 the	

narrative.	 Thus,	 especially	 the	 subtle	 use	 of	 sound	 could	 support	 the	 narration	 without	

disturbing	the	viewer’s	experience.	
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b. Subjective	Viewpoint	

As	 a	 simulator	 of	 reality	 VR	 offers	 the	 viewer	 only	 his/	 her	 own	 viewpoint.	 This	

subjective	 viewpoint	 places	 the	 viewer	 into	 a	 direct	 experience.	 The	 first-person	 point	 of	

view	shows	not	only	“what”	a	character	sees,	but	also	“how”	the	character	sees	it	(Sobchack	

&	Sobchack,	1987,	p.	89).	In	film	language,	it	is	the	basic	tool	for	identification.	However,	in	

fiction	film	there	is	a	plurality	of	viewpoints.	This	recreated	or	filmic	reality	is	more	than	an	

imitation	 of	 reality.	 It	 is	 a	 richer	 version	 of	 reality	 such	 that	 no	 one	 would	 be	 able	 to	

experience	 in	 real	 life	 (Arijon,	 1976,	 p.	 14).	 As	 a	 matter,	 of	 course	 multiple	 viewpoints	

enhance	and	support	the	storytelling.	But	it	is	important	to	note	that	in	film	the	storyteller	

leads	the	viewer	while	in	VR	the	role	of	the	storyteller	is	more	latent.	Today’s	VR	storytellers	

are	in	the	search	of	the	ways	for	subtly	guiding	the	viewer	into	the	desired	direction	of	the	

story	 (Oculus,	 2017).	 Also	 in	 film	 language,	 the	 close-up	 shot	 is	 one	 of	 the	most	 efficient	

tools	of	the	storyteller.	However,	the	shot	size	equivalent	of	the	VR	viewer’s	vision	is	mostly	

long	or	very	long.	

c. Frameless	Image	

VR	 image	doesn’t	have	a	 frame.	 It	has	a	 spherical	 form	 that	 surrounds	 the	viewer.		

The	frame	in	film	is	transformed	into	the	viewer’s	field	of	view	in	VR.	The	viewer	can	actively	

change	his/	 her	 view	within	 this	 immersive	 image.	 This	 is	 similar	 to	 the	movement	of	 the	

frame	 in	 film.	 As	 Berger	 (1972,	 p.	 8)	 states	 that	 to	 look	 is	 an	 act	 of	 choice.	 In	 VR	 the	

storyteller	 leaves	 this	choice	 to	 the	viewer.	However,	 it	 is	 still	possible	 to	subtly	guide	 the	

viewer	to	the	desired	point	of	the	image	through	the	use	of	various	scene	elements.	

The	unlimited	image	of	VR	ensures	the	viewer	a	perfect	perception	of	the	movement.	

In	some	cases,	it	may	not	be	possible	to	properly	convey	the	movement	in	a	framed	image.	

This	may	cause	a	confusion	of	whether	the	moving	element	is	the	frame	itself	or	the	element	

in	the	frame.	Thus,	there	is	relativity	of	movement	in	film	(Arnheim,	1957,	p.	31).	

Frame	 is	 an	 element	 of	 narration.	 It	 is	 a	 tool	 for	 materializing	 the	 storyteller’s	

decisions	for	what	is	going	to	be	shown	or	not	shown	in	the	image.	In	VR,	the	absence	of	the	

frame	causes	difficulties	with	regard	to	narration.	As	Stromberg	states	that	one	of	the	main	

challenges	 for	 today’s	 VR	 storytellers	 is	 to	 think	 in	 terms	of	 spheres	 instead	of	 rectangles	

(Marantz,	2016,	para.	16).	So,	VR	uses	other	tools	like	sound	effects	and	mise-en-scene	for	

guiding	the	viewer.	
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d. 	Deep	Focus	Image	

Similar	to	human	vision,	VR	uses	a	deep	focus	image.	Deep	focus	enhances	the	reality	

of	 the	 image.	 It	 enables	 the	 viewer	 to	 see	 the	 relationships	 between	 background	 and	

foreground	planes	of	the	image	(Sobchack	&	Sobchack,	1987,	p.	86).	However,	by	virtue	of	

the	narrative	a	shallow	depth	of	field	can	also	be	used.	

e. 	Continuous	Image	

As	reality	 itself,	VR	 image	 is	also	continuous.	Like	continuous	sound,	 the	non-manipulated,	

continuous	image	also	creates	an	illusion	of	actual	time.	Continuous	time	authenticates	the	

action	in	the	image	(Sobchack	&	Sobchack,	1987,	p.	156).	In	real	time	narration,	the	viewer	

feels	 like	witnessing	a	 real	event	and	 tends	 to	be	persuaded	 that	 there’s	been	no	 trickery	

(Sobchack	&	Sobchack,	1987,	p.	159).	The	exclusion	of	editing	or	in	other	words	the	use	of	

mise-en-scene	is	a	style	of	realism	(Sobchack	&	Sobchack,	1987,	p.	156).	Thereby	most	of	the	

persuasiveness	of	VR	arises	from	its	continuity.	In	words	of	Mooser	VR	is	the	truest	form	of	

“cinéma	verité”	(Eha,	2015,	para.	4).		

While	 editing	 is	 a	major	 tool	 of	 expression	 for	 the	 storyteller,	 it	 is	 also	 one	 of	 the	

limitations	of	the	film	medium.	For	instance,	there	are	two	similar	chairs	with	a	similar	set	up	

in	an	empty	room.	If	a	cut	is	made	from	one	chair	to	the	other,	the	viewer	may	interpret	the	

second	one	as	a	second	take	of	the	first.	Another	example	is	about	a	vehicle	which	moves	in	

one	 direction.	 If	 a	 cut	 is	 made	 from	 one	 side	 of	 the	 axis	 to	 the	 other,	 the	 viewer	 may	

interpret	that	there	are	two	vehicles	moving	towards	each	other	(Huss	&	Silverstein,	1968,	

pp.	154-155).	Thus,	VR	eludes	these	limitations	by	its	monolithic	structure.	

Real	time	also	has	the	risk	of	weakening	the	dramatic	intensity	of	the	narrative.	In	order	to	

keep	interest	a	real	time,	narrative	must	be	rich	in	dramatic	features	or	interactive	(Aylett	&	

Louchart,	2003,	p.	3).	The	general	rule	of	“narrative	must	be	authored”	tends	to	bend	in	VR.	

In	 this	 regard,	 it	 would	 be	 necessary	 to	 make	 a	 differentiation	 between	 authorial	 and	

interactive	approaches	to	narrative	(Aylett	&	Louchart,	2003,	p.	3).	

Theoretical	Approaches	to	VR	

The	 film	 medium	 has	 two	 main	 tendencies:	 formative	 and	 realistic.	 However,	 the	

central	achievement	of	fiction	film	is	in	its	unique	synthesis	of	these	two	tendencies	(Mast	et	

al.,	1992,	pp.	5-6).	As	Perkins	 (1972)	 states	 that	 in	a	 fictional	 reality	 it	becomes	extremely	
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complex	to	determine	the	border	between	reality	and	illusion.	Therefore,	fiction	film	and	its	

descendant	 VR	 have	 an	 ability	 of	 blending	 photographic	 realism	 and	 dramatic	 illusion	

(Perkins,	1972,	p.	54).	

Formalist	Approach	to	VR	

According	to	formalist	film	theory	film	as	art	should	not	be	a	reproduction	of	reality.	

Arnheim	states	that	film	is	art	if	the	artist	manipulates	the	plastic	materials	of	film	(Sobchack	

&	Sobchack,	1987,	p.	418).	The	film	artist	should	creatively	alter	the	photographic	reality	by	

distorting	 the	 anticipated	 and	 familiar	 spatio-temporal	 relationships	within	 the	 sequential	

flow	 of	 images	 and	 exploit	 the	 film	 from	 reproducing	 reality	 perfectly	 (Mast,	 Cohen,	 &	

Braudy:	1992,	pp.	5-6).	In	film	the	transformation	of	reality	occurs	in	two	stages.	First	stage	

includes	 the	 lighting,	 lens	 choice,	 and	 composition	 for	 capturing	 the	moving	 image	 of	 the	

reality	in	a	stylized	fashion.	The	second	stage	includes	the	editing	for	adjusting	the	rhythm	of	

the	stylized	moving	images	and	arranging	their	context	(Andrew,	2010,	p.	237).		

As	a	narrative	VR’s	main	objective	is	not	to	simulate	reality,	but	to	preserve	the	feel	

of	 presence.	 It	 can	manipulate	 or	 distort	 the	 reality	 while	 still	 maintaining	 the	 presence.	

Moreover,	 it	can	also	disrupt	 the	presence	by	using	 incompatible	elements	 for	creating	an	

alienation	effect.	

Realist	Approach	to	VR	

According	 to	 realist	 film	 theory	 the	 inherent	 realism	 of	 the	 photographic	 image	 is	

essential.	Bazin	who	insists	on	the	realist	cinema,	mentions	an	 ideal	of	the	film’s	complete	

recreation	of	 the	world	 in	 its	 own	 image	 in	order	 to	 exempt	us	 from	our	physical	 destiny	

(Mast	et	al.,	1992,	pp.	4-5).	Each	new	technical	development	added	to	the	cinema	takes	 it	

closer	to	its	origins.	In	this	regard	cinema	has	not	yet	been	invented	(Bazin,	1967,	p.	21).		

Kracauer	compares	the	film	frame	to	a	window	on	the	world.	He	states	that	the	camera	eye	

has	an	ability	of	revealing	not	only	what	we	see	under	usual	circumstances	but	also	what	is	

overlooked	 or	 imperceptible	 to	 the	 human	 eye	 (Sobchack	 &	 Sobchack,	 1987,	 p.	 419).	

Because	 of	 film’s	 ability	 to	 reproduce	 reality,	 it	 is	 impossible	 for	 a	 film	 to	 be	 a	 “pure”	

expression	of	the	artist	(Mast	et	al.,	1992,	p.	4).		

As	 a	 simulation	 technology	 VR	 can	 represent	 reality	 as	 is.	 However,	 as	 a	 narrative	

form	VR	does	not	have	such	an	obligation.	The	general	view	that	limits	VR	to	a	simulator	is	

because	 of	 the	 contemporary	 VR	 films’	 deprivation	 of	 a	 specific	 language.	 “L’arrivée	 d’un	
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Train	a	La	Ciota”	 [The	Arrival	of	a	Train]	 (Lumiere	&	Lumiere	&	Lumiere	&	Lumiere,	1896),	

one	 of	 the	 first	 public	 film	 screenings	 in	 history,	 is	 a	 good	 example.	 Being	 only	 a	

documentation	 of	 reality,	 this	 film	 is	 deprived	 of	 a	 language	 too.	 Reportedly	 during	 the	

projection	some	of	the	viewers	at	the	front	seats	had	run	away	from	the	approaching	train	

on	the	screen.	This	was	an	acceptable	reaction	because	film	was	the	latest	VR	technology	at	

the	time.	Today’s	VR	films	are	in	a	similar	state.	

Analysis	of	the	VR	Films	

Methodology	

In	 this	 qualitative	 research,	 the	 case	 study	 research	method	 is	 used.	 The	 analyzed	

case	studies	are	comprised	of	three	VR	films:	“The	Fight	for	Falluja”	(Pirog	&	Solomon,	2016),	

“I,	Philip”	(Cayrol	&	Zandrowicz,	2016),	and	“In	the	Eyes	of	the	Animal”	(Marshmallow	Laser	

Feast	 &	 Marshmallow	 Laser	 Feast,	 2015).	 Each	 film	 in	 this	 selection	 is	 an	 example	 of	 a	

different	VR	film	form.	“The	Fight	for	Falluja”	(Pirog	&	Solomon,	2016)	is	a	documentary,	“I,	

Philip”	 (Cayrol	 &	 Zandrowicz,	 2016)	 is	 a	 fiction,	 and	 “In	 the	 Eyes	 of	 the	 Animal”	

(Marshmallow	 Laser	 Feast	 &	Marshmallow	 Laser	 Feast,	 2015)	 is	 a	 VR	 experience.	 The	 VR	

films	are	analyzed	in	the	light	of	formalist	and	realist	film	theories.	

Discussion	

a. The	Analysis	of	“The	Fight	for	Falluja”	

“The	Fight	for	Falluja”	(Pirog	&	Solomon,	2016)	 is	a	documentary	on	ISIS	where	the	

viewer	is	placed	at	the	center	of	the	battles	between	the	Iraqi	forces	and	ISIS.	Director	Ben	

C.	 Solomon	also	 includes	himself	 in	 the	 film.	 This	VR	 film	 is	 considered	as	 “a	new	 type	of	

immersive	journalism”	(The	Fight	for	Falluja,	2017).		

The	 film	 is	 shot	 in	 a	 realistic	 style.	 The	 image	 is	 in	 color.	Real	 colors	 are	used.	 The	

camera	is	stationary	even	if	it	is	placed	on	a	moving	vehicle.	The	camera	has	a	neutral,	third	

person’s	 viewpoint	and	 is	placed	mostly	at	 the	eye	 line.	High-angle	 shots	are	used	only	 in	

two	scenes	as	for	establishing	shots.	Very	long	and	long	shot	sizes	are	used.	The	composition	

within	the	image	is	arbitrary.	A	deep	depth	of	field	is	used.	All	of	the	scenes	are	shot	in	real	

locations.	 No	 scenic	 elements	 are	 used.	 Although	 some	 scenes	 consist	 of	 a	 single	 shot,	

editing	 is	 used	 throughout	 the	 film	 not	 only	 for	 joining	 the	 scenes	 but	 also	 for	 narrative	

purposes	within	 the	 scenes.	Transitions	are	used	within	or	between	 the	 scenes.	 Intertitles	

are	also	used	between	the	scenes	for	indicating	the	parts	of	the	film.	
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There	 is	 voice-over	 narration	 and	 audible	 dialogue	 throughout	 the	 film.	 No	 sound	

effects	are	used.	Silence	is	an	inherent	element	in	some	of	the	scenes.	Background	music	is	

used	for	dramatic	effect.	

b. The	Analysis	of	“I,	Philip”	

“I,	 Philip”	 (Cayrol	 &	 Zandrowicz,	 2016)	 is	 a	 fiction	 about	 the	 birth	 of	 an	 android	

modeled	on	the	famous	sci-fi	writer	Philip	K.	Dick.	The	viewer	looks	through	the	eyes	of	the	

android	throughout	the	film.	Actors	interact	with	the	android.	

The	film	has	both	a	formalist	and	a	realistic	style.	The	 image	 is	 in	color.	Real	colors	

are	used.	The	camera	is	stationary.	The	camera	has	a	subjective,	first	person’s	viewpoint	and	

is	placed	at	 the	eye	 line.	Very	 long	and	 long	 shot	 sizes	are	used.	The	elements	within	 the	

image	are	composed.	A	deep	depth	of	 field	 is	used.	Most	of	the	scenes	are	shot	 in	studio.	

Scenic	elements	are	used.	Each	scene	consists	of	a	single	shot.	Editing	is	only	used	for	joining	

the	scenes.	Transitions	are	used	between	the	scenes.		

There	 is	audible	dialogue	throughout	the	film.	Sound	effects	are	used.	Silence	 is	an	

inherent	element	in	some	of	the	scenes.	Background	music	is	used	for	dramatic	effect.	

c. The	Analysis	of	“In	the	Eyes	of	the	Animal”	

“In	the	Eyes	of	the	Animal”	(Marshmallow	Laser	Feast	&	Marshmallow	Laser	Feast,	2015)	is	

basically	 a	 “VR	 experience”	 about	 how	 woodland	 animals	 view	 their	 environment.	 The	

viewer	views	the	forest	through	the	eyes	of	different	animals	like	a	fly	or	a	frog.	During	the	

viewing	the	experience	is	enhanced	with	a	vibratory	backpack	gear	which	simulates	the	feel	

of	the	animals	like	the	buzzing	of	a	fly’s	wings.	

This	film	is	a	combination	of	realistic	elements	and	artistic	interpretation.	The	image	

is	in	color.	Imaginary	colors	are	used.	Moving	camera	is	used	as	for	mimicking	the	animals’	

movements.	 The	 camera	has	a	 subjective,	 first	person’s	 viewpoint	and	 is	mostly	placed	at	

the	eye	lines	of	the	animals.	A	low-angle	shot	is	used	in	one	scene.	The	composition	within	

the	 image	 is	arbitrary.	A	shallow	depth	of	field	 is	used.	The	scenes	are	recreated	based	on	

real	 locations.	 Lidar	 scanning	 technology	 is	 used	 for	 creating	 the	 immersive	 forest	 image.	

While	 no	 scenic	 elements	 are	 used	 some	 of	 the	 native	 scene	 elements	 are	 partly	

manipulated.	For	instance,	some	of	the	flora	in	the	forest	is	designed	partly	semitransparent.	

Each	scene	consists	of	a	single	shot.	Editing	 is	only	used	for	 joining	the	scenes.	Transitions	

are	used	between	the	scenes.		
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There	is	no	dialogue	in	the	film.	Sound	and	vibrational	effects	are	used.	Silence	is	an	

inherent	element	in	some	of	the	scenes.	No	music	is	used	in	the	film.	

Conclusion	

As	 a	 simulation	 technology	 VR	 is	 also	 a	 new	 narrative	 form.	 The	 realm	 of	 this	

newborn	 medium	 is	 mostly	 undiscovered	 as	 yet	 and	 the	 development	 of	 a	 specific	 VR	

language	is	in	its	earliest	stage.	When	examined	in-depth	it	is	seen	that	the	essence	of	VR	is	

“presence”.	VR	 creates	 this	 illusion	of	 reality	by	using	 several	 aural	 and	visual	 tools	which	

mimic	our	hearing	and	seeing.	Surround	and	continuous	sound	creates	the	ambience	of	the	

scene.	The	subjective	viewpoint	places	the	viewer	into	a	direct	experience.	Frameless	image	

offers	 an	 unlimited,	 immersive	 vision	 and	 enables	 the	 viewer	 to	 actively	 change	 his/	 her	

view.	Deep	focus	enhances	the	reality	of	the	image.	Continuous	image	creates	an	illusion	of	

actual	time.	Together	all	of	these	elements	constitute	a	complete	VR	experience.	

Formalist	and	realist	 film	theories	are	 the	 two	opposing	views	 that	discuss	 the	 film	

art	in	terms	of	the	reproduction	of	reality.	However,	fiction	film	and	also	its	descendant	VR	

have	 the	 ability	 of	 blending	 photographic	 realism	 and	dramatic	 illusion.	 By	 preserving	 the	

feel	of	presence	VR	can	manipulate	or	distort	the	reality.	Moreover,	 it	can	also	disrupt	the	

presence	by	virtue	of	 the	narrative.	 The	general	 view	 that	degrades	 the	 contemporary	VR	

films	into	a	simulator	is	because	of	their	deprivation	of	a	specific	language.	The	films	in	the	

earliest	period	of	the	cinema	were	in	a	similar	state.	

The	analyzed	case	studies	are	comprised	of	three	VR	films	which	belong	to	different	

forms.	“The	Fight	for	Falluja”	is	a	documentary	about	ISIS.	While	the	film	is	shot	in	a	realistic	

style,	it	has	formative	elements	like	voice-over	narration,	background	music,	intertitles,	and	

transitions.	“I,	Philip”	is	a	fiction	about	an	android.	The	film	has	both	a	formalist	and	a	realist	

structure.	While	the	film	is	entirely	composed	and	staged	as	a	fiction,	it	is	created	mostly	in	a	

realistic	style.	The	viewer	views	the	whole	film	through	the	eyes	of	the	android	and	editing	is	

only	used	for	joining	the	scenes.	“In	the	Eyes	of	the	Animal”	is	a	VR	experience	about	how	

woodland	animals	view	their	environment.	This	 film	 is	also	a	combination	of	 formalist	and	

realist	elements.	For	instance,	the	viewer	experiences	the	flight	of	a	fly	from	its	viewpoint	in	

an	 artistically	 created	 forest	 environment.	 The	 viewer’s	 experience	 is	 enhanced	 with	 a	

vibratory	backpack	gear	for	simulating	the	feel	of	the	animals.	It	is	seen	that	all	of	the	three	

VR	films	show	both	formalist	and	realist	characteristics.		
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VR	 has	 a	 simulative	 nature.	 However,	 this	 does	 not	 create	 an	 obligation	 for	 VR	 to	

remain	faithful	to	reality	in	its	narration.	The	reproduction	of	reality	is	a	constantly	evolving	

process.	In	the	early	period	of	the	cinema	the	audience	was	fascinated	by	the	film’s	ability	to	

imitate	reality.	Today	VR	is	in	a	similar	situation.	As	far	as	narration	is	concerned	simulation	

is	 only	 a	 tool.	A	VR	 storyteller	 can	either	 remain	 faithful	 to	 reality,	manipulate	 it	 or	 both.	

Therefore,	realism	is	not	an	obligation	for	VR	narrative.	
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On	The	Possibility	Of	Non-Existent	Time	In	Photography	

	
Lec.	Handan	Dayı	

Akdeniz	University	
	

Abstract	

This	 paper	 discusses	 the	ways	 new	media	 possibilities	 change	 our	 time	 perception	

and	 artistic	 aesthetic	 perspective.	 Today,	 technological	 developments	 have	 completely	

changed	the	status	of	the	image	and	our	perception	of	it.	Especially	photography	provides	us	

every	 day	with	 new	 possibilities	which	 increasingly	 transform	 our	 perception	 of	 time	 and	

space.	From	this	point	on,	we	would	like	to	think	about	the	possibility	of	moments	which	are	

left	out	of	the	frame	in	documentary	photography.	

Our	paper	will	build	on	the	idea	of	“critical	moment”	or	“decisive	moment”	of	Cartier	

Bresson	 who	 has	 an	 important	 role	 in	 the	 history	 of	 photography.	 In	 the	 history	 of	

photography,	 Decisive	 moment	 is	 considered	 as	 a	 manifesto	 of	 photography.	 Bresson	

explains	the	idea	of	decisive	moment	by	giving	an	example	of	Zen	bowman	as	“it	consists	of	

the	 brain,	 eye	 and	 heart	 targeting	 an	 event	 simultaneously.”	 What	 he	 tries	 to	 describe	

through	this	explanation	is	that	moving	elements	within	life	are	arranged	in	a	geometrically	

balanced	way	within	 the	 photograph.	 Our	main	 aim	 in	 this	 paper	 is	 to	 bring	 forward	 the	

relation	of	the	critical	moment	with	reality	in	documentary	photography	and	the	possibility	

which	will	be	created	by	transforming	a	single	image	which	has	been	framed	and	thus	taken	

out	of	the	temporal	flow	into	a	moving	image	once	again.	In	this	sense,	the	text	will	develop	

over	the	contrary	time	conceptions	of	two	Greek	philosophers,	Heraclites	and	Parmenides.	

The	study	will	be	built	on	the	possibilities	of	short	films	as	indicated	by	Ahmet	Saim	Yıldız	in	

his	 thesis	 submitted	 in	 2013-2014	 Academic	 Year,	 advisor	 of	 which	 was	 Handan	 Dayı	 as	

prelector.	 Bresson’s	 photographs	 which	 are	 reproduced	 as	 moving	 images	 through	 a	

technique	 similar	 to	 animation	 technique	will	 provide	 us	 the	 opportunity	 to	 compare	 the	

phenomena	 of	 moment	 and	 duration.	 As	 a	 result,	 the	 relation	 between	 moment	 and	

duration	 within	 the	 temporal	 process	 will	 be	 discussed	 at	 length	 in	 philosophical	 and	

theoretical	senses,	and	the	ways	in	which	new	media	possibilities	are	destined	to	change	our	

perception	and	our	reality	will	be	underlined.	

Keywords:	Photography,	Moment,	Bresson,	Bergson,	Time,	Perception	
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On	The	Possibility	Of	Non-Existent	Time	In	Photography	

Technological	developments	continue	to	change	and	transform	our	lives	day	by	day.	

We	began	to	include	image	generating	devices	in	every	moment	of	our	lives.	These	rapidly	

developing	devices	bring	with	 them	new	possibilities.	And	 this,	 in	 turn,	 changes	 inevitably	

our	 very	 perception	 of	 life	 and	 time.	 	 This	 paper	 discusses	 how	 image	 generating	 devices	

which	develop	with	the	technology	change	the	status,	constitution	and	our	perception	of	the	

image	in	terms	of	time.	The	discussion	includes	a	comparison	between	concepts	of	still	time	

and	 flowing	 time	 through	 two	 videos	 based	 on	 photography.	 First	 of	 the	 videos	 is	

“Experiencing	the	Decisive	Moment”,	2013,	by	Ahmet	Sait	Yıldız	and	second	one	is	“A	Little	

Death”,	2002,	by	Sam	Taylor	Wood.	

Yıldız’s	video	is	based	on	“decisive	moment”	notion	of	Cartier	Bresson.	The	decisive	

moment	is	considered	as	a	manifesto	in	the	history	of	photography,	bearing	the	same	name	

with	 the	 book	 “Images	 La	 Sauvette”	 (The	 Decisive	 Moment)	 Bresson	 published	 in	 1952.	

Bresson	explains	his	notion	of	decisive	moment	which	he	developed	through	his	affiliation	

with	the	philosophy	of	a	Zen	bowman	as	such:	“Taking	a	photograph	is	the	joint	operation	of	

the	brain,	 the	eye	and	the	heart	aiming	an	event	simultaneously".	What	Bresson	wants	 to	

emphasize	with	the	decisive	moment	 is,	 in	a	way,	“the	correct	and	full	decision”.	 	What	 is	

implied	 here	 is	 the	 formation	 of	 the	 moment	 rather	 than	 capturing	 the	 moment	

quantitatively.	 Such	 a	 moment	 of	 freezing	 the	 movement	 presents	 us	 with	 a	 short	

representation	 of	 the	 whole	 of	 the	 movement.	 For	 this	 reason,	 temporally	 frozen	

photograph	has	been	considered	as	corresponding	to	reality	as	well	as	a	correct	photograph	

for	years.	Ahmet	Sait	Yıldız’s	video	of	“Experiencing	the	Decisive	Moment”	gains	importance	

in	this	context.		This	video	involves	transformation	of	the	frozen	image	in	a	single	frame	into	

a	 moving	 image	 via	 puppet	 technique*	 with	 the	 help	 of	 digital	 technology.	 The	 video	

presents	 an	 opposing	 stance	 in	 temporal	 narrative	 by	 transforming	 Bresson’s	 photos	 into	

flowing	 images.	 Yıldız’s	 video	 creates	 a	 possibility	 for	 us	 to	 imagine	 other	 moments	 left	

outside	of	the	frame	by	adding	movement	to	a	single	moment	frozen	in	the	flow	of	time.	In	

other	words,	it	brings	other	possibilities	of	moment	to	an	equal	position	instead	of	a	single	

moment	representing	the	movement	within	all	the	moments.	(Bresson,	1952)	

																																																													
*	Puppet	Technique:	Technique	for	transforming	a	photo	frame	into	moving	image	by	splitting	it	into	layers	via	
programs	such	as	Adobe	Photoshop	and	Adobe	After	Effects	etc.		
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And	 in	 the	 second	 video,	 Sam	 Taylor	 Wood	 uses	 the	 stop	 motion	 technique	 to	

present	 us	with	 a	 time-lapse	 still-life	work	 constructed	with	 the	 corpse	 of	 a	 rabbit.	 Video	

starts	with	a	still	 image	of	the	dead	rabbit	and	 is	perceived	for	a	short	while	as	the	frozen	

moment	of	the	photograph.	However,	a	little	later	into	the	video,	the	decomposition	process	

of	the	body	starts	to	be	seen	through	the	movement	effect	on	the	photograph.	This	video	

makes	us	question	death	and	life	as	well	as	the	process	after	death	over	the	lifeless	body	of	

the	rabbit	again	as	an	opposition.		

Here	 in	 this	paper,	 the	 two	videos	we	compare	are	examined	 firstly	at	 the	 level	of	

originality	presented	by	the	technical	opportunities	and	secondly	at	the	level	of	philosophy	

which	emerges	through	the	visualization	of	a	metaphysical	possibility.	The	comparison	of	the	

two	videos	points	to	the	following	directions:	“Experiencing	the	Decisive	Moment”	emerges	

as	a	duration	created	over	a	single	moment	 frozen	 in	time	 including	 in	 itself	 the	moments	

which	do	not	exist	and	"A	Little	Death”	visualizes	decomposition	process	of	the	dead	rabbit	

within	the	time	which	passes	from	stillness	of	the	corpse	to	the	reappearing	movement	of	it	

again	as	a	duration.		

The	 first	 issue	we	want	 to	open	 to	discussion	 in	 this	paper	 is	 the	original	 states	of	

photography	 and	 film,	 in	 other	 words	 still	 image	 and	 moving	 image.	 In	 her	 book	 The	

Elements	of	Photography,	Angela	Faris	Belt	presents	us	with	different	expansions	of	time	to	

the	degree	of	the	possibilities	presented	by	the	device	in	the	section	titled	Time	and	Motion.	

When	 these	 two	 videos	 are	 compared	 in	 this	 sense,	 there	 will	 be	 a	 temporal	 duration	

transformed	 into	 a	 moving	 image	 from	 a	 frozen	 frame	 of	 the	 photograph.	Whether	 it	 is	

duration	 created	 from	a	 single	 frame	with	 the	 effect	 of	movement	 or	 from	a	 consecutive	

series	 of	 photographs,	 a	 temporal	 movement	 makes	 its	 existence	 obvious	 in	 these	 two	

cases.	

The	 conclusion	 that	 follows	 would	 be:	 with	 the	 development	 of	 technology,	 the	

ontological	 difference	 between	 video	 and	 photography	 has	 now	 lost	 its	 importance.	 The	

borders	 between	 photography	 and	 flowing	 image	 have	 been	 destroyed	 in	 this	 sense.	

Clement	Greenberg	calls	this	kinds	of	images	“hybrid	images”.	(Streitberger	&	Gelder,	2010,	p.	

51-56)	Greenberg	proposes	 to	 consider	 these	 images	 in	 terms	of	 social	practices	based	on	

historical,	 social	 and	economic	 contexts	 rather	 than	 in	 terms	of	means	of	production.	 The	

dissolving	 ontological	 borders	 between	 different	 images	would	 bring	with	 themselves	 the	

potential	to	think	time	in	a	broader	perspective	by	going	beyond	their	technological	 limits.	
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When	 the	 two	videos	are	compared	 from	the	perspective	of	Belt,	 they	are	 found	 to	be	 in	

different	classifications	originally.		Yıldız’s	video	would	be	classified	in	the	still	time	section	of	

single	moments	while	Wood’s	video	would	be	classified	 in	 the	continuous	movement	stop	

motion	section	of	consecutive	singular	moments	in	moving	image.		

What	we	are	 trying	 to	 say	here	 is	 that	even	 though	 the	videos	have	very	different	

statuses	 in	 terms	 of	 their	 technical	 classifications,	 these	 images	 are	 both	 perceived	 as	

flowing	 durations.	 We	 would	 like	 to	 look	 into	 the	 concept	 of	 time	 from	 a	 philosophical	

perspective	now	to	better	understand	what’s	at	stake	here.		

	

	

	

History	shows	that	the	effort	of	understanding	and	conceptualizing	time	has	always	

been	one	of	the	biggest	for	human	kind.	To	understand	time	was	only	possible	by	stopping	

it.	With	 the	 invention	 of	 photography,	 the	 frozen	moment	 taken	 out	 of	 the	 flowing	 time	

created	a	possibility	 to	 seize	 reality	 at	hand	by	allowing	determinations.	 The	possibility	 to	

stop	 and	 immobilize	 time	 in	 this	 way	 was	 considered	 as	 a	 way	 of	 resistance	 against	

mortality.		However,	is	such	a	halt	in	time	even	possible	in	reality?	We	will,	now,	discuss	the	

two	videos	over	the	metaphysical	possibility	in	time.	
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Time	Discussions	in	Ancient	Greece	

From	 antiquity	 to	 this	 day,	 philosophers	 have	 been	 thinking	 about	 the	 following	

questions	with	reference	to	the	concept	of	time:	Is	there	change?	What	are	the	conditions	of	

change?	 Is	 there	 a	 constant	 substance	 beyond	 the	 existent?	 	 How	 can	 we	 explain	 the	

relation	between	movement,	change	and	time?	We	see	the	first	discussions	about	the	topic	

in	Thales	who	suggested	that	there	is	an	unchanging	substance.	Thales	was	asking	“why	do	

things	exist	the	way	they	do?”		W.	T.	Jones	explains	as	follows:	“According	to	Thales,	things	

do	not	need	a	force	applied	by	gods	from	without	in	order	to	move	and	change,	they	rather	

move	by	themselves	due	to	the	natural	force	they	have	within.	Here	we	surely	find	the	origin	

of	the	concept	of	'becoming'	or	'process'.”	(Jones,	2006:	17-20)Aristotle,	on	the	other	hand,	

emphasizes	 the	 relation	between	measurable	 time	and	 infinite	 time.	 	He	 says	 that	 time	 is	

dependent	on	movement	and	relates	the	notions	of	'before'	and	'after'	with	the	existence	of	

movement.	Aristotle	suggests	that	what	enables	us	to	determine	before	and	after	is	related	

to	the	way	we	conceive	these	as	different	things.	He	elaborates	in	Physics	as	follows:		

“[…]	actually	time	is	the	number	of	movements	according	to	before	and	after.”		He	saw	the	

change	 in	 everything	 and	 emphasized	 a	 contradiction	 of	 time	which	 is	 both	 changing	 and	

unchanging.	For	him,	“neither	moving	nor	 still	objects	are	 in	a	 time,	because	being	 in	 time	

means	being	measured	by	time,	and	time	is	the	measure	of	the	movement	and	stillness...	As	

such,	it	is	necessary	for	the	things	to	be	in	time	since	they	are	disappearing	and	emerging,	in	

other	words	they	exist	sometimes	and	do	not	exist	at	other	times…	it	was	and	will	be.	But	the	

things	time	does	not	encircle,	they	neither	were	nor	will	be…	On	the	other	hand,	being	and	

non-being	of	 things	which	do	not	 always	 have	 an	opposite	 are	 also	 possible,	 for	 them	 the	

question	 is	 becoming	 and	 annihilation…	 Time	 is	 as	 movement;	 when	 one	 and	 the	 single	

movement	emerges,	time	would	also	be	one	and	the	same,	time	would	not	be	as	it	is	if	the	

movement	is	not	as	it	is...	The	following	proof	is	sufficient:	Nothing	emerges	independent	of	

movement	or	action	in	some	way,	if	the	thing	does	not	move	at	all,	it	perishes.	(Aristoteles	&	

Augustinus	&	Heidegger,	2006:	31)	

	

In	Conclusion,	Aristotle	Sees	Time	as	a	Measure	of	Some	Sort	of	Displacement	

Heraclites	 and	 Parmenides	 who	 belong	 to	 the	 second	 generation	 of	 Greek	

philosophers	continue	the	discussion	on	the	postulate	of	time	as	an	unchanging	substance.		

These	 two	 philosophers	 questioned	what	 could	 be	 the	 "substance"	 that	 does	 not	 change	
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during	the	whole	change	process.	Their	main	question	was	whether	change	exists,	and	how	

it	 happens	 if	 it	 does	 indeed	 exist.	 	 Heraclites	 and	 Parmenides	 gave	 diametrically	 opposed	

answers	to	this	question.	Heraclites	was	proposing	that	everything	was	in	a	constant	change	

and	 flow	 (becoming)	 while	 Parmenides	 was	 asserting	 that	 nothing	 was	 changing.	 In	 this	

context,	 is	 there	an	unchanging	 substance	 relevant	with	 the	videos?	 Is	 there	 change?	Our	

question	will	become	more	meaningful	in	the	following	pages.	

Heraclites	 said	 that	 there	 is	 an	 infinite	 flow	 and	 the	 idea	 of	 continuity	 is	 just	 an	

illusion.	According	 to	Heraclites,	 “we	 cannot	now	 the	unchanging	being,	 everything	 is	 in	 a	

process	of	change,	in	a	flux.”		Heraclites	puts	forward	the	concept	of	change	as	such:	nothing	

is	constant	and	nothing	can	protect	its	form	forever.	Heraclites	exemplifies	this	idea	with	his	

well-know	metaphor:	“one	cannot	bathe	in	the	same	river	twice.”	This	metaphor	points	to	

discussions	on	the	phenomenon	of	finiteness	such	as	death	and	immortality.	Parmenides,	on	

the	other	hand,	concludes	that	the	idea	of	change	is	contradictory	within	itself	and	therefore	

what	we	think	we	perceive	as	change	does	not	exist.	Parmenides	furthers	his	argument	with	

paradoxes	of	Zeno	of	Elea	who	was	one	of	his	disciples.		

Parmenides	argues	the	logical	impossibility	of	change	as	opposed	to	Heraclites’s	idea	

of	 “everything	 is	 in	 a	 state	of	 change.”	 For	him	 change	 is	 neither	 thinkable	nor	definable.		

Since	for	that	to	happen	the	mind	has	to	have	some	kind	of	unchangeableness.	His	argument	

is	 to	 trust	 the	 judgment	 of	 intellect	 by	 way	 of	 logic.	 Parmenides	 argues	 that	 change	 is	

logically	 impossible	and	that	our	senses	deceive	us.	According	 to	him	being	 is	 limited	with	

nothingness.	This	 limitation	does	not	allow	 it	 to	move.	Therefore	movement	does	not	 find	

itself	a	place	in	his	philosophy.	As	such,	Parmenides	searches	for	the	unchanging	supreme,	

ideal	behind	existing	things.		

While	 Heraclites	 applauds	 change,	 Parmenides	 is	 against	 it.	 His	 idea	 of	 continuity	

brings	us	to	rationality	and	a	difference	emerges	between	appearance	and	reality.	According	

to	this	idea,	what	seemingly	appear	are	only	particular,	finite	and	faulty	beings.		Therefore,	

the	world	we	live	in	is	considered	as	the	world	of	appearances	while	there	is	another	kind	of	

truth	behind	it	which	is	not	very	related	to	appearances.	

As	 it	 is	 understood,	 an	 idea	 of	 continuity	 (a	 single	 substance	 that	 stays	 the	 same	

constantly)	opposed	to	change	has	been	supported	from	the	age	of	Ancient	Greece	to	this	

day.	 Change	 has	 not	 always	 been	 a	 welcomed	 concept	 since	 constancy	 and	

unchangeableness	were	easier	to	perceive	and	to	manage.	
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The	Relation	of	Time	and	Duration	in	Bergson	

Today	 the	 commonly	 held	 notion	 generally	 involves	 a	 linear	 time	 conception.	

However	 dividing	 time	 up	 is	 considered	 as	 just	 an	 illusion	 since	 science	 proved	 that	 time	

expands	in	every	direction	rather	than	one.	The	habit	of	thinking	time	as	space	as	in	Zeno’s	

paradoxes	brings	with	 it	 the	error	of	thinking	that	time	divides	up	 just	 like	space.	 	Famous	

duration	philosopher	Bergson	says,	“we	cannot	think	real	 time,	we	can	only	experience	 it”	

and	calls	the	dynamic	movement	of	time	as	“durée”.	According	to	Bergson	time	can	only	be	

grasped	by	“intuition”.	From	this	point	of	view,	Bergson	defines	two	kinds	of	time.	The	first	

of	 these	 is	homogenous	 time	while	 the	other	 is	heterogeneous	 time.	Homogenous	 time	 is	

the	definition	of	dividable,	measurable	and	spatial	 time	that	belongs	 to	 the	world.	Second	

definition	of	 time,	on	the	other	hand,	 involves	unmeasurable	real	 time	which	 is	specific	 to	

consciousness	 and	 for	 which	 Bergson	 says	 “it	 can	 only	 be	 accessed	 through	 intuition”.	

(Bergson,	2007:	134,	153)		

For	him,	grasping	life	is	grasping	the	state	of	becoming	which	is	perceived	with	pure	

duration,	 in	other	words,	with	movement	and	 change	 independent	of	 space.	 This	 state	of	

becoming	 is	 the	 reality	 itself	 which	 would	 be	 grasped	 through	 intuition	 and	 not	 an	

abstraction	 reached	 through	dividing	 space	up.	However	 it	 is	 indicated	 that	matter	 resists	

this	becoming	and	shows	tendencies	of	stillness	and	inactivity.	Working	with	material	things	

and	 static	 concepts,	 science	 sets	 off	 from	 the	 nonmoving	 and	 puts	 forth	movement	 as	 a	

function	of	immobility.	(Gündoğan,	2010:	68)		

Human	mind	 is	 also	 thought	 to	 operate	 through	 concepts	 and	 symbols	 it	 fixes	 by	

taking	 them	out	 from	a	moving	world.	 In	 this	 context,	 Bergson	 takes	 image	as	 a	 common	

point	between	perception	and	 reality.	As	 such,	matter	 is	 considered	as	 the	 total	of	all	 the	

possible	 appearances	 and	 perception	 is	 considered	 as	 a	 selection	 of	 these	 images	 which	

relate	to	the	body.	What	we	emphasize	with	the	help	of	these	two	videos	involves	the	effort	

of	thinking	the	possibility	of	all	these	images.	Actually	the	critique	Bergson	puts	forward	in	

terms	of	the	perception	of	time	is	a	critique	of	the	tendency	of	science	which	considers	only	

material	 things	 found	 in	 nature	 and	 which	 sees	 everything	 in	 nature	 as	 parts	 of	 a	 big	

mechanical	time.			

	In	Matter	and	Memory,	he	explains	his	thought	as	follows:		
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My	consciousness	of	matter	is	then	no	longer	either	subjective,	as	it	is	for	English	idealism,	or	

relative,	as	it	is	for	Kantian	idealism.	It	is	not	subjective,	for	it	is	in	things	rather	than	in	me.	It	

is	 not	 relative,	 because	 the	 relation	 between	 phenomenon	 and	 the	 thing	 is	 not	 that	 of	

appearance	to	reality,	but	merely	that	of	the	part	to	the	whole.	(Bergson,	2007:	169)	

	

In	 conclusion,	 human	 intellect	 divides	 everything	 up	 into	 pieces	 and	 tries	 to	

understand	 the	 world	 in	 this	 way.	 According	 to	 Bergson,	 material	 world	 takes	 its	 form	

through	infinite	breaking	down	and	reassembling	acts.	(Gündoğan,	2010:	153)	

In	 Matter	 and	 Memory,	 Bergson	 tells	 us	 that	 there	 is	 no	 difference	 between	 the	

image	 and	 matter	 and	 that	 these	 two	 are	 identical.	 Bergson’s	 argument	 proposes	

simultaneous	 togetherness	 rather	 than	 a	 simple	 continuity.	 Time	 should	 be	 considered	 as	

states	melting	in	each	other	and	not	as	separate	moments	between	two	continuous	states.	

He	 grounds	 this	 theory	 with	 the	 philosophy	 of	 duration	 which	 can	 be	 grasped	 through	

intuition.	Bergson	describes	this	method	in	Matter	and	Memory	as	cinematographic	method,	

being	inspired	by	the	works	of	Marey	which	visualize	movement	symbolically.	This	method	

consists	 of	 putting	 symbols	 representing	 being	 in	 place	 of	 being	 which	 conforms	 to	 the	

operating	principle	of	the	intellect.	Here,	we	can	see	that	Bergson	puts	effort	to	understand	

the	relation	between	world	and	mind	in	an	immediate	and	holistic	way.		As	we	have	already	

mentioned,	holistic	approach	 is	explained	through	becoming,	 in	other	words,	duration	and	

memory	are	in	a	constant	state	of	becoming	and	expansion.	Therefore	Bergson	says	time	is	

an	accumulation.	Time	 is	 in	the	present	but	the	past	extends	to	 future	each	time	with	the	

reference	of	“now”	which	involves	totally	unique	states.		

Bergson	sees	a	similarity	between	human	perception	and	the	world	in	his	concept	of	

cinematography.	He	argues	that	this	is	due	to	human	intellect’s	thinking	of	the	movement	as	

a	 consecutive	 series	 according	 to	 its	 own	 operating	 principle	 and	 this	 in	 turn	 shows	 a	

similarity	 with	 the	 images	 we	 encounter	 in	 cinema.	 In	 Creative	 Evolution,	 Bergson’s	

argument	goes	as	follows:	we	consider	the	momentary	images	we	perceive	in	reality	as	the	

characteristic	of	reality,	we	transform	these	into	an	abstract	and	uniform	movement	which	

repeats	itself,	and	this	created	image	appears	to	us	as	sufficient	in	corresponding	to	the	first	

reality	when	we	try	to	reanimate	that	reality.	Perception,	thinking	and	language	also	operate	

in	the	same	way	and	even	when	we	think	about	becoming,	we	do	not	do	anything	else	than	

running	a	cinematography	in	our	minds.	(Bergson,	1998:	305-306)	
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The	Concept	of	Cinematography	and	Time	

Considered	as	 the	origin	of	cinema,	photography	 fixes	 time	by	 freezing	the	present	

moment	in	a	process	of	flux.	However,	as	we	have	stated	above,	this	error	reminds	us	of	the	

wrong	perception	 found	 in	 the	paradoxes	of	 Zeno.1	 	 The	 inability	of	 the	arrow	of	 Zeno	 to	

reach	to	its	target	originates	from	the	error	of	thinking	time	and	movement	which	is	thought	

to	be	related	to	time	as	spatial.	As	such,	each	stop	in	time	would	in	turn	be	transformed	into	

a	spatial	state.	Bergson,	on	the	other	hand,	emphasizes	that	duration	could	only	be	grasped	

through	an	intuitive	method.	He	elaborates	that	even	cinematography	could	not	give	us	the	

real	time	even	though	it	enables	movement.	The	reason	for	this	is	that	time	does	not	have	a	

creative	 function	 in	 these	 images,	 it	 only	 operates	 as	 a	 factor	 added	 to	 it	 only	 later	 and	

therefore	he	approaches	cinematography	with	a	critical	eye.	(Bergson,	1998:	308)	

Understanding	Duration	of	Bergson	through	Films		

It	 may	 seem	 difficult	 to	 understand	 the	 concept	 of	 duration	 in	 Bergson	 but	 the	

technology	 of	 photography	 developed	 in	 20th	 century	 could	 help	 us	 to	 understand	 it	 by	

analogy.	We	think	the	concept	of	“decisive	moment”	in	photography	is	important	in	forming	

this	analogy.		We	can	first	look	into	what	is	involved	in	a	single	“decisive	moment”	which	has	

been	framed	out	of	a	 life	 in	flux.	To	visualize	this	moment	in	photography,	we	will	refer	to	

the	notion	of	“decisive	moment”	of	C.	Bresson.		However,	let	us	first	look	into	the	arguments	

of	 Bergson	 concerning	 the	 concept	 of	 moment.	 In	 this	 context,	 Ulus	 Baker	 explains	 two	

different	 approaches	 in	 trying	 to	 re-establish	 movement	 with	 moments	 by	 starting	 from	

Bergson’s	Creative	Evolution.	One	of	these	could	be	called	as	Ancient	perspective	while	the	

other	could	be	considered	as	the	Modern	perspective.		

Ancient	perspective	is	defined	by	movement	which	depends	on	forms	or	ideas	which	

are	themselves	eternal	and	unmoving;	and	when	movement	needs	to	be	reassembled,	these	

forms	 need	 to	 be	 caught	 in	 a	 state	 in	 which	 they	 are	 closest	 to	 be	 “actualized”	 in	 their	

moment	of	movement.	Forms	or	ideas	are	used	to	characterize	a	process	in	which	they	will	

express	a	climax	and	all	the	other	moments	would	be	filled	with	transitions	from	one	form	to	

the	other	which	would	not	be	interesting	in	themselves.	Finally,	only	the	“climax”	would	be	

																																																													
1	Parmenides	exemplified	his	arguments	with	the	paradoxes	of	one	of	his	disciples,	Zeno.He	wrote	about	the	
impossibility	of	movement,	the	illusion	of	movement	and	our	deceiving	senses.For	the	ones	who	are	
interested,	see	“Achilles	and	the	Turtle”.	
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taken	 into	 account,	 be	 raised	 to	 the	 level	 of	 essential	 moment	 and	 this	 characteristic	

moment	which	expresses	the	whole	of	the	phenomenon	is	considered	sufficient	for	science.	

Aristotle	explains	the	movements	of	falling	objects	in	his	Physics	with	‘privileged	moments’	

such	as	 falling	 from	up	to	down,	self-displacement,	 its	own	place	or	 foreign	place.	We	can	

see	the	visual	representation	of	this	climax	of	movement	especially	in	the	art	of	sculpting	in	

Ancient	 age.	 Sculptures	 in	 Ancient	 Greece,	 for	 example,	 present	 a	 classical	 perspective	

starting	from	the	point	of	view	of	the	audience	by	observing	the	order	of	representation	in	a	

mathematical	 aesthetics.	 	 As	 in	 the	 discus	 throwing	 athlete	 sculpture	 of	 Myron,	 time	 is	

always	represented	as	the	frozen	moment	at	the	climax	of	a	movement.	(Turani,	2000:	129)	

As	 such,	 Ancient	 conception	 involves	 a	 single	 ideal	 moment	 within	 consecutive	

moments	of	the	movement.	Decisive	moment	appears	in	the	process	of	actualization	of	the	

ideal	 transcendent	 form.	 Each	 of	 the	 other	 moments	 is	 considered	 to	 be	 a	 potentiality	

preparing	 the	 decisive	 moment.	 As	 we	 have	 mentioned	 in	 the	 beginning	 of	 the	 paper,	

famous	 photographer	 Bresson	 has	 accepted	 this	 ancient	 approach	 to	 moment	 in	

photography	and	established	his	whole	photography	career	based	on	 this	notion.	Decisive	

moment	is	also	the	title	of	his	book	in	which	he	tells	about	his	photographical	approach.	In	

The	 Decisive	 Moment,	 Bresson	 says	 that	 the	 best	 way	 to	 express	 reality	 is	 through	

compositions	which	visualize	ideal	moments.	(Bresson,	2006:	9-12)		

Bresson	has	also	quoted	Kardinal	de	Retz	with	“There	is	nothing	in	the	world	which	is	

not	a	decisive	moment”	at	the	beginning	of	his	book	and	this	quote	coincides	perfectly	with	

his	 own	 opinions	 about	 photography.	 (Saldana,	 2006:	 11-25)	 Growing	 up	 in	 a	 painting	

environment,	 Bresson	 attaches	 a	 huge	 importance	 to	 the	decisive	moment:	 photographer	

should	wait	for	that	critical	moment	in	the	flowing	life	just	like	a	Zen	bowman	and	catch	the	

moment	 where	 things	 meet	 and	 make	 sense.	 This	 is	 more	 about	 seeing	 the	 momentary	

patterns	created	by	lines	and	figures	hiding	in	the	flow	of	the	movement.	With	the	concept	

of	decisive	moment,	Bresson	argues	for	freezing	the	moment	where	moving	elements	are	in	

a	 geometrical	 balance.	 	 What	 he	 wants	 to	 express	 with	 this	 is	 the	 geometrically	 correct	

placement	of	the	elements	of	composition	within	the	frame.		At	the	moment	of	shooting	the	

frame,	Bresson	puts	forth	a	state	one	gravitates	towards	intuitively	rather	than	a	conclusion	

reached	by	thinking.	 	

In	the	introduction	of	the	catalogue	of	the	photography	exhibition	which	opened	in	

1964	 at	Modern	 Arts	Museum,	 John	 Szarkowski	 tells	 that	 Bresson’s	 decisive	moment	 has	
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been	misunderstood	and	that	what	is	found	in	the	decisive	moment	is	a	visual	climax	rather	

than	 a	 dramatic	 (extraordinary)	 state.	 (Saldana,	 2006:	 11-25)	What	 is	 at	 stake	 here	 is	 the	

moment	 taking	 form	 rather	 than	 its	 quantitative	 capture.	 (Saldana,	 2006:	 11-25)	 Such	 a	

frozen	moment	of	movement	gives	us	a	short	representation	of	the	whole	of	the	movement.	

For	this	reason,	this	temporally	frozen	climax	moment	has	been	considered	as	corresponding	

to	reality	as	well	as	a	correct	photograph	for	years.		The	success	of	Bresson’s	photography	is	

not	 that	 it	managed	to	catch	 the	man	 in	 the	air	while	he	was	 jumping	over	 the	water	but	

rather	the	taking	form	of	the	things	within	the	frame.	(Saldana,	2006:	4)		

In	this	context,	Cartier	Bresson’s	photographic	vision	and	aesthetic	perception	were	

taken	into	account	in	the	selection	of	photographer	to	compose	Ahmet	Sait	Yıldız’s	video	of	

“Experiencing	the	Decisive	Moment”	and	these	decisive	moment	photos	were	transformed	

into	 moving	 image.	 Aesthetic	 approach	 has	 always	 been	 constituted	 with	 ‘privileged	

moments’	in	the	flowing	time	since	Ancient	Greece	and	maintained	its	essence	until	today.	

As	seen	in	the	video	of	Yıldız,	the	privileged	moments	found	in	the	photography	of	Bresson	

have	been	transformed	into	“any	moment”	as	well	as	a	flowing	time	which	has	never	been	

through	puppet	technique.	

We	 have	 already	mentioned	 that	 Ancient	 Greeks	were	 establishing	 the	movement	

with	“transcendent	poses”	and	this	climax	of	movement	was	seen	sufficient	in	representing	

the	 whole	 of	 movement.	 Modern	 scientific	 perspective,	 on	 the	 other	 hand,	 was	 about	

connecting	 the	 movement	 to	 any	 moment	 rather	 than	 privileged	 ones	 as	 Ulus	 Baker	

explains.	When	 it	 comes	 to	 reanimating	 the	movement,	now	 immanent	material	elements	

(cross-sections)	would	be	 considered	 important	 rather	 than	 transcendent	 formal	elements	

(poses).	Movement	would	be	analyzed	based	on	senses	rather	than	a	synthesis	in	thought.	In	

summary,	old	 thought	was	based	on	 the	order	of	 transcendent	 forms	which	actualize	 in	a	

dialectical	 movement	 while	 new	 thought	 considers	 the	 production	 and	 comparison	 of	

singular	 points	 immanent	 to	 the	movement.	 	 As	 one	 of	 the	 founders	 of	modern	 science,	

Galileo	found	that	there	was	no	‘privileged	moment’	in	the	falling	of	things.	For	him,	analysis	

of	a	 falling	object	 corresponded	 to	“any	one	moment”	of	 the	 fall;	 the	 science	of	 falling	or	

weight	was	to	determine	any	one	moment	of	the	fall.	As	such,	there	is	a	need	for	signs	more	

active	than	the	signs	of	language.	(Bergson,	1998:	305)	New	perspective	brought	by	Galileo	

was	opening	the	doors	to	modern	science.	The	book	Matter	and	Memory	written	by	Bergson	

in	 1896	 has	 brought	 an	 understanding	 in	 this	 context,	 deeply	 influencing	 thought	 in	 the	
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modern	 age.	 Bergson’s	 insights	 on	 movement	 and	 thought	 inspired	 many	 thinkers	 and	

deeply	influenced	the	world	of	art	as	well.	Especially	modern	artists	of	20th	century,	futurists	

and	cubists	tried	to	visualize	and	reflect	Bergson’s	concept	of	flowing	time	and	duration	 in	

their	art	works.		

However,	Bergson	argues	that	both	perspectives	–	ancient	and	modern	–	would	not	

be	 enough	 to	 understand	 time.	He	 tells	 us	 that	 the	 two	 conceptions	 differ	 from	 scientific	

perspective	 but	 both	 are	 identical	 in	 terms	 of	 their	 results.	 	 For	 Bergson,	 reestablishing	

movement	through	“idealized	poses”	or	“still	cross-sections”	amount	to	the	same	thing.	 In	

both	cases	the	movement	gets	lost	because	what	is	common	to	both	is	the	presupposition	

that	 movement	 is	 a	 whole	 constituted	 of	 parts.	 In	 fact	 our	 perception	 of	 movement	 is	

independent	from	whole-part	relation.	(Baker,	2017)	

The	problem	with	both	 is	 the	“whole”	which	 is	presupposed	as	given.	Both	ancient	

and	 modern	 thought	 suppose	 that	 time	 and	 movement	 would	 end	 when	 the	 whole	 is	

completed.	Here	we	want	to	ask	this	as	a	thought	practice:	if	life	corresponds	to	movement,	

could	death	be	seen	as	the	end	of	movement	and	completion	of	the	whole?	

In	this	context,	the	video	of	Sam	Taylor	Wood	showing	still	life	presents	us	death	and	

the	stillness	of	death	as	a	completed	whole.	Although	the	end	of	movement	with	the	death	

of	the	rabbit	stirs	a	feeling	of	integration,	a	little	later	we	see	the	effect	of	movement	due	to	

decomposition	 and	 only	 then	 we	 understand	 that	 such	 a	 completion	 and	 stillness	 that	

originates	from	completion	are	also	illusions.	As	such	the	stillness	originating	from	the	end	of	

life	could	also	be	seen	as	an	illusion.	In	any	case,	movement	and	therefore	life	continue	on.	

Conclusion	

We	 can	 see	 that	 Bergson’s	 philosophy	 opens	 up	 an	 incredible	 path	 for	 us.	 Time,	

which	we	tried	to	discuss	over	the	two	videos	in	terms	of	the	relation	between	movement	

and	 duration,	 creates	 a	 possibility	 for	metaphysical	 understanding.	What	 Bergson	 sees	 in	

here	 is	 the	 convergence	 between	modern	 science	 and	metaphysical	 conception.	 Bergson	

declares	 that	 this	 could	 only	 be	 grasped	 through	 intuition	 and	 this	 thought	 creates	 a	

possibility	for	the	metaphysical.	At	this	point,	the	development	of	new	technologies	and	its	

consequences	 in	visual	arts	creates	a	possibility	 for	us	 to	grasp	and	visualize	 time	 through	

intuition.	 	 It	 is	as	Bergson	says:	 “[…]	 the	movements	of	matter	are	very	clear,	 regarded	as	

images.	The	sole	difficulty	would	consist	in	bringing	forth	from	these	very	particular	images	
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the	infinite	variety	of	representations	[…]”	(Bergson,	2007:	20)	Indeed	new	visual	recording	

technologies	 present	 us	 with	 new	 possibilities	 in	 creating	 and	 understanding	 infinite	

representations.	 These	 visuals	 will	 enable	 for	 us	 new	 conceptions	 in	 the	 path	 of	

understanding	time	because	understanding	time	means	grasping	existence.	And	each	step	to	

grasp	existence	brings	us	closer	to	understanding	life.	
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Asst.	Prof.	Ceyiz	Makal	Fairclough	
Beykent	University	

	

Abstract	

Until	 the	early	1960’s	Ayazağa	was	a	village	 in	a	 rural	area	close	 to	 Istanbul	with	a	

population	 of	 under	 1000	 inhabitants.	 By	 2014	 the	 population	 had	 risen	 to	 over	 34,000,	

boosted	 largely	 by	 migration	 from	 the	 Black	 Sea	 region	 of	 Turkey.	 Since	 the	 early	 2000s	

economic	growth	in	Turkey	has	been	driven	by	construction.	This	has	been	accompanied	by	

slum	clearance	programmes	in	the	cities	and	a	rapid	process	of	gentrification.	In	Ayazağa	for	

example	there	have	been	significant	changes	in	the	social	and	ethnic	character	of	the	town,	

with	an	influx	of	middle	class	Turks	as	well	as	construction	workers	from	the	East	of	Turkey.	

This	research	project	focuses	on	the	Black	Sea	residents	of	Ayazağa	and	through	the	medium	

of	 photography,	 documents	 a	 rapidly	 changing	 landscape	 and	 the	 destruction	 of	 a	

neighborhood.	 It	 explores	 what	 role	 photography	 might	 have	 in	 developing	 an	

understanding	 of	 the	 gentrification	 process.	 The	 researcher	 became	 immersed	 in	 the	

community	and	conducted	the	project	over	two	years,	becoming	a	‘participant/observer’	in	

the	 life	 of	 the	 community	 she	 documented.	 The	 methodology	 included	 establishing	 a	

number	of	guiding	questions	to	help	focus	attention,	adapting	these	as	the	project	evolved,	

and	 drawing	 also	 on	 a	 ‘visual	 diary’	 to	 help	 critical	 reflection.	 In	working	within	 this	 very	

conservative	community,	however,	 the	most	critical	element	of	 the	methodology	 revolved	

around	 the	 process	 of	 gaining	 access,	 establishing	 trust	 and	 building	 rapport.	 	 The	

photographs	highlight	the	essentially	confrontational	nature	of	gentrification	in	Ayazağa	and	

the	stark	contrast	between	the	new	developments	and	the	old.	The	project	shows	how	the	

different	communities	try	to	keep	apart,	even	within	this	very	small	district.	In	addition,	the	

project	shows	how	photography	can	open	doors	and	allow	a	researcher	to	gain	access	and	

insights	into	a	community	that	would	otherwise	not	be	possible.		

Keywords:	Population,	Ayazağa,	Photography,	Documentary,	Migration	
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Introduction:	A	Community	in	Transition	

I	 teach	 visual	 studies	 and	 visual	 culture	 at	 the	 University	 of	 Beykent	 in	 Ayazağa,	

Istanbul.	Around	me	 there	 is	 a	 community	 in	a	 state	of	 transition,	undergoing	huge	 social	

change.	The	shacks	built	by	the	Black	Sea	migrants	who	started	coming	to	Ayazağa	over	40	

years	ago	have	started	to	disappear	following	slum	clearance	programmes,	to	be	replaced	by	

modern	blocks	of	flats	housing	middle	class	professional	Turks.	Major	building	projects	are	

all	around,	mainly	for	luxury	apartment	blocks	(see	figure	1).	

	

	
Figure	1	

	

What	used	to	be	a	small,	self-enclosed	village	on	the	outskirts	of	Istanbul,	 is	rapidly	

becoming	a	town	in	its	own	right.	This	project	focuses	on	the	situation	of	the	original	Black	

Sea	residents	and	how	they	are	coping	with	this	process	of	gentrification	and	the	dramatic	

transformation	of	their	home.	As	an	artist	and	photographer,	I	was	inspired	to	document	the	

rapidly	changing	landscape	and	the	destruction	of	a	neighborhood	and	to	find	out	whether	

photography	might	help	to	provide	some	 insights	 into	this	process	of	gentrification	and	 its	

social	consequences.	This	paper	sets	out	the	research	objectives	and	methodology,	some	of	
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the	challenges	around	undertaking	photographic	projects	within	conservative	communities	

and	some	initial	conclusions.	

The	Gentrification	ıof	Ayazağa	

Until	 the	early	 1960s	Ayazağa	was	 a	 village	 in	 a	 rural	 area	 close	 to	 Istanbul	with	 a	

population	 of	 under	 1000	 inhabitants.	 There	 was	 some	 local	 industry	 but	 the	 area	 was	

fundamentally	 rural	 and	 the	 basis	 of	 the	 local	 economy	 was	 agriculture	 and	 animal	

husbandry.	By	2014	the	population	had	risen	to	over	34,000,	boosted	 largely	by	migration	

from	the	Black	Sea	region	of	Turkey	and	more	recently	by	the	influx	of	middle	class	Turks.	By	

the	late	1990s,	Ayazağa	had	become	semi-industrialised	but	it	retained	aspects	of	its	original	

rural	character.			

The	gentrification	process	in	Ayazağa	started	with	the	construction	of	the	university	

in	1997	but	only	really	gathered	pace	in	the	2000s	when	the	economy	started	to	be	driven	

through	a	boom	 in	 construction	and	 the	growth	of	middle	 class	debt.	 This	 resulted	 in	 the	

transformation	of	many	semi-industrialised	areas	of	Istanbul	including	Ayazağa.			

Gentrification	 is	 a	 term	 first	 used	by	 the	British	 sociologist	 Ruth	Glass	 in	 1964	 and	

was	 applied	 to	 what	 was	 happening	 in	 cities	 in	 UK	 and	 US	 in	 the	 1950s	 and	 1960s;	 the	

regeneration	of	run	down	districts	of	the	city	by	the	middle	classes	resulting	in	the	working-

class	 residents	 being	 displaced.	 Early	 definitions	 of	 gentrification	 tended	 to	 relate	 back	 to	

Glass’s	original	description,	including	this	one	by	Neil	Smith	(1982:139):	

By	gentrification	I	mean	the	process	by	which	working	class	residential	neighbourhoods	are	

rehabilitated	by	middle	class	homebuyers,	landlords	and	professional	developers.	

	

Glass	drew	attention	in	particular	to	the	social	consequences	of	this	process:	

Once	this	process	of	 ‘gentrification’	starts	 in	a	district	 it	goes	on	rapidly	until	all	or	most	of	

the	original	working	 class	occupiers	are	displaced	and	 the	 social	 character	of	 the	district	 is	

changed.	(Glass	1964:	xix)	

There	is	however	a	different	type	of	gentrification	that	is	not	about	rehabilitation	of	

existing	property	at	all	but	 instead	can	be	described	as	new-build	gentrification.	 	Davidson	

and	 Lees	 (2005)	 described	 a	 new	 build	 type	 of	 gentrification	 that	 involved	 reclaimed	

industrial	land	and	so	did	not	result	in	direct	displacement.		



PARC	INTERNATIONAL	INTERDISCIPLINARITY	in	the	ARTS	SYMPOSIUMS	I:	Cinema	/	Photography 
BOOK	OF	PROCEEDINGS,	December	2017,		

ISBN:	978-605-296-478-1	

	

35	

In	Istanbul,	however,	there	is	a	further	variation	on	this	type	of	gentrification.	There	

is	 new	build	 on	 reclaimed	 industrial	 land	 but	 there	 is	 also	 a	 process	 of	 slum	 clearance	 to	

generate	space	for	luxury	apartments	which	does	involve	direct	displacement.	This	process	is	

described	by	Tolga	Islam	(2005)	as	follows:	

	

High-rise	apartment	blocks	are	constructed	on	the	land	once	occupied	by	one	or	two	storey	

squatter	 settlements,	 resulting	 in	 both	 the	 displacement	 and	 replacement	 of	 the	 squatter	

population	by	middle	and	upper	middle	income	groups.	(Islam	2005:	125).	

	

This	process	has	had	a	major	impact	on	semi-industrialised	areas	of	Istanbul	such	as	

Ayazağa	 and	 the	 resident	 populations.	 The	 appearance	 of	 Ayazağa	 started	 to	 change	

significantly	at	this	point	with	the	building	of	modern	apartment	blocks	and	improvements	in	

the	 local	 infrastructure	 including	 the	 asphalting	 of	 roads.	 As	 well	 as	 changes	 to	 the	

appearance	of	the	area,	this	building	programme	signalled	a	change	in	its	social	and	ethnic	

character,	with	an	 influx	of	middle	class	Turks	as	well	as	migrant	workers	 from	the	East	of	

Turkey.	 Despite	 the	 economic	 opportunities	 for	 the	 local	 Black	 Sea	 residents	 offered	 by	

gentrification,	there	were	also	major	challenges	to	their	way	of	life.	As	well	as	having	to	live	

alongside	 new	 neighbours	 who	 did	 not	 share	 their	 culture,	 the	 local	 residents	 were	

confronted	 with	 a	 modernisation	 process	 that	 brought	 better	 facilities	 and	 economic	

benefits	 but	 which	 also	 threatened	 their	 traditional	 way	 of	 life	 as	 well	 as	 leading	 to	

displacement.	

Aim	and	Objectives	

The	aim	and	research	objective	for	this	project	was	to	explore	what	role	photography	

might	have	in	developing	an	understanding	of	gentrification	in	Turkey.	

Gentrification	 is	 a	 complex	 socio-economic	 phenomenon.	 This	 project	 explores	 whether	

photography	can	do	more	than	just	add	context	or	a	backdrop.	Can	a	photographer	help	to	

reveal	aspects	which	would	not	be	possible	within	a	non-visual	research	approach?	

Supporting	objectives	included:	

• Document	the	transformation	of	a	city	district	and	a	community	in	transition;	

• Gain	 a	 deeper	 understanding	 of	 the	 Black	 Sea	 community	 in	 Istanbul	 and	 their	

perspective	on	the	social	impact	of	gentrification;	

• Understand	more	about	how	the	different	communities	interact	in	Ayazağa.	
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Methods,	Ethics	snd	Obstacles	

In	 considering	 the	 methodology	 for	 this	 project	 I	 drew	 extensively	 on	 Becker’s	

theories	(1978)	around	truth	 in	photography	and	took	 into	account	also	the	methods	used	

by	Charles	Suchar	who	studied	the	gentrification	of	Lincoln	Park	in	Chicago.	Suchar	refers	to	

documentary	 photography	 as	 follows:	 “I	 believe	 that	 the	 photography’s	 documentary	

potential	 is	not	 inherent	 in	photographs,	but	 rather	 lies	 in	an	 interactive	process	whereby	

photographs	are	used	as	a	way	of	answering	or	expanding	on	questions	about	a	particular	

subject.”	(Suchar,	1997:	34).	Like	Suchar,	I	established	a	number	of	guiding	questions	at	the	

start	of	the	project	to	help	focus	attention	and	adapted	these	as	the	project	evolved.	Initial	

questions	included:	

• Where	do	members	of	this	community	live,	work,	shop,	eat	and	socialise?	

• To	what	extent	do	members	of	 this	 community	mix	with	 the	other	communities	 in	

the	neighbourhood?	

Initial	 photographs	 addressed	 in	 particular	 simple	 questions	 of	where	 people	 lived	

and	 shopped.	 The	 Black	 Sea	 community	 in	 Ayazağa	 has	 grown	 steadily	 since	 the	 1960s.	

Families	built	shacks	on	common	land	and	then	laid	claim	to	that	land	and	as	the	community	

grew	 settlers	 also	 built	 basic	 apartment	 blocks	 as	well.	 The	migrants	 also	 built	 their	 own	

shops	 for	 the	 local	 community.	 The	 dry	 cleaners	 shop	 in	 figure	 2	 for	 example	 is	 run	 by	

members	of	the	Black	Sea	community	as	is	the	grocery	in	figure	3.		
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Figure	2	

	
Figure	3	

The	 new	 apartment	 blocks	 designed	 for	 middle	 class	 Turks	 include	 their	 own	 dry	

cleaners	and	grocery	(see	figure	4	and	5).	What	is	striking	here	is	the	sharp	division	between	

the	communities.		Also,	the	building	of	new	dry	cleaners	and	groceries	sends	a	signal	that	a	

new	infrastructure	for	the	new	community	is	being	developed;	it	anticipates	the	likelihood	of	
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the	 existing	 infrastructure	 disappearing	 as	 more	 and	 more	 land	 is	 taken	 over	 by	 the	

developers.		

	

	
Figure	4	

	
Figure	5	
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An	 important	 aspect	 of	 the	 methodology	 was	 the	 ‘visual	 diary’.	 The	 process	 of	

selecting	 images	 and	 writing	 up	 notes	 on	 them	 stimulated	 ideas	 about	 how	 to	 take	 the	

project	 forward.	 Keeping	 a	 visual	 diary	 helped	 to	maintain	 a	 degree	of	 critical	 distance.	 It	

enabled	 me	 to	 analyse	 whether	 the	 photographs	 were	 helping	 to	 address	 the	 initial	

questions	 raised	 and	 then	 to	develop	 the	 shooting	 script	 further.	As	 the	project	 evolved	 I	

became	 increasingly	 interested	 in	answering	questions	around	what	was	 important	 to	 this	

community	and	what	they	wanted	to	protect	and	conserve.		

Working	 as	 an	 academic	 at	 Beykent	 University,	 I	 lived	 and	 worked	 alongside	 the	

community	that	I	was	studying.	I	saw	myself	therefore	as	a	‘participant/observer’	in	the	life	

of	 the	 community	 as	 described	 by	 Hammersley	 and	 Atkinson	 (1995).	 They	 describe	 four	

possible	 roles:	 complete	 participant,	 participant	 as	 observer,	 observer	 as	 participant	 and	

complete	 observer.	 The	 participant	 as	 observer	 is	 characterized	 by	 “comparative	

involvement:	subjectivity	and	sympathy”	(Hammersley	and	Atkinson,	1995:	104).	I	spent	a	lot	

of	 time	 mixing	 with	 the	 community	 that	 I	 was	 researching,	 developing	 insights	 through	

everyday	life.	This	approach	is	strongly	endorsed	by	Becker	who,	in	referring	to	the	work	of	

some	 photographers	 says	 “By	 spending	 long	 periods	 of	 time	 among	 the	 people	 in	 the	

societies	they	studied,	these	photographers	learned	what	was	worth	photographing,	where	

the	underlying	rather	than	superficial	drama	was”	(Becker,	1981:	11).		

The	 methodologies	 outlined	 above	 helped	 to	 provide	 a	 structure	 that	 stimulated	

thought	 and	 analysis.	 However,	 for	 this	 project,	 it	 became	 clear	 that	 the	 project	 would	

succeed	 or	 fail,	 not	 on	 the	 rigorous	 application	 of	 methodologies,	 but	 instead	 on	 the	

cultivation	 of	 relationships.	 	 The	 whole	 process	 of	 gaining	 access,	 establishing	 trust	 and	

building	 rapport	was	 critical	 to	 the	 success	of	 this	project.	 I	 realized	 that	 I	would	not	gain	

sufficient	 insights	 by	 simply	 photographing	 objects	 or	 buildings.	 I	 needed	 to	 photograph	

people	and	talk	to	people	to	really	understand	the	underlying	drama	and	answer	the	critical	

questions.	Given	 the	 closed	nature	of	 this	 community,	 this	 required	 considerable	 tact	 and	

sensitivity.	 Prosser	 and	 Schwartz	 (1998)	 emphasize	 the	 importance	 of	 sensitivity	 and	 the	

need	 for	 both	 photographer	 and	 subject	 to	 feel	 comfortable:	 “Not	 only	 must	 visual	

sociologists	feel	comfortable	with	themselves	as	photographers,	they	must	also	be	attuned	

to	 the	 comfort	 levels	 displayed	 by	 subjects.	 Insensitive	 photographers…will	 damage	 the	

quality	 of	 their	 data	 and	 compromise	 their	 ability	 to	maintain	 rapport,	 a	 necessity	 if	 the	

researcher	hopes	to	remain	in	the	field”	(Prosser	and	Schwartz,	1998:	122).	I	decided	early	in	
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the	project	not	 to	use	a	digital	 recorder	 in	my	conversations/interviews	with	 the	 research	

participants.	Such	an	approach	would	have	aroused	suspicion.	Participants	were	happy	to	be	

the	 subject	 of	 academic	 research	 but	would	 not	 have	 spoken	 to	 journalists.	 The	 use	 of	 a	

digital	recorder	would	have	aroused	suspicions	about	motives.		

My	 initial	point	of	entry	 into	this	community	was	through	one	woman,	a	respected	

figure	in	the	community,	who	had	come	to	Ayazağa	from	the	Black	Sea	region	in	the	1980s.		

She	acted	as	a	gatekeeper	for	this	research	project	and	I	built	on	this	connection	to	develop	

further	 relationships	 with	 the	 women.	 I	 built	 these	 relationships	 before	 taking	 any	

photographs.	When	I	did	introduce	the	camera,	I	explained	clearly	that	my	purpose	in	taking	

photographs	was	for	an	academic	project.		

An	obstacle	I	faced	as	a	female	photographer	was	the	highly	conservative	nature	of	

Black	Sea	culture.	 	 In	order	 to	develop	a	more	rounded	understanding	of	 the	community	 I	

needed	 to	 talk	 to	 and	 photograph	 the	 men	 as	 well	 as	 the	 women.	 It	 would	 have	 been	

culturally	unacceptable	for	me	to	approach	the	men	in	the	same	way	that	I	approached	the	

women.	I	adopted	therefore	a	different	strategy	and	went	out	into	the	streets	accompanied	

by	a	male	colleague.	I	started	taking	photographs	in	the	street,	particularly	around	places	of	

work.	The	results	were	surprising	and	positive.	A	typical	interaction	would	involve	an	initial	

challenge	around	why	I	was	taking	photographs.	I	explained	that	I	worked	at	the	university	

and	was	taking	photographs	for	an	academic	project	on	the	Black	Sea	community	in	Istanbul.	

In	the	conversation	that	ensued	I	mentioned	the	women	that	I	knew	from	their	community.	

It	 usually	 turned	 out	 that	 they	 had	 some	 kinship	 with	 these	 women.	 It	 was	 possible	

therefore	 to	 develop	 a	 position	 of	 trust	 quite	 rapidly	 during	 the	 initial	 interchange.	 I	was	

invited	 then	 to	 take	photographs	within	 the	work	environment,	 accompanied	by	my	male	

colleague.		

The	ethical	approach	that	I	adopted	was	based	on	the	principle	of	collaboration	and	

was	an	integral	part	of	my	overall	methodology.	The	overriding	ethical	consideration	was	to	

ensure	 that	 no	 harm	 comes	 to	 the	 subjects	 of	 the	 research.	 This	 has	 guided	my	 thinking	

throughout	 the	 project	 and,	 as	 indicated	 by	 Pink,	 this	 has	 been	 made	 easier	 through	 a	

collaborative	 approach:	 “Anxiety	 and	 harm	 to	 informants	 can	 often	 be	 avoided	 through	 a	

collaborative	approach	to	visual	research”	(Pink,	2001:	42).	None	of	the	photographs	that	 I	

took	were	done	 covertly.	 I	 discussed	 the	project	with	 all	 the	 subjects	of	 the	 research	and	

took	into	account	any	reservations.	This	collaborative	approach	was	important	in	helping	to	
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establish	a	more	balanced	relationship.	I	wanted	to	make	sure	that	the	individuals	who	were	

participating	did	not	feel	in	any	way	exploited	by	the	process.	

Initial	Findings	and	Conclusion	

It	became	clear	that	amongst	this	community	there	were	very	mixed	feelings	about	

the	gentrification	process.	On	 the	positive	 side,	 some	 individuals	had	done	well	 financially	

from	the	development	of	the	area	and	the	infrastructure,	such	as	roads	and	transport,	had	

improved.	Gentrification	had	resulted	in	a	socially	mixed	district	but	there	was	very	limited	

interaction	 between	 the	 different	 communities.	 However,	 many	 were	 concerned	 about	

whether	they	could	hold	on	to	their	way	of	life	and	some	were	considering	leaving.		

In	 Ayazağa	 it	 is	 impossible	 to	 escape	 the	 sense	 of	 rapid	 and	 large	 scale	 change.	

Towering	over	the	locality	are	the	cranes	and	the	new	apartment	blocks	(see	figure	6).	The	

photographs	 help	 to	 reflect	 and	 explain	 how	 the	 residents	 feel	 about	 this	 process.	 Not	

surprisingly	there	was	a	sense	of	encroachment,	of	being	squeezed.		



PARC	INTERNATIONAL	INTERDISCIPLINARITY	in	the	ARTS	SYMPOSIUMS	I:	Cinema	/	Photography 
BOOK	OF	PROCEEDINGS,	December	2017,		

ISBN:	978-605-296-478-1	

	

42	

	
Figure	6	

It	is	a	very	specific	type	of	gentrification.	In	major	modern	cities	such	as	New	York	or	

London	there	would	tend	to	be	purchase	and	renovation	of	existing	property.	There	would	

usually	 be	 an	 attempt	 to	 retain	 the	 character	 in	 some	way	 of	 the	 existing	 community.	 In	

Istanbul,	there	is	no	consideration	for	the	existing	culture	and	way	of	life.	It	 is	a	process	of	

clearing	 areas,	 building	 new	 properties,	 obliterating	 the	 existing	 culture.	 There	 is	 no	

expectation	 that	 the	 new	 residents	 will	 even	 shop	 in	 the	 same	 places	 as	 the	 resident	

community.	Instead	new	shops	and	restaurants	are	built.		

The	value	of	photography	is	that	it	highlights	the	nature	of	the	gentrification	process,	

the	extraordinary	contrasts	between	the	old	and	the	new.	Also,	 it	helps	 to	give	a	sense	of	

how	 local	 residents	may	 feel	and	 therefore	opens	up	possible	avenues	of	 further	 research	

and	enquiry.	Furthermore,	it	helps	to	document	a	changing	environment	and	loss	of	way	of	

life.	
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The	main	success	factors	for	this	project	have	been	around	building	relationships	and	trust.	

This	 is	 central	 to	 working	 in	 any	 conservative	 society,	 especially	 when	 there	 is	 a	 visual	

element	to	the	project.	
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Abstract	

Although	the	notion	of	'history'	indicates	the	sum	of	what	human	beings	have	done	

in	 the	past,	more	 like,	 it	defines	an	entity	area	emerged	with	 the	 ‘Now‘	positioned	mind's	

past	interpretation.	When	you	think	about	this	way,	'history'	belongs	not	to	the	past	but	to	

the	present.	So,	the	widespread	acceptance	which	determines	that	the	history		started	with	

the	invention	of	writing	can	be	based	on	this	basis	also.	Because	the	trace	of	the	mind	and	

the	 thoughts	 can	 be	 best	 traced	 through	 the	 documents	 which	 have	 historical	 document	

quality.	Writing	was	a	powerful	invention	which	would	divide	the	past	of	mankind	into	two	

as	 prehistoric	 and	 history.	 However,	 internet	 technology,	 which	 has	 been	 widely	

experienced	by	human	beings	for	the	past	30	years,	is	driving	a	radical	change	in	the	notion	

of	classical	history	and	the	historiography.	The	most	valuable	historical	data	or	document	is	

now	seen	as	'video'.	More	importantly,	these	images	are	not	monopolized	by	anyone.	These	

are	all	open	to	everyone	on	video	sharing	and	storage	sites	at	any	time.	 In	this	article,	the	

effects	 of	 this	 new	 technological	 reality	we	witness	 to	 classical	 history	 understanding	 and	

historiography	will	be	discussed.		

	

	Keywords:	 history,	 history-writing,	 historiography,	 historiographer,	 camera,	 internet,	

YouTube,		
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Introduction	

If	 	we	will	evaluate	what	is	essentially	the	science	of	history,	how	it	defines	itself	or	

how	it		positions	itself	as	a	science	from	a	general	perspective,	the	notion	of	'human	history'	

can	 be	 understood	 in	 two	 categories	 with	 a	 basic	 distinction.	 The	 first	 one,	 as	 all	 of	 the	

things	 that	 the	human	race	has	done	 in	evolutionary	 time	from	the	 last	common	ancestor	

until	 today.	The	second	one,	can	be	understood	as	 the	historical	 field	 that	arises	 from	the	

fact	 that	 people	 start	 to	 accumulate	 knowledge	 and	 information	 about	 the	 world	 on	 a	

conventional	object	such	as	tablet,	papyrus,	and	not	just	in	the	mind,	but	outside	of	it.	With	

the	writing,	wise	shamans,	Zarathustras	of	 the	old	undated	world	which	was	ruled	by	only	

volatile	words	left	their	place	to	the	historiographers	of	the	official	history	who	sit	down	at	

the	side	of	the	king,	accountants	who	made	the	budget,	title	deputies	and	so	on.		

Many	 authorities	 agree	 that	 the	 writing	 instrument	 is	 a	 result	 of	 the	 agrarian	

revolution.	And	from	that	 time	until	 today	we	are	experiencing	a	world	 in	which	reigns	by	

the	 increasing	 dominance	 of	 writing.	 Where	 did	 we	 come	 from,	 movable	 or	 immovable	

properties	we	 own,	 our	 family,	 what	we	 believe,	 our	 crimes	 and	 penalties,	 our	 birth	 and	

death,	almost	everything	 	 is	determined	by	writing	and	 recorded.	 	Because	Historiography	

has	to	use	the	writing	it	has	taken	its	share	from	this	solid	determination.	Along	with	that	a	

new	 technology	 opens	 a	 new	 horizon	 in	 history-writing.	 	 This	 technology	 is	 phones	 with	

digital	camera	and	internet.	Power-oriented,	state-based	and	text-based	historiography	has	

to	 test	 itself	 in	 a	 radical	way	with	 this	multi-centered,	 individual	 focused	 new	 technology	

based	 on	 video-audio	 history-recording	 principles.	 Beyond	 that,	 these	 recordings	 can	 be	

uploaded	simultaneously	to	the	inter-subject	digital	space	that	every	human	being	can	reach	

anywhere	on	earth.	Digital	technology	has	turned	every	individual	into	a	potential	historical	

case	 hunter,	 chronicler.	 Historians	 now	 have	 to	 look	 back	 at	 these	 videos	 as	 a	 historical	

document.	 In	order	to	understand	the	architecture	of	 this	new	reality,	 it	 is	useful	 to	move	

forward	by	identifying	two	key	pillars.	The	first	one	is	essentially	to	correctly	analyze	which	

technology	 is	 revolutionary;	Secondly,	you	need	to	determine	the	 features	 that	distinguish	

case	 videos	which	 convert	 every	 individual	 into	 a	 chronicler	 from	millions	 of	 videos	 taken	

every	day	which	do	not	carry	historical	value.	 In	addition,	 it	 is	necessary	to	apply	a	second	

sorting	to	the	videos	we	think	are	of	historical	value	under	the	name	of	historical	documents	

and	 historical	 evidence	 categories.	 The	 passwords	 of	 this	 new	 type	 of	 history	
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writing/recording	which	is	based	on	spontaneous	digital	record	historical	cases	are	hidden	in	

these	resolutions.		

About	History	and	Historiography	

First	 of	 all,	 it	 is	 useful	 to	 mention	 different	 meanings	 and	 content	 of	 "history"	

concept.	Accordingly,	"history"	has	the	following	meanings;	

• Determination	of	a	certain	moment	in	the	past	or	in	the	future	according	to	to	a	

normative	measurement	principle.	

• The	name	of	science	that	reviews,	classifies	and	interprets	past	events	

• An	entity	field	that	contains	events	that	occurred	in	the	past.	[CITATION	Heg95	\l	

1055]	

Historical	science	starts	its	own	history	with	the	invention	of	writing	to	determine	its	

area	 in	 a	 strong	way.	 Although	 the	 spoken	 language	 is	 essential,	writing	 first	 entered	 the	

human	cultural	life	through	the	use	of	mathematical	symbols.	Writing	is	mostly	a	sequence	

of	symbols	that	fixes	the	language	of	speech	to	various	visual	symbols.	Sumerians	believed	

that	 they	developed	 the	oldest	writing	 systems,	 they	use	writing	 first	with	 the	purpose	of	

calculating	agricultural	products.	There	seems	to	be	no	objection	to	start	historiography	with	

the	 beginning	 of	 the	 use	 of	 the	 symbol	 sequences	which	 provide	 a	 coherent	 unity	within	

itself.	Historiography	 thus	means	 to	 record	 the	events	at	 a	 certain	 time	 in	a	 concrete	and	

actual	way	and	it	also	means	recording	information,	documents	and	testimonies	which	are	

believed	to	be	related	to	certain	historical	events	in	the	past.[CITATION	Toy75	\l	1055]		

Chroniclers,	Historians	and	Impartiality	

Every	trace	of	the	human	species	left	on	the	earth	-	 if	not	destroyed	and	under	the	

hand	 -	 is	 of	 historical	 character.	 And	 these	 traces,	 structures,	 documents,	works	 are	 now	

around	us.	The	historian	builds	the	history	by	interpreting	these	tracks.	All	kinds	of	writing	of	

the	 past	 can	 be	 regarded	 as	 historical	 documents	 or	 historical	 evidence.	 But	 in	 terms	 of	

historical	authority,	 they	do	not	carry	 the	same	value.	For	example,	while	 the	depiction	of	

any	incident	happening	in	the	palace	made	by	someone	who	has	proven	to	be	in	the	palace	

more	 reliable	 to	 us,	 the	 representation	 of	 someone	 outside	 the	 palace	 is	 less	 secure.	

However,	despite	all	these,	no	historical	authority	has	absolute	credibility.	Thus,	researchers	

use	 different	 sources	 and	 conduct	 comparative	 reviews	 to	 increase	 the	 credibility	 of	 the	

historical	authority	they	refer	to.[CITATION	Col	\l	1055]	
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• We	 call	 it	 a	 historian	 who	 performs	 the	 writing	 of	 history	 by	 using	 historical	

documents	 and	works	 in	 accordance	with	 the	 above	 principles	 and	 taking	 into	

consideration	the	scientific	value.	In	the	modern	sense	although	historians	do	the	

job	 of	 the	 chronicler,	 historian	 is	 the	 person	 who	 is	 trying	 to	 understand,	

interpret	and	disclose	on	the	basis	of	past	events	and	facts.	

• A	 chronicler	 is	 a	 person	 who	 sometimes	 the	 historical	 authority	 himself,	 who	

records	what	he	has	witnessed,	saw,	and	heard;	those	which	are	narrated	within	

the	time	he	is	present.		

• The	one	which	the	historian	used	to	testify	as	written	historical	text	or	personally	

is	called	the	historical	authority.[CITATION	Col	\l	1055]	

	The	chroniclers	of	ancient	times	are	generally	the	ones	who	record	what	they	have	done	in	

power,	in	the	shadow	of	power.	So,	in	fact,	the	history	they	wrote	was	"official	history".	This	

type	of	historiography	is	far	from	accomplishing	the	principle	of	neutrality.		The	acceptance	

of	neutrality	as	a	principle	took	place	after	the	nineteenth	century,	together	with	scientific	

methodological	investigations	for	historical	researches.	Hence,	the	historians	were	somehow	

record	keepers	of	official	history.	Such	factional	record	keeping	and	non-scientific	ideological	

approaches	continued	in	modern	historiography.[CITATION	Ers13	\l	1055]	

Historical	Document	and	Historical	Evidence	

Every	trace	of	the	human	species	left	on	the	earth	-	 if	not	destroyed	and	under	the	

hand	 -	 is	 of	 historical	 character.	 And	 these	 traces,	 structures,	 documents,	works	 are	 now	

around	 us.	 The	 historian	 establishes	 the	 history	 by	 interpreting	 these	 traces.	 Before	 the	

writing	emerged	as	a	cultural	product,	for	a	long	time	people	have	revealed	many	products	

on	earth.	We	can	categorize	them	under	two	headings.		

• Functional	inventions	and	tools	with	pragmatic	aims		

• Art	works,	sculptures	and	depictions	with	spiritual	aims	

All	of	 them	are	historical.	 They	can	be	considered	as	documents	 for	historical	 imagination	

with	the	aim	of	understanding	the	past.	In	fact,	spiritual	cultural	products	-	 indeed	there	is	

no	 objection	 calling	 these	 products	 as	 art	 works	 -offer	 the	 most	 accurate	 inferences	 to	

understand	 what	 people	 in	 the	 past	 think	 and	 their	 emotional	 world.	 Unfortunately,	

however,	there	are	few	pre-historic	works	like	this.	[CITATION	Adn97	\l	1055]	For	example,	

like	the	Stadel	Lion	from	about	35,000	years	ago...	
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These	works;	

• They	 provide	 a	 broad	 perspective	 for	 historical	 imagination	 and	

interpretation.	[	CITATION	Kra15	\l	1055]	

• However,	 they	 are	 not	 as	 accurate	 as	 the	 works	 bearing	 historical-literary	

character.[	CITATION	Col	\l	1055]		

According	to	this	conceptual	content,	Stadel	Lion	can	be	considered	as	archaeological	

document	 or	 archeological	 evidence,	 as	 well	 as	 historical-spiritual	 and	 even	 historical	

evidence.	But	we	cannot	say	directly	that	it	is	a	historical	document.		

Any	 kind	 of	 writing	 from	 the	 past	 can	 be	 considered	 as	 historical	 document	 and	

historical	evidence.	Nevertheless,	there	is	no	absolute	validity	of	historical	literary	products	

in	terms	of	historical	 reality	and	truth.	Writing	 is	not	the	record	of	reality.	 It	 is	a	reductive	

device	for	permanently	preserving	the	word.	Chronicler	express	whether	his	own	testimony	

or	a	narrative,	that	is	to	say,	another	person's	statement	that	he	has	accepted	as	a	historical	

authority,	 this	 transfer	 will	 be	 a	 description	 based	 on	 the	 review.	 It	 was	 downgraded	 by	

using	writing.	 It	 cannot	 be	 considered	 as	 a	 raw	 record	of	 	 historical	 reality.	 If	we	need	 to	

formulate	 this	 situation	 in	 relation	 to	 the	 writing	 of	 the	 historical	 field:	 The	 historical	

authority,	the	historical	evidence	and	the	historical	witness	are	not	together	in	a	benevolent	

manner	 in	 historical	 writings.	 Consequently,	 historical	 writings	 do	 not	 offer	 absolute	

certainty	 like	 art	 and	 technical	 products.	 This	 attribute	makes	 the	 field	 of	 historical	 being	

ambiguous	 and	 vague.	 There	 is	 a	 single	 technological	 device	 that	 removes	 this	 ambiguity.	

The	camera	which	records	reality	as	image	and	sound.	

The	invention	of	the	camera:	From	Historical	Document	to	Documentary		

The	discovery	of	the	basic	principle	of	creating	moving	images	triggered	the	invention	

of	 the	 camera.	 As	 known,	 this	 basic	 principle	 is	 based	 on	 the	 technique	 of	 successively	

photographing	 and	 displaying	 the	 moving	 object.	 This	 principle	 is	 the	 basis	 of	 classical	

cinematography.	With	the	addition	of	different	techniques	and	technologies,	a	wide	variety	

of	 moving	 images	 can	 be	 produced	 by	 applying	 this	 basic	 principle	 of	 cinematography.	

Animations	can	be	produced	by	creating	a	reality	which	is	competely	a	design	product	and	

also	fictional	disclosure	can	also	be	created	by	manipulating	reality.	Spontaneous	recordings	

can	 also	 be	 made	 without	 interfering	 with	 the	 nature	 and	 flow	 of	 reality.	 Therefore,	 re-
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presentation	of	 reality	 through	cinematography	 can	be	at	 very	different	 levels	 in	 terms	of	

authentic	/	non-authentic	or	virtual	/	non-virtual.	It	 is	possible	to	evaluate	these	levels	in	3	

basic	categories.		

• Fiction	

• Documentary	

• Spontaneous	

We	have	to	find	and	search	the	video	type	which	we	claim	to	give	certain	certainty	to	the	

ambiguous	character	of	the	historical	entity	within	these	categories.	For	this,	first	off	all	it	is	

useful	to	remember	the	first	principle	formulated	above.	According	to	this	it	is	necessary	to	

find	 out	 in	which	 videos	 historical	 authority,	 historical	 evidence	 and	historical	witness	 are	

coexisting	together.		

Fiction	

Fiction	movies	based	on	narrative	can	be	objects	or	arguments	of	historical	research.	

However,	 the	 fictional	 narrative	 is	 ultimately	 a	work	 of	 art.	 Even	 though	 it	 subjected	 any	

historical	fact,	event	or	social	atmosphere,	it	subjected	it	to	a	a	second	order	downgrading.	

Firstly,	 the	 reality	 has	 been	 downgraded	 to	 narration	 in	 such	 a	 way	 which	 will	 include	

interpretation	 of	 the	 creator	 of	 the	 film.	 Secondly,	 narration	 is	 cinematographically	

downgraded.	And	this	downgrading	was	applied	by	manipulating	reality.	In	cinematographic	

fictional	 narrative	 events,	 people	 and	 actions	 are	 designed	 by	 interpretation.	 [CITATION	

Kra15	 \l	 1055]	 These	 forms	 of	 artistic	 expression	 can	 only	 be	 attributed	 to	 the	 historical	

argument	 as	 objects	 of	 historical	 interpretation.	 Like	 every	 artistic	 expression	

cinematographic	 fictional	 narrative	 also	 conveys	 the	 character	 of	 historical	 document.	

However,	 it	does	not	have	the	historical	evidence	qualifications.	For	example,	 it	cannot	be	

evaluated	like	the	video	of	President	Kennedy's	shooting	moment.	On	the	other	hand,	even	

the	 creator	 of	 fictional	 film	 essentially	 taken	 an	 event	 which	 he	 witnessed	 as	 a	 basis,	

primarily	he	made	subjectification	by	interpreting	it	and	downgraded	it	by	using	the	fictional	

techniques	 of	 cinematography.	 Therefore	 it	 is	 not	 an	 objective	 witness.	 If	 we	 take	 the	

fictional	film	in	itself,	it	is	not	a	historical	witness	and	not	a	historical	one.	Historical	authority	

actually	is	the	creator	of	the	movie	itself	but	authority	is	not	included	in	the	movie	as	itself.	

Because	of	all	 these	reasons,	the	historical	value	of	 fiction	films	based	on	narrative	can	be	
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evaluated	just	like	all	other	art	forms.	it	does	not	have	a	level	of	certainty	which	we	look	for	

in	historical	documents.			

Documentary	

Adherence	to	reality	levels	of	documentary	filmmaking	can	vary	greatly.	For	example,	

let	 us	 consider	 the	 work	 of	 oral	 history:	 In	 such	 documentaries,	 documentary	 filmmaker	

records	the	historical	testimonies	and	rumors	of	those	whom	he	has	accepted	as	a	historical	

authority.	Documentarian	is	not	the	authority	itself.	Although	the	person	who	performed	the	

oral	history	study	personally	experienced	the	historical	event,	the	historical	event	itself	does	

not	 appear	 in	 the	 documentary	 film	 itself.	 Oral	 history	 documentaries	 are	 essentially	 the	

films	 of	 a	 past	 event	 being	 transformed	 into	 narrative.	 For	 this	 reason,	 supporting	 and	

testing	 the	 authority,	 its	 testimonies	 and	 rumors	 in	 oral	 history	 documentary	 with	 other	

arguments	 is	 important.	 The	 more	 successful	 these	 tests	 are,	 and	 then	 the	 value	 of	 the	

documentary	as	a	historical	document	increases.	But	no	matter	how	convincing	the	evidence	

for	the	testimony	of	the	authority	is,	this	does	not	make	the	film	historical	evidence	as	itself.	

Because	 the	 historical	 event	 discussed	 above	 is	 a	 thing	 of	 the	 past.	 So,	 when	 the	

documentary	 film	 is	 accompanied	 by	 historical	 events,	 when	 present	 in	 the	 film	 itself	

increases	 the	 level	 of	 certainty	 of	 the	 film	 as	 a	 historical	 document	 and	 gives	 historical	

document	quality	to	the	film.	In	such	documentary	films,	the	documentary	filmmaker	enters	

into	the	social	or	 individual	situation	which	he	has	already	examined	and	decided	to	make	

the	documentary	and	joins	them	and	makes	the	movie.	For	example,	he	participates	in	the	

life	 of	 an	 endemic	 society	 anywhere	 in	 the	 world	 and	 creates	 the	movie	 by	 keeping	 the	

intervention	 to	 reality	 at	 the	 lowest	 level.	 Such	 documentary	 films	 have	 a	 high	 level	 of	

certainty	 as	 historical	 documents.	 The	 film	 itself	 carries	 the	 character	 of	 an	 historical	

witness.	Because	the	camera	itself	is	in	the	incident.	On	the	other	hand,	these	documentary	

films	can	also	be	considered	as	proof	of	the	situation	in	which	they	are	filmed.	The	historical	

authority	here	is	the	situation	in	which	film	is	taken	and	the	actors	of	this	situation.	The	less	

the	 interference	 with	 the	 situation	 and	 the	 actors,	 the	 greater	 the	 reliability	 in	 terms	 of	

historical	 authority.	 At	 this	 point,	 there	 is	 a	 significant	 handicap	 for	 such	 documentaries.	

Because	the	level	of	interference	is	never	absolutely	calculated	by	the	audience.	This	is	why	

the	 reality	 of	Neil	 Armstrong's	walking	on	 the	moon	movie	 in	 1969	 still	 debated	by	 some	

people.	Here	a	 fundamental	ontological	aspect	of	 the	documentary	 film	arises.	 In	order	 to	
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understand	this,	it	 is	first	necessary	to	determine	the	difference	between	the	situation	and	

the	 event.	When	 the	 documentary	 filmmaker	 decided	 to	witness	 a	 social	 history	with	 his	

camera	at	least	he	is	sure	about	this:	"The	event	will	continue	when	I	go	to	the	place	where	

the	incident	occurred."	Hence,	the	events	which	are	happening	suddenly	or	are	taking	short	

time	soon	will	become	not	accessible	for	the	documentary	filmmaker.		

To	be	accessible	to	the	documentary	filmmaker,		

• events	must	either	repeat	themselves	in	a	loop		

• or	be	known	in	advance.	

For	 example,	 since	 the	 way	 a	 tribe	 lives	 in	 Tibet	 is	 based	 on	 repetitive	 events,	

documentary	filmmaker	can	plan	to	shoot	the	film	now	or	 later.	Because	repetitive	events	

have	brought	a	situation.	On	the	other	hand,	for	the	US	Army	documentary	filmmaker	who	

knows	 the	 Hiroshima	 atomic	 bomb	 will	 be	 thrown	 and	 assigned	 to	 film	 this	 event	 this	

historical	event	has	gained	a	status	quo.	Because	he	has	the	knowledge	of	what’s	going	to	

happen	and	where	it’s	going	to	happen.	Whereas,	the	documentary	filmmaker	who	took	the	

film	of	the	children	who	flee	naked	with	burn	marks	on	their	body	after	the	napalm	bomb	in	

Vietnam,	is	an	actor	of	the	living	event.	What	makes	him	different	from	the	others	is	simply	

the	camera	he	carries.		

Spontaneous	

Today,	 almost	 every	 individual	 lives	 with	 their	 camcorder	mobile	 phones	 that	 can	

capture	 extremely	 high	 quality	 moving	 images	 in	 their	 pocket.	 People	 use	 this	 device	 to	

record	 their	 daily	 lives.	 But	 it	 also	 has	 other	 possibilities	 to	 which	 it	 is	 superior.	 In	 fact,	

mobile	phones	with	cameras	have	made	everybody	a	chronicler	of	their	own	surroundings.	

Events	with	historical	value	of	course	they	do	not	occur	very	often.	However,	in	the	event	of	

such	an	incident,	witnesses	take	out	their	mobile	phones	and	record	it.	This	behavior	is	not	

acquired	by	professional	 formation.	 It	 is	more	 intuitive	or	motor	behavior.	The	reasons	for	

this	behavior	can	of	course	also	be	examined.	 In	spontaneously	recorded	events	the	video	

itself	 carries	 the	quality	of	an	evidence.	Recording	when	an	event	occurs	means	 to	 record	

one's	own	witness	while	recording	the	video	and	that	gives	the	video	a	witness	qualification.	

Same	 situation	 is	 valid	 for	 the	 historical	 authority.	 In	 spontaneous	 records	 of	 historical	

events,	 historical	 evidence,	 historical	 witness	 and	 historical	 authority	 are	 together.	 Such	

records	are	the	most	objective	form	of	historical	documentation.		
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Internet	as	a	Historical	Threshold	in	History-Writing	

The	invention	of	the	camera	has	undoubtedly	provided	a	new	possibility	for	historic	

documentation	to	break	the	dominance	of	the	writing.	However,	this	new	miraculous	device	

has	 not	 succeeded	 in	 removing	 historical	 documentation	 from	 the	 field	 of	 political	 power	

and	has	often	been	the	basic	technological	tool	of	supporting	propaganda.	The	invention	of	

electronic	 camera	 and	 television,	 the	 development	 of	 terrestrial	 video	 and	 audio	

broadcasting	has	 also	 supported	 this	 process.	 Every	 film	 carrying	 the	document	 attributes	

which	was	 shown	 on	 screens	 or	 in	 the	 halls	was	 a	 strategic	 statement	 of	 political	 power.	

Even	it	was	the	movie	taken	by	General	Eisenhower	when	he	enters	the	collection	camps	of	

the	Nazis,	it	was	still	like	that.	The	camera	has	turned	into	a	social	manipulation	device	in	the	

hands	 of	 power.	 Taking	 this	 into	 consideration,	 it	 may	 be	 misleading	 to	 consider	 the	

invention	 of	 the	 camera	 as	 a	 historical	 threshold	 in	 terms	 of	 history	 writing	 and	

documentation.	Let's	add	that	the	strong	domination	of	political	power	continues	today.	The	

radical	 change	 of	 this	 situation	 can	 only	 be	 achieved	 by	 providing	 the	 following	 two	

conjunctural	conditions.	Of	course,	these	conditions	are	necessary	but	may	not	be	enough.		

• First	of	all,	the	videos	which	have	the	characteristics	of	historical	documents	must	

be	 removed	 from	 the	 production	 and	 control	 area	 of	 the	 political	 power,	 the	

state	with	its	concrete	name	as	a	commodity.	

• Secondly,	these	videos	need	to	be	accessible	to	everyone.		

The	 first	 condition	 was	 provided	 to	 a	 large	 extent	 by	 the	 invention	 of	 the	mobile	

phones	with	cameras.	The	second	condition	 is	possible	with	 internet	 technology.	Although	

the	invention	of	the	camera	has	altered	the	ontological	nature	of	historical	documentation,	

this	 new	 kind	 of	 internet	 is	 an	 internet	 that	 provides	 a	 space	 between	 subjects	 and	

audiovisual	documents.	In	normal	conditions,	these	videos	which	will	be	in	the	possession	of	

political	power	as	a	commodity	are	nationalized	through	the	 internet.	These	videos,	which	

are	uploaded	to	video	storage	sites	such	as	YouTube,	derive	 the	historical	asset	area	 from	

being	a	lifeless,	vague	and	dark	area	under	the	rule	of	writing.	Even	the	mediocre,	popular,	

everyday	videos	will	be	future	reference	sources	to	understand	the	spiritual	atmosphere	of	a	

particular	 period	 of	 history.	 It's	 like	 the	 experience	we've	 seen	when	we	 look	 at	 real	 life	

videos	of	the	past	to	understand	1970s.		
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Here	are	some	historical	documentary	videos	you	can	find	on	the	internet:	[CITATION	Sel12	

\l	 1055]	Gaddafi's	 capture	 images,	 Kennedy's	murder	moment,	 Hitler's	 rallies	 for	millions,	

September	11th,	Nuclear	bomb	experiments,	Hiroshima	and	thousands	more	...	Let	us	also	

imagine	 the	 following	videos:	Galileo's	 court	 images,	Pir	 Sultan	Abdal's	execution	pictures,	

Caesar's	funeral,	Views	from	the	Council	of	Iznik	A.D.	325,	The	images	of	Jesus'	crucifixion.	

Conclusion	

In	 the	 19th	 and	 20th	 centuries,	mankind	witnessed	 the	 state	 institution	 becoming	

more	powerful	and	more	interventionist	and	controller.	Social	institutions	such	as	education,	

sexuality,	family,	religion,	which	the	state	has	been	less	involved	in	the	past,	have	also	come	

under	the	government's	umbrella	of	power.	They	were	reshaped	and	disciplined	for	political	

purposes.	 We,	 those	 who	 have	 experienced	 the	 first	 quarter	 of	 the	 21st	 century,	 are	

observing	that	this	dominance	is	increasing.	Hence,	it	is	essentially	a	historical	necessity	that	

every	new	technology	causes	a	change.	 	But	 it	 is	still	 the	political	power	which	determines	

the	direction	of	 this	 change	and	 it	 is	 the	economic	 infrastructure	 that	 is	 shaped	upon	 this	

power.	 Modern	 mobile	 phones,	 cameras	 used	 for	 various	 purposes	 and	 internet	 have	

changed	 the	 ontological	 structure	 of	 the	 historical	 field	 and	 these	 may	 have	 carried	

historiography	to	a	pluralistic,	 inter-subjective	extension.	However,	 it	has	not	succeeded	in	

removing	 it	 from	 the	 political	 power	 completely.	 Although	 YouTube	 is	 at	 the	 tip	 of	 our	

fingers	 as	 a	 vast	 expanse	 of	 visual	 and	 auditory	 history,	 it	 is	 important	 to	 note	 that	 host	

systems	and	servers	are	located	in	various	states	of	the	United	States.		
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Abstract	

	 When	 color	 made	 its	 way	 into	 the	 art	 of	 cinema,	 in	 many	 places	 of	 the	 world,	

especially	 in	 Hollywood	 (USA),	 the	 passion	 for	 storytelling	 and	 representing	 reality	 –

resemblance-	 caught	 a	 new	 flame.	 As	 color	 became	 one	 of	 the	 fundamental	 components	

that	 facilitate	 cinematographic	 expression	 and	 meaning,	 artists	 set	 out	 on	 a	 pursuit	 for	

thought	and	form.	In	a	way,	the	art	of	cinema	entered	a	new	era	in	which	its	relationship	to	

other	 arts	 had	 to	 be	 considered	 -as	 in	 theater,	 for	 instance-	 together	 with	 the	 art	 of	

painting—what	color	brings.	Japanese	film-maker	Akira	Kurosawa	is	among	these	artists	who	

made	 color	 the	 mystery	 and	 characteristic	 of	 his	 emotional	 and	 intellectual	 life	 and	 his	

movies,	as	well	as	Peter	Greenaway,	who	is	recently	better	known	for	his	rather	modernist	

movies.	 The	 “painting-color”	 that	 appears	 to	 be	 the	 source	 of	 the	 creative	 power	 and	

interpretation	of	both	artists,	or	as	in	the	work	of	directors	such	as	Michelangelo	Antonioni	

who	put	the	spotlight	on	the	“emotional	sterilization	of	modern	society,”	color	has	become	

the	 visual	 symbol/representation	 that	 conveys	 the	 social-psychological	 entrapment,	 the	

dreams	 and	 hopes,	 or	 lack	 of	 communication	 of	 humans.	 This	 paper	 discusses	 through	

certain	examples	the	various	consequences	of	color	and	its	qualities.	

Keywords:	Cinema,	Color,	Representation	
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Introduction	

Eighty	 per	 cent	 of	 the	 colors	we	 see	 around	 us	 and	 that	 have	 an	 effect	 on	 us	 are	

visual	and	though	they	speak	to	our	inner	world,	they	are	of	this	world	and	even	though	they	

do	 not	 exist	 in	 our	 reality,	 we	 are	 reminded	 of	 them	 through	 the	 art	 of	 cinema.	 For	 this	

reason,	even	in	the	time	of	black	and	white	movies,	film	directors	wanted	to	add	color	to	the	

scenes.	 Georges	Melies’	 1902	movie,	 A	 Trip	 to	 the	Moon,	 or	 Edwin	 S.	 Porter’s	 The	Great	

Train	Robbery,	scenes	were	painted	one	by	one	using	thin	paint	brushes.		

	

	
	

Griffith,	who	has	contributed	greatly	to	the	art	of	cinema,	uses	color	to	differentiate	

four	 stories	 in	 his	 movie	 Intolerance	 (1918).	 In	 Battleship	 Potemkin,	 Soviet	 director	

Eisenstein	 paints	 the	 flag	 red.	 Again,	 director	 VonStroheim	depicts	 certain	 objects	 gold	 to	

emphasize	the	power	of	money	in	Greed	(1923).	(Büker,	1985:43)	

	 As	 in	 the	 beginning	 of	 the	 1900s	when	 color	was	 introduced	 to	movies,	 we	 see	 a	

similar	desire	 to	 increase	the	dramatic	effect	 in	 the	1930s	when	color	movies	began	to	be	

the	norm.	For	 instance,	 in	The	Wizard	of	Oz,	 the	real	world	 is	colorless	and	pale	while	the	

world	 Dorothy	 has	 entered	 is	 colorful	 in	 order	 to	 add	 to	 the	 dramatic	 effect.	 This	 desire	

reflected	in	movies	goes	back	thousands	of	years	in	the	art	of	painting.	Color,	which	is	used	

for	narration,	facilitates	the	world	being	determined	–or	understood-	in	its	own	reality.	

	

	

	

 1. A Trip to the Moon (1902),  
Georges Méliès   

2. The Great Train Robbery (1903),  
Edwin S. Porter  
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Color	in	Art	

As	evidenced	by	the	color	paintings	on	the	walls	of	Chauvet	Cave	in	South	of	France	

or	 the	city	of	Malaga	 in	Spain,	mankind	has	used	color	 for	43,000	years.	From	the	time	of	

cave	paintings	to	Renaissance,	color	has	been	a	decorative	element	on	various	areas.	

A	different	approach	is	observed	in	great	Spanish	painter	Velasquez’s	(1599-1660)	portraits.	

For	instance,	a	scene	in	"The	Weavers,"	–the	Santalsabel	rug	factory	in	Madrid–	there	is	little	

light	 and	 dark	 colors	 surround	 the	 weavers,	 whereas	 royalty’s	 dress	 is	 pink,	 the	 color	 of	

happiness.	 Parting	 with	 tradition	 is	 not	 easy.	 Claude	 Monet	 (1840-1926),	 who	 looks	 to	

nature,	 is	 rejected	 by	 the	Academy	on	 the	 grounds	 that	 his	 paintings	 ignore	 details	while	

critics	 disapprove	 of	 his	 work.	 In	 the	 end,	 Impressionism	 wins.	 This	 victory	 owes	 to	

photography,	which	did	away	with	the	fascination	with	realistic	depictions.		

Van	 Gogh	 turned	 over	 a	 new	 chapter	 with	 his	 distortion	 of	 reality,	 inaccurate	

depiction	of	perspective	and	his	use	of	pure	colors	with	straight	brush	strokes	that	invoked	

emotions.	 In	Germany,	as	 in	Art,	expressionism	also	emerged	as	a	means	of	storytelling	 in	

cinema.	The	first	expressionist	film,	Robert	Wine’s	1919	production	Doctor	Caligari’s	Cabin	is	

such	an	example.	The	use	of	black,	white,	and	gray	 facilitated	color	associations	and	 light-

and-dark	 effects.	 This	whole	 process	 leads	 to	Modern	 Art	 but	 the	 quest	 for	 touching	 the	

psyche	with	colors	goes	on	to	movies,	as	well.	

An	example	to	this	are	the	films	of	Michelangelo	Antonioni,	the	1960’s	director	who	

portrayed	 the	 “emotional	 alienation	 of	 modern	 society.”	 In	 his	 movies,	 color	 is	 a	 visual	

symbol/representation	 in	 narrating	 the	 socially-psychologically	 trapped	 human,	 his	 hopes	

and	dreams,	and	 the	 lack	of	communication.	For	 instance,	 in	Antonioni’s	 Il	Desorto	Rosso,	

1964,	Giuliana	tells	his	son	the	story	of	a	girl	who	lives	on	an	island.	In	this	scene,	the	colors	

are	lively	and	bright.	The	sea	is	green,	the	sky	is	blue,	and	the	beach	is	golden.	

Oğuz	 Makal,	 Ph.D.,	 explains	 that	 in	 Il	 Deserto	 Rosso	 (1964),	 inspired	 by	 German	

philosopher	Georg	Wilhelm	 Friedrich	Hegel’s	work	 on	 light	 and	 color,	 is	 one	 of	 the	major	

directors	of	modern	cinema.	Michelangelo	Antonioni	selected	symbolic-semantic	colors	and	

in	his	own	words,	did	not	change	the	colors	but	strived	to	draw	from	them.	Also	according	to	

Secil	 Buker,	 Ph.D,	 “Colors	 are	 subjective	 in	 Il	Deserto	Rosso.	 In	 the	majority	of	 the	movie,	

reality	was	reflected	through	the	lens	of	a	neurotic	woman.’’	(Makal	2014:88)	
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Indeed,	 Il	Deserto	Rosso	 seems	 to	have	born	out	of	 colors.	As	Buker	 states,	 in	 this	

film,	 colors	 do	 not	 support	 the	 scenery	 but	 become	 the	 scenery	 itself.	 The	 color	 yellow	

depicted	 by	 Antonioni	 or	 the	 yellow	 smoke	 coming	 out	 of	 the	 factory	 depicts	 the	

deterioration	of	nature.	At	the	same	time,	yellow	smoke,	or	the	color	yellow,	symbolizes	the	

deterioration	and	decay	in	the	world.	(Büker	1985:54)	

A	 more	 recent	 example,	 Seven,	 a	 1995	 movie	 directed	 by	 David	 Fincher,	 depicts	

tension	 and	 violence	 in	 rust-colored	 hues	 as	 well	 as	 constant	 rain	 and	 dark,	 anxious	 and	

perturbed	spaces.	

Color	in	the	Interaction	of	Cinema	and	Art	

Buker	states	that	Eisenstein	defends	the	artist’s	use	of	color	in	any	way	he	wants	and	

explains,		

[…]	 despite	 the	 initially	 arbitrary	 relationship	 between	 color	 and	 content,	 the	 way	 artist	

arranges	them	can	turn	this	 relationship	 into	a	systematic	 relationship.	Eisenstein	does	not	

wish	to	limit	the	creative	power	of	the	artist.	Thus,	he	is	against	a	dictionary	for	the	meanings	

of	colors	based	on	compromises.	(Büker	2010:62)	

For	this	reason,	Eisenstein	praises	Van	Gogh	and	Gaugin	for	the	relationship	color	has	

created	with	content	and	theme,	while	criticizing	Kandinsky’s	theater	and	music	composition	

Yellow	Sound	for	completely	separating	stylistic	elements	from	content.	

Having	freed	itself	from	merely	acting	as	a	decorative	element	to	become	the	stuff	of	

creativity,	‘color’	has	also	shown	in	the	art	of	cinema	that	the	colorization	of	the	movie	is	not	

its	 only	 function.	 Additionally,	 “aside	 from	 these	 virtually	 universal	 influences,	 localized	

meaning	 and	 influencesbeyond	 these	 are	 also	 present,	 drawing	 from	 the	 culture	 in	which	

they	are	present.”	(Makal	2014:141)			

 4.Il deserto rosso (1964), 
Michelangelo Antonioni 

 3.Il deserto rosso (1964), 
Michelangelo Antonioni 
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For	 instance,	 while	 in	 Western	 culture	 the	 color	 black	 symbolizes	 mourning,	 in	

Eastern	cultures	mourning	is	expressed	through	the	color	white.	However,	in	his	1938	movie	

Alexandre	 Nevsky,	 Eisenstein	 relates	 white	 with	 cruelty	 and	 opression,	 and	 black	 with	

heroism	and	patriotism.	Eisenstein	contends	that	color	is	used	in	relation	with	content	and	

theme.	Modern	cinema	reflects	this	view.	

While	 the	general	meaning	of	 color	 is	determined	by	 culture,	we	also	 come	across	

various	 meanings	 cultures	 determine.	 As	 Buker	 states,	 “because	 elements	 of	 function	

(narration	and	content)	are	independent	of	one	another.	For	this	reason,	red	might	take	on	

different	meanings	in	Fellini’s,	Hitchcock’s,	or	Visconti’s	movies.”	(Büker	2010:80)	

Color	and	Representation	in	Cinema	

According	 to	 Rodolf	 Arnheim,	 the	 meaning	 of	 color	 might	 depend	 on	 content.	 In	

Nikolay	Ekk’s	first	color	movie,	Buker	comments,		

[…]	 a	 boy	 watches	 a	 girl,	 the	 girl	 is	 scared,	 she	 signals	 that	 she	 does	 not	 want	 him,	 the	

director	 focuses	 on	 the	 girl’s	 eyes.	 The	 color	 of	 the	 girl’s	 eyes	 changes	 according	 to	 her	

feelings.	(Büker	2010:	61)	

An	example	of	colors	reflecting	emotional	states	is	the	actor	always	wearing	white	in	

the	movie	The	Crouching	Tiger	and	The	Hidden	Dragon	as	the	actor	in	white	is	seen	wearing	

red	after	he	has	fallen	in	love.	

In	 this	movie,	 red	 symbolizes	 love,	which	 is	 also	 universally	 accepted.	 But	 the	 same	 color,	

red,	 is	 interpreted	 differently	 by	 director	 Shyamalan.	 In	 the	 movie	 Sixth	 Sense,	 certain	

objects	are	especially	depicted	in	red.	(Özcam,	2016:)	

On	 the	 other	 hand,	 Godard,	 who	 is	 the	 leading	 director	 of	 the	 French	 New	Wave	

Cinema,	 “departed	 from	 the	 culturally	 agreed	 universal	 symbolisms	 of	 colors,	 choosing	 to	

reintroduce	 the	 meanings	 he	 wished	 through	 colors.”	 (Sözen,	 2003:106)	 Godard’s	 view	

resulted	in	new	and	different	approaches	to	cinema.	

Looking	at	Movies	through	Color	as	an	Example	

Since	 we	 have	 previously	 looked	 at	 II	 Deserto	 Rosso,	 Zabriskie	 Point	 is	 chosen	 as	

another	illustration.	Zabriskie	Point’s	opening	credits	feature	light	and	dark	hues	of	yellow.	

Black	symbolizes	death,	red	symbolizes	action,	and	green	symbolizes	life.	The	movie’s	male	

protagonist	Mark’s	 truck	and	 the	 seats	of	 the	airplane	he	 later	 steals	are	 red.	The	car	 the	

young	 girl	 drives	 are	 green.	 Mark	 throws	 a	 red	 night	 gown	 down	 to	 the	 girl	 from	 the	
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airplane.	 Then	 the	 two-young	 people	 hide	 behind	 a	 red	 restroom	 building	 in	 the	 Death	

Valley	to	hide	from	the	police.	(Yeres,	2006:33)	Red	signals	a	break	point	for	a	person	as	well	

as	imminent	danger.	On	colors,	Antonioni	comments,	“I	do	not	only	change	colors,	but	I	try	

to	utilize	them	also.”	(Yeres,	2006:33,34)	

	 Japanese	director	Akira	Kurosawa	starts	out	by	creating	large	scale	paintings	of	many	

of	the	movie	scenes	prior	to	the	movie	itself,	depicting	all	the	colors,	scenery,	perspective,	

and	composition	later	to	be	reflected	in	the	movie.	Dreams,	Yume,	Madadayo,	Kagemusha,	

and	 Ran	 come	 to	 mind	 as	 examples.	 “The	 colors	 used	 in	 the	 films	 of	 Kurosawa	 have	

impressionist	tendencies	as	well	as	expressionist	values.	For	instance,	inthe	fox	wedding,	in	

The	Tunnel,	the	red	color	reflected	in	the	tree	on	Fuji,	the	tunnel,	and	the	radioactive	clouds	

have	a	strong,	dynamic,	exciting	and	provocative	effect,	drawing	the	attention	of	the	viewer.	

(Akdemıṙ	-	Yıldız	İlden,	2005:	51)	

	
British	producer	Peter	Greenaway’s	movie	 “The	Cook,	The	Thief,	His	Wife,	and	Her	

Lover”	takes	place	 in	a	restaurant	for	nine	nights.	The	entirety	of	the	movie	 is	shot	 in	four	

places:	 the	 restaurant’s	 parking	 lot,	 kitchen,	 dining	 hall,	 and	 restroom.	 Each	of	 these	 four	

spots	were	chosen	to	signify	a	different	moral	lesson.	The	parking	lot,	depicted	in	shades	of	

blue,	 symbolizes	 the	 indifference	 and	 cruelty	 of	 the	 outer	world.	 The	 kitchen,	 depicted	 in	

shades	of	gray,	emphasizes	that	existence	serves	basic	needs.	The	dining	hall	is	all	red,	which	

symbolizes	 the	efforts	of	man	 to	hide	all	 simple	needs.	The	 restroom,	which	 is	maybe	 the	

only	place	where	man	is	alone	and	truly	himself,	is	all	white,	and	symbolizes	sexual	feelings.	

	

6. Dreams (1990) , 
Akira Kurosawa 

5. Dreams (1990) , 
Akira Kurosawa 
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	 In	 Krzystof	 Kieslowski’s	 Three	 Colors:	 Blue,	White,	 Red	movies,	 the	 colors	 and	 the	

symbolic	meanings	with	which	they	are	associated	signify	the	colors	of	the	French	flag	and	

freedom,	equality,	and	fraternity	embodied	in	the	flag.	A	known	meaning	of	blue	is	freedom.	

The	director	has	symbolized	equality	through	the	theme	of	the	movie.	(Çöloğlu,	155-172)	

Conclusion	 	

	 As	 the	 art	 of	 cinema	 advanced,	 modern	 directors/artists	 used	 color,	 a	 means	 of	

expression,	to	create	meaning	and	not	just	to	colorize	the	scenes.	

Büker	contends	that	Van	Gogh	self-expresses	better	through	colors	and	quotes	Van	

Gogh,	“instead	of	painting	an	exact	replica	of	what	I	have	seen,	to	communicate	myself	more	

powerfully,	 I	used	color	without	a	 reason.”	 (Büker	2010:80)	This	does	not	apply	 to	cinema	

artists,	as	it	is	only	possible	for	them	to	use	color	without	a	reason	in	experimental	movies,	

and	it	is	not	a	frequent	occurrence.	

Thus,	 as	 in	 art,	 the	 use	 color	 has	 successfully	 strengthened	 the	 impact	 of	 the	

narrative	as	an	expressive	and	symbolic/representative	for	the	art	of	cinema.	

To	quote	 from	Antonioni	once	again	 to	emphasize	 the	 importance	and	meaning	of	

color:	“I	do	not	only	change	colors,	but	I	try	to	utilize	them.”	Thanks	to	color,	as	a	means	of	

narration,	becoming	one	of	the	fundamental	elements	that	make	cinematographic	narration	

and	meaning	possible,	cinema	continues	to	open	up	venues	for	artists	to	create	the	different	

worlds	in	their	imaginations	–despite	numerous	technologies.	

	 	

	

33-34. The Cook, the Thief,  
His Wife & Her Lover (1989)  
Peter Greenaway   
(Restuarant) - (Parking Area) 

34-35. The Cook, the Thief,  
His Wife & Her Lover (1989)  
Peter Greenaway   
(Kitchnen) -  (Toilet) 



PARC	INTERNATIONAL	INTERDISCIPLINARITY	in	the	ARTS	SYMPOSIUMS	I:	Cinema	/	Photography 
BOOK	OF	PROCEEDINGS,	December	2017,		

ISBN:	978-605-296-478-1	

	

61	

	

	

	

	

	

	

	

	

	

	

	

	

	

	

	

Works	Cited	

Akdemir,	E	&	Yıldız	İ.	S	.	(2016).	Akira	Kurusawa	as	a	Painter-Director	and	the	Movie	

	 Dreams.	ODUSocialSciencesResearch	Magazine	(ODÜSOBİAD),	6	(14),	105-129.	

	 http://dergipark.gov.tr/odusobiad/issue/27560/289964	

Büker,	S.	(2010)	Meaning-Making	in	Cinema.	İstanbul:	Hayalbaz	Books.	

Çöloğlu,	D.	Ö.	Color	as	theProcess	of	Meaning-Making	in	Cinema	and	KrzystofKieslowski's	

"Three	Colors:	Blue,	White,	RedTrilogy”	KİLAD-Kocaeli	UniversityFaculty	of	Communications	

Research	Magazine,	P:8	(2006),	P:155	

Makal,	O.	Yıldız,	S.		Çelikcan,	P.	Güngör,	A.	Ş.	Vardar,	B.	Ergül,	R.	R.	Maral,	A.	AYTEKİN,	H.	

Eroğlu,	İ.	(2014).	The	Language	of	Cinema,	Creators	of	the	Silver	Screen.	İstanbul:	Su	

Yayınları.	

Özcan,	B.	(2016)	SymbolicMeanings	of	Colors	in	Movies.(http://barisozcan.com/filmlerdeki-

	 renklerin-sembolik-anlami/)	Accessed	on	01.04.2017.	

Sözen,	M.	(2003).	Color	in	Cinema	Symbolic	Meanings.	Ankara:	Detay	Publishing.		

Yeres,	A.	(2006)	A	Michelangelo	Antonioni	Book,	İstanbul:	Es	Publishers.	

	



PARC	INTERNATIONAL	INTERDISCIPLINARITY	in	the	ARTS	SYMPOSIUMS	I:	Cinema	/	Photography 
BOOK	OF	PROCEEDINGS,	December	2017,		

ISBN:	978-605-296-478-1	

	

62	

	

Reading	the	Image	of	Saint	Sebastian		

in	the	Art	of	Derek	Jarman	and	Robert	Mapplethorpe	in	the	Queer	Context	
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Abstract	

In	 the	 history	 of	 visual	 culture,	 several	 figures	 had	 different	meanings,	 which	 had	

changed	 for	centuries	 through	their	association	with	 the	social	or	artistic	contents	of	 their	

period.	Some	studies	were	made	 in	 the	19th	century	on	the	proximity	of	photograph	with	

moving	 image,	 and	both	 technical	 and	 contextual	 relationships	between	photography	 and	

cinema	were	addressed.	 Two	 significant	homosexual	 artists	 from	 the	near	history,	namely	

Derek	Jarman	and	Robert	Mapplethorpe	not	only	showed	the	LGBT	existence	in	their	works,	

but	 also	 reflected	 various	 problems	 experienced	 by	 the	 homosexual	 individual	 in	 the	

historical	 and	 social	 contexts.	 Jarman’s	movie	 Sebastiane	 dated	 1976	 and	Mapplethorpe’s	

polaroid	photograph	series	Bondage	dated	1974	are	the	works	created	through	the	image	of	

St.	Sebastian;	the	concepts	of	suffering,	eroticism,	pain	and	resistance	have	a	direct	visuality.	

Keywords:	Queer,	Cinema,	Photography,	LGBT,	Derek	Jarman,	Robert	Mapplethorpe	
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Reading	 the	 Image	 of	 Saint	 Sebastian	 in	 the	 Art	 of	 Derek	 Jarman	 and	 Robert	

Mapplethorpe	in	the	Queer	Context	

In	 the	 history	 of	 visual	 culture,	 several	 figures	 had	 different	meanings,	 which	 had	

changed	 for	centuries	 through	their	association	with	 the	social	or	artistic	contents	of	 their	

period.	Some	studies	were	made	 in	 the	19th	century	on	the	proximity	of	photograph	with	

moving	 image,	 and	both	 technical	 and	 contextual	 relationships	between	photography	 and	

cinema	 were	 addressed.	 Many	 figures	 in	 the	 history	 or	 art	 were	 constructed	 in	 the	

photographic	 image	over	and	over,	and	gained	new	meanings	and	were	 transformed	with	

the	 effect	 of	 optical	 reality.	 Frederick	 Holland	 Day’s	 works	 on	 Christianity	 are	 among	 the	

earliest	 unique	 examples	 of	 the	 history	 of	 photography.	 Among	 these	 studies,	 Saint	

Sebastian	 created	 a	 new	 representation	 with	 its	 construction	 and	 content,	 and	 the	

homoerotic	 transformation	 it	 started	 to	 bear	 was	 noticed	 even	 in	 the	 period	 when	 the	

photograph	was	shot.	Had	taken	part	for	centuries	in	the	history	of	art	as	a	sacred	figure,	the	

saint	 turned	 into	 a	 figure,	 which	 starts	 to	 bear	 eroticism	 far	 more	 explicitly	 with	 the	

photograph.	However,	in	addition	to	this	eroticism	of	Saint	Sebastian,	it	continues	to	ensure	

representation	of	suffering	as	well,	and	this	representation	found	its	place	in	several	works	

of	art	bearing	the	spirit	of	the	20th	century	LGBT1	activism.			

Depicted	 by	 several	 artists	 so	 far,	 St.	 Sebastian	 is	 seen	 in	 different	 disciplines	

including	painting,	photography,	cinema,	sculpture	and	contemporary	art.	One	of	the	most	

well-known	 St.	 Sebastian	works	 in	 the	 history	 of	 art	 is	 the	 painting	 by	 Peter	 Paul	 Rubens	

dated	 1618	 (Image	 1).	 In	 this	 work	 from	 the	 Baroque	 period,	 the	 figure	 with	 a	 partially	

different	body	 language	than	its	precedents	reflect	pain	and	suffering	on	the	expression	 in	

accordance	with	 the	curved	 form	of	 the	body.	Not	only	St.	Sebastian’s	body	 language	and	

expression,	 but	 also	 the	 cloth	 covering	 his	 genital	 area	 changed	 over	 time.	 The	 way	 of	

covering	seen	in	Rubens’	painting	has	a	more	erotic	form.	Arrows	stabbed	on	the	muscular	

body	and	 led	 its	death	were	 to	 gain	a	metaphoric	meaning	 representing	penetration	over	

centuries.	While	the	state	of	suffering	created	by	the	arrows	can	be	seen,	lust	from	a	unity	

can	also	be	observed.	 In	a	passive	position,	St.	Sebastian	experiences	the	pleasure	of	unity	

with	the	arrows	stabbed.	The	 image	of	St.	Sebastian	that	turned	 into	a	powerful	 icon	over	

																																																													
1	Lesbian,	Gay,	Bisexual,	Transsexual	
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time	 both	 had	 a	 religious	 inclusion	 and	 implied	 an	 implicit	 homosexual	 existence	 (Clause,	

2004:	322).	

Two	significant	homosexual	artists	from	the	near	history,	namely	Derek	Jarman	and	

Robert	Mapplethorpe	not	only	showed	the	LGBT	existence	in	their	works,	but	also	reflected	

various	 problems	 experienced	 by	 the	 homosexual	 individual	 in	 the	 historical	 and	 social	

contexts.	 Jarman’s	movie	Sebastiane	dated	1976	and	Mapplethorpe’s	polaroid	photograph	

series	Bondage	dated	1974	are	 the	works	 created	 through	 the	 image	of	St.	 Sebastian;	 the	

concepts	of	suffering,	eroticism,	pain	and	resistance	have	a	direct	visuality.	Epidemic	of	AIDS	

experienced	in	the	last	quarter	of	the	century	led	the	artists	to	another	struggle,	as	it	did	for	

many	 LGBT	 individuals,	 and	 initiated	 and	 new	 process	 of	 resistance	 with	 a	 collective	

consciousness.	While	the	image	of	St.	Sebastian	gives	meaning	to	several	facts	through	the	

representations	 it	 created	 within	 the	 historical	 process	 on	 one	 hand,	 it	 carried	 these	

meanings	 to	 the	queer	context	with	 the	new	 language	of	cinema	and	photography	on	 the	

other.	 This	 new	 language	 destroyed	 the	 binary	 gender	 construct	 and	 heteronormative	

acceptances	 and	 opened	 a	 space	 for	 the	 queer	 within	 the	 LGBT	 art,	 and	 allowed	

representation	 of	 all	 sub-groups	 by	 keeping	 away	 from	 making	 definitions,	 without	

dominating	or	creating	a	new	center.	

While	the	transformation	experienced	by	the	figure,	to	which	several	meanings	were	

attributed	 within	 the	 historical	 process,	 was	 on	 a	 religious	 context	 until	 19th	 century,	 it	

began	 to	 have	 a	 structure	 specific	 to	 male	 sexuality	 afterwards.	 This	 transformation	 was	

both	in	the	direction	of	the	expectation	of	those	creating	the	image	and	based	on	the	view	

of	 the	 audience.	 Therefore,	 the	 saint	 that	 created	 a	 basis	 of	 meaning	 where	 different	

disciplines	 intersect	 also	 provided	 an	 analogy	 in	 the	 context	 of	 image.	 The	 saint,	 as	 a	

Christian	 figure	 was	 the	 protector	 of	 the	 soldiers	 and	 athletes	 in	 the	 historical	 process.	

However,	 this	 holy	 character	 started	 to	 bear	 different	 contents	 in	 addition	 to	 its	 religious	

symbolism	that	it	brought	to	our	day	with	some	transformations,	and	occupied	a	place	in	the	

LGBT	 visual	 culture	 in	 general.	 The	 concepts	 that	 the	 figure	 represented	 within	 the	 last	

century	in	connection	with	both	social	problems	and	AIDS	are	suffering	and	pain.	

Queer	theory	acts	to	destroy	the	normative	structure	that	is	considered	to	be	what	is	

normal	 or	 natural	 in	 the	 binary	 structuring	 of	 the	 sex	 that	 is	 made	 dominant	 by	 the	

heteronormative	 imperative.	 Its	purpose	 in	questioning	 the	normality	 is	not	 to	 strengthen	

the	center,	but	on	the	contrary,	 to	build	a	disidentification	policy	by	destroying	the	center	
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(Güçlü,	 Yardımcı,	 2013:18).	 At	 the	 same	 time,	 it	 focuses	 on	 the	 conflicts	 between	 the	

individual’s	 own	 desires	 and	 social	 norms	 and	 creates	 a	 stance	 against	 the	 dominant	

heterosexual	hegemony	 (Jagose,	2015:	11)	Have	been	defined	with	 several	 concepts	 since	

19th	 century,	 LGBT	 individuals	 often	 faced	 with	 a	 group	 of	 slanderous	 and	 humiliating	

words,	in	addition	to	the	concepts	in	the	medical	terminology.	As	the	last	one	of	the	former,	

“queer”	has	gained	a	powerful	political	meaning	and	turned	into	an	activist	theory	(Jagose,	

2015:	 93).	 It	 is	 one	 of	 the	 important	 reasons	 for	 the	 transformation	 of	 the	 concept	 of	

destruction	that	AIDS	created	in	the	last	quarter	of	the	20th	century.	Not	only	the	activism	

emerged	 in	 this	 context	 is	 a	process	 that	 Jarman	and	Mapplethorpe	were	 in,	but	 also	 the	

partially	passive	role	they	played	in	LGBT	activism	turned	into	an	active	attitude	in	the	AIDS	

process.	 Mobilization	 of	 the	 term	 “queer”	 in	 its	 most	 public	 form	 realized	 within	 AIDS	

activism	for	sure	(Jagose,	2015:	118).	The	image	of	St.	Sebastian	gained	different	layers	until	

now	with	the	transformation	it	experienced	since	the	19th	century,	and	queer	managed	to	

display	an	aesthetical	structure	with	the	AIDS	process.	The	attitude	 it	adopts	against	those	

resisting,	 rejecting	 and	 dominating	 enabled	 its	 activist	 aspect	 and	 this	 activism	 gained	 a	

queer	movement	over	time.		

Derek	 Jarman’s	 cinema	 is	 one	 of	 the	most	 important	 examples	 of	 the	 avant-garde	

cinema	with	the	queer	narrative	it	creates,	beyond	occupying	a	significant	place	within	LGBT	

art.	 Homoerotic	 visuality	 that	 his	 movie	 “Sebastiane”	 dated	 1976	 carries	 not	 only	 gives	

reference	 to	 the	 sexuality	 among	men,	 but	 also	makes	 a	myth	 reading	 (Image	 2).	 In	 this	

movie,	 this	 religious	 figure	 that	 currently	 turned	 into	 representation	of	 pain	 and	 suffering	

reached	 a	 form	 where	 erotic	 visuality	 is	 analyzed.	 The	 representation	 created	 with	 the	

suffering	 experienced	 by	 the	 otherized	 in	 the	 journey	 of	 meaning	 it	 creates	 made	 this	

historical	figure	carry	several	meanings.	Even	the	meaning	index	it	creates	presents	a	figure	

with	multiple	representations	to	us.	Jarman’s	choosing	Latin	language	in	his	movie	Sebastine	

that	bears	similarities	with	Pasolini’s	filmography	creates	a	linguistic	representation	of	reality	

(Turhanlı,	2015:	188).		

Homosocial	life	of	the	Roman	soldiers,	who	have	a	communal	life	in	Mediterranean,	

narrated	in	Jarman’s	movie	was	effectively	depicted	in	the	movie,	and	presented	a	male,	but	

homoerotic	 atmosphere	 in	 the	 militarist	 environment.	 	 Practice	 of	 war	 and	 socialization	

among	 soldiers	 has	 an	 erotic	 visuality	 and	 it	 is	 seen	 that	 the	 characters	make	 jokes	with	

homoerotic	content,	in	addition	to	their	statements	finding	homosexuality	odd.	Arguments,	
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foods	 and	 several	 everyday	practices	have	 an	explicit	 eroticism	with	 the	 jokes	 focused	on	

penis	and	ass.	A	passivizing	emphasis	is	added	to	these	phallus-centered	jokes,	and	there	are	

numerous	dialogues	on	fantasy	regarding	the	binary	sexes	of	male	and	female.	Jarman	refers	

to	the	social	practice	in	everyday	life	and	depicts	homosexual	life	among	men	through	that	

environment.	 Assumed	 to	 consist	 of	 jokes	 among	 soldiers	merely,	 eroticism	directly	 turns	

into	sexuality	among	men	after	a	point.	As	a	Christian	figure	within	the	group,	St.	Sebastian	

represents	 both	 resistance	 and	 unreachable	 sexuality.	 The	 earliest	 example	 that	 bears	 a	

homosocial	 visuality	within	 the	 history	 of	 cinema	 is	 the	movie	 “Gay	Brother”	 dated	 1895.	

Depicting	two	men	dancing,	the	movie	produced	by	Thomas	Edison	and	directed	by	William	

Dickson	is	a	visual	example	of	intimacy	of	among	men	(Davies,	2010:	23).	This	is	not	a	movie	

with	homosexual	content,	but	is	the	first	production	that	hosts	homosocial	content,	and	the	

word	“gay”	in	the	title	of	this	movie,	which	is	an	experimental	sound	trial,	meant	cheerful	in	

that	period.				

Jarman	depicts	Sebastian,	who	is	a	Christian	saint,	standing	on	a	rock	and	watching	

his	reflection	on	water	in	a	scene	bearing	visuality	of	Narcissus	that	is	a	pagan	figure.	Here,	

representation	 of	 his	 self-admiration	 as	 an	 erotic	 figure	 is	 created.	 In	 Jarman’s	 work,	

whipped	 St.	 Sebastian	 bears	 a	 short-lasting	 lust,	 rather	 than	 pain,	 and	 while	 whipping	 is	

heard,	 the	 first	 homosexual	 sex	 in	 the	movie	 is	 seen.	 This	 not	 only	 allows	 us	 to	 read	 the	

sexuality	among	punished	men,	but	also	show	us	that	pain	and	lust	go	hand	in	hand.	In	the	

movie,	we	witness	sexuality	as	much	as	we	witness	pain,	and	this	sexuality	 is	ennobled	on	

one	 hand,	 and	 oppressed	 through	 the	 image	 of	 St.	 Sebastian	 on	 the	 other.	 Milk	 poured	

down	by	a	soldier	on	the	saint	who	is	hung	from	his	hands	may	be	read	as	sperm	in	a	sense.	

In	 the	 movie,	 St.	 Sebastian	 is	 the	 only	 figure	 that	 refuses	 interaction	 with	 sexual	

content.	 Leaving	 the	 Roman	 commander’s	 sexual	 expectations	 unanswered,	 Sebastian	 is	

punished	 again.	 Having	 lied	 on	 hot	 sands	 this	 time,	 the	 saint	 tells	 about	 his	 love	 in	 his	

hallucinations,	but	it	is	not	known	if	it	is	for	God	or	a	lover.	Jarman	depicts	the	young	male	

figure	 in	the	saint’s	hallucinations	as	a	holy	dream:	 	What	the	saint	mutters	are	the	words	

full	of	lust	and	admiration	for	a	man	/	for	what	is	divine.	It	is	not	understood	for	whom	these	

sentences	where	ennoblement	is	prominent	are	said,	and	this	resembles	the	suspect	for	St.	

Sebastian’s	historical	presence.	While	the	Roman	commander	is	torturing	St.	Sebastian,	the	

other	soldiers	say	“some	like	pain”.	Here,	the	concept	of	pain	is	directly	used	for	the	saint,	

and	the	director,	as	an	LGBT	figure,	implies	the	pain	and	process	of	social	existence.	
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In	the	movie,	Sebastian	narrates	the	period	he	danced	for	the	Roman	emperor	and	dances	

again.	The	other	soldiers	tease	about	the	femininity	of	his	dance,	and	humiliate	Sebastian.	

This	sequence	is	an	 important	representation,	and	what	the	soldiers	say	are	the	sentences	

that	 LGBT	 individuals	 are	 used	 to	 hear	 in	 the	 social	 context.	 Sebastian	 ignores	 these	

slanderous	 sentences	 on	 femininity	 and	 displays	 a	 passive	 resistance.	 Sissy	 men	 in	

Hollywood	 teen	movies	being	merely	an	object	of	derision	paved	 the	way	 for	homosexual	

individuals’	being	exposed	to	similar	discrimination	in	the	social	context	(Davies,	2010:	24).	

Jarman	also	depicted	a	similar	derisiveness.	Mocking	the	feminine	man	and	humiliating	him	

through	effeminateness	constitute	examples	of	a	similar	 language.	The	movie	“Sebastiane”	

not	 only	 is	 the	 story	 of	 a	 holy	 saint,	 but	 also	 scrutinizes	 in	 the	 current	 context	 the	

heteronormative	social	structure	of	the	1970s.	

In	 the	movie,	 relationship	 between	 Justin	 and	 Sebastian	 is	 beyond	 sincerity	 in	 the	

man	to	man	communication;	it	is	rather	as	if	a	spiritual	sharing	and	expression	form.	Justin	is	

also	 like	 Sebastian’s	 guardian,	 tries	 to	 understand	 him	 and	 his	 being	 called	 by	 the	 other	

soldiers	as	 “Christian	 lover”	after	a	while	 is	 a	 reference	 to	his	 relationship	with	Sebastian.	

This	also	represents	 the	discrimination	that	LGBT	 individuals	experience	 in	 the	educational	

and	business	life.	Close	friends	of	the	individuals	isolated	in	the	social	context	are	harassed	

similarly	and	otherized,	 just	as	 in	the	movie.	Max	in	the	movie	plays	a	role	that	represents	

the	 entire	 heteronormative	 bullying	 and	 discrimination.	 After	 St.	 Sebastian	 refuses	 the	

sexual	proposal	of	the	Roman	commander	for	the	last	time,	he	is	executed	and	this	is	due	to	

being	 Christian,	 rather	 than	 his	 refusal.	 Ambivalent	 state	 here	 actually	 represents	 the	

discrimination	that	homosexual	individuals	experience	due	to	religious	references.					

Robert	Mapplethorpe’s	polaroid	photographs	entitled	“Bondage”	dated	1974	consist	

of	fictionalized	images	of	a	restrained	man	in	leather	clothes	(Image	3).	These	visuals	clearly	

refer	to	Saint	Sebastian	and	therefore,	they	are	named	Saint	Sebastian	in	some	sources.	This	

series	 of	 seven	 photographs	 that	 can	 be	 considered	 to	 be	 from	 the	 artist’s	 early	 period	

display	 the	 explicit	 state	 of	 lust	 and	 pain.	 	 While	 the	 photographs	 create	 their	 formal	

integrity	with	the	‘rope’	used	for	restraining	the	male	figure,	the	figure	reflects	a	few	moods.		

Although	 the	 state	 of	 being	 captive	 created	 by	 being	 restrained,	 pain,	 suffering	 and	

humiliation	are	what	are	seen	at	the	first	glance,	pleasure	of	pain	may	be	observed	as	well.	
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Photograph	 series	 entitled	 “Bondage”	 bears	 the	 visuality	 of	 S&M2	 fetish	 that	 was	 a	

significant	culture	of	the	underground	homosexual	culture	in	1970s.	Indeed,	consisting	of	13	

photographs	 from	1977	–	1978	 the	work	entitled	“X	Portfolio”	 consists	of	Mapplethorpe’s	

photographs	shot	in	the	“S&M	Period”	(Morrisroe,	1995:	188).	Visibility	of	the	BDSM3	culture	

in	 the	 photographs	 he	 produced	 in	 1970s	 shows	 an	 environment	 that	 the	 artist	 is	 also	

engaged.		

Partial	nudity	of	 the	 figure	 in	 the	photographs	and	his	 leather	underwear	prepares	

the	 ground	 for	 a	 harsh	 sexuality,	 rather	 than	 eroticism.	 The	 series	 “Bondage”	 hosts	 a	

pornographic	visuality	regarding	harsh	sexual	practices	of	S&M	fetish	with	leather	and	latex	

clothes,	but	a	similar	penetration	to	the	arrows	stabbed	on	St.	Sebastian	will	realize	with	a	

penis	this	time,	and	his	boots	exaggerate	the	atmosphere	he	is	in	even	more.	The	slit	at	the	

back	of	the	 leather	underwear	will	allow	the	figure	to	be	penetrated	by	a	penis.	However,	

the	figure’s	hands/feet	are	restrained	in	any	condition,	and	the	sexuality	he	is	to	experience	

will	host	more	pain	than	pleasure.	The	face	in	the	series	“Bondage”	does	not	have	a	classical	

St.	Sebastian	 image.	The	 image	that	often	 looks	at	the	God	with	his	eyes	 is	 this	time	 in	an	

indirect	obscurity	and	what	is	hidden,	due	to	the	mask	on	his	eyes.	This	not	only	drags	the	

figure	 to	 anonymity,	 but	 also	 presents	 one	 of	 the	 indicators	 of	 the	 S&M	 subculture.	 The	

figure	 fictionalized	 by	Mapplethorpe	 is	 in	 the	 interior	 space,	 contrary	 to	 the	 conventional	

image	of	 St.	 Sebastian,	 and	 the	performative	S&M	 language	 seen	here	 implies	 the	 culture	

that	the	artist	keeps	safe	from	the	public	space.		The	artist	carries	this	individual,	whom	he	

photographed	as	a	violator	of	norms,	to	a	level	out	of	the	norms,	and	gives	him	a	queer	face.			

As	one	of	 the	big	 traumas	of	 the	1980s,	HIV	virus	 led	 several	 figures	of	 the	period	

being	 wiped	 off	 the	 world	 of	 arts.	 In	 this	 process,	 AIDS	 and	 death	 blatantly	 reflected	 on	

Mapplethrope’s	 works.	 Despite	 approaching	 death,	 his	 challenging	 attitude	 in	 his	 work	

continues.	His	insistence	upon	showing	AIDS	in	his	works	despite	the	trauma	created	by	the	

virus	 is	 almost	 a	 response	 to	 the	 conservative	 environment.	 Mapplethorpe	 not	 only	

witnessed	the	process,	but	also	experienced	it	in	person,	and	showed	it	in	his	art	through	the	

fact	 of	 death.	 The	 emphasis	 observed	 in	 “Self	 Portrait,	 1988”	 (Image	 4)	 that	 he	 took	 two	

years	 after	 he	 is	 diagnosed	with	 AIDS	 in	 1986	 is	 actually	 a	 reading	 of	 death	 by	 the	 artist	

through	 his	 own	 image.	 It	 is	 the	 display	 of	 this	 process,	which	 he	 is	 aware	 of,	with	 all	 its	

																																																													
2	Sadism	and	Masochism	
3	Bondage,	discipline,	sadism	and	masochism	
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indicators,	without	any	concealing.	Lost	his	 life	 in	1989,	 the	artist	continued	his	challenger	

attitude	 through	 the	way	he	 interprets	AIDS.	He	welcomed	death	 in	his	photographs	 as	 if	

saying	“I	am	here	and	will	die.	This	virus	that	is	with	me	is	a	part	of	my	existence,	no	matter	

how	you	define	it	as	damnation!”		

In	the	period	when	AIDS	crisis	sparked	off,	public	discourse	of	homosexuals	indicates	

that	the	virus	is	a	Holy	sign	damning	them.	On	the	other	hand,	representation	of	homosexual	

men	 as	 killers	who	have	 sex	with	 anyone	 is	 also	 like	 repetition	 of	 the	moralist	 discourses	

from	 the	 past.	 With	 the	 influence	 of	 the	 process	 called	 “Red	 Scare”4	 in	 the	 past,	 when	

homosexuality	 was	 depicted	 in	 cinema	 as	 a	 problem,	 LGBT	 individuals	 are	 often	 seen	 as	

communist	 and	 murderer	 characters	 in	 the	 20th	 century	 Hollywood	 cinema	 tradition.	

Despite	 the	 fact	 that	 homosexuality	 has	 found	 its	 place	 in	 cinema	 since	 its	 early	 years,	

homosexuals	are	depicted	as	distressed	and	troublesome	characters	in	several	periods.	“The	

Celluloid	Closet”	dated	1995	is	a	documentary	that	addresses	this	problem.	Directed	by	Rob	

Epstein,	 the	movie	 is	 an	 important	work	 compiling	 the	works	 of	 cinema	 that	 target	 LGBT	

individuals.	Prepared	based	on	Vito	Russo’s	book	sharing	the	same	title,	 the	movie	depicts	

the	 story	of	 problematic	 reflection	of	 homosexuality	 on	 the	 silver	 screen	 in	 the	history	of	

cinema.	LGBT	individuals	have	been	represented	as	feminine	(used	as	an	element	of	farce),	

suicidal	 figures	 with	 communication	 problems,	 and	 several	 LGBT	 individuals	 believed	 and	

adopted	this	definition.	 	Until	 late	1960s,	gay	and	 lesbian	characters	had	been	depicted	as	

either	evils	one	must	be	afraid	of	or	miserable,	tortured,	suicidal	 individuals	(Davies,	2010:	

64).	 This	 perception	 created	 through	 mainstream	 cinema	 provided	 a	 ground	 for	 serious	

prejudices	in	the	social	aspect.				

In	 the	 social	 context,	 LGBT	 visibility	 has	 been	 a	 way	 of	 expression	 as	 a	 state	 of	

strengthening	since	1960s	(Güçlü,	Yardımcı,	2013:	189).	The	insight	and	activist	organizations	

created	by	the	Stonewall5	uprising	in	June	1969	in	the	global	LGBT	culture,	particularly	in	the	

United	States	have	 reflected	on	 the	works	of	queer	artists	as	well.	These	works	 that	were	

created	in	the	oppressive	social	order	of	the	social	structure	approached	to	the	image	of	St.	

Sebastian	from	the	perspective	of	the	other,	and	actually	allowed	visualization	of	the	social	

suffering	 experienced.	 Needed	 indirect	 expressions	 in	 the	 prior	 years,	 LGBT	 artists	 have	

																																																													
4	Political	processes	experienced	in	the	United	States	in	Period	I	(1917	–	1920)	and	Period	II	(1947	–	1957).	It	is	
the	anti-communist	propaganda	initiated	against	socialists	
5	The	organization	that	was	founded	in	1987	in	New	York	and	politically	struggles	against	AIDS.		
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adopted	 a	 more	 direct	 and	 challenging	 attitude	 after	 Stonewall.	 Initiated	 in	 1970s,	 this	

process	 gained	 a	 new	 aspect	with	 AIDS,	 and	 an	 utterly	 different	 process	 of	 confrontation	

with	 the	 society	 commenced.	 	 Process	of	 visibility	has	 gained	a	more	political	 aspect	with	

AIDS	in	the	context	of	activism,	and	provided	ground	for	queer	activism.	Groups	such	as	ACT	

–	 UP6	 carried	 public	 visibility	 to	 the	 political	 level	 through	 their	 performances	 (Güçlü,	

Yardımcı,	2013:	190).	In	this	context,	queer	activism	must	be	considered	as	continuation	of	

being	visible	(Güçlü,	Yardımcı,	2013:	190).	The	first	observance	of	the	virus	in	the	US	and	the	

country’s	severe	losses	created	concentration	of	the	works	in	the	artistic	contest	within	this	

territory	 in	the	first	stage.	 Initiated	in	New	York,	“Art	For	Aids	–	Face	It	Lick	It”7	events	are	

the	presentation	of	 the	way	of	 existence	 in	 the	works.	 LGBT	visibility	 in	 arts	 left	 behind	a	

significant	 threshold	 after	 Stonewall	 and	 therefore,	 AIDS	 activism	 has	 gained	 a	 more	

powerful	and	radical	stance	in	arts.		

Gender	 imperative	 exposes	 all	 individuals	 who	 violate	 the	 norms	 of	 gender	 to	

emotional	or	physical	violence	within	the	process	of	social	existence.	Facts	that	are	taken	as	

reference	by	this	violence	are	the	scientific	reason	that	support	binary	construct	of	sex	and	

the	 religious	 institutions	 dictating	 heteronormative	 sexuality	 by	 taking	 the	 former	 as	

reference.	 Individual	 violence,	 on	 the	 other	 hand,	 reaches	 to	 the	 social	 scale	 by	 being	

intensely	fed	by	this	construction.	This	violence	gradually	found	its	place	in	the	works	of	both	

artists,	 and	 the	 image	 of	 St.	 Sebastian	 became	 a	 multi-layered	 element	 of	 narrative.	

Although	 both	 artists	 are	 engaged	 in	 LGBT	 activism	 and	 arts,	 their	 queer	 stance	 is	 rather	

based	on	their	norm-breaker	attitude.	Not	only	associating	queer	theory	merely	with	LGBT	

would	 not	 be	 right,	 but	 also	 directly	 reading	 through	 gender	 and	 sexuality	 will	 create	 an	

ideological	restriction	(Güçlü,	Yardımcı,	2013:	18).		

When	the	image	of	St.	Sebastian	is	studied	over	what	is	queer	throughout	the	history	

of	 image,	 it	 firstly	 gains	 scope	 as	 an	 element	 against	what	 is	 normative.	 The	 Saint	 image	

presented	by	Jarman	and	Mapplethorpe	to	the	audience	actually	has	a	sacred	reference,	but	

contains	an	explicit	homo-eroticism.	Another	main	factor	to	be	observed	in	both	artists’	way	

of	narrating	 the	 image	 is	 the	contrast	between	pain	and	pleasure.	While	 the	sacred	 figure	

has	 a	pain-centered	holy	 aura,	 the	element	of	 social	 pain	 that	occurred	 as	 a	 result	 of	 the	

																																																													
6	The	motto	of	a	poster	designed	by	Frank	Moore	in	1992	for	“December	1	AIDS	Awareness	Day”.	
7	Face	to	Face	-	Derek	Jarman,	Originally	Broadcasted	on	March	15,	1993.	
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meanings	attributed	by	 the	homosexual	 identity	 is	noticed.	The	saint	created	a	ground	for	

auto-eroticism	that	cannot	be	experienced,	and	provided	the	artist	with	a	new	and	common	

narrative	 of	 story	 produced	 through	 mythos.	 This	 eroticism	 that	 can	 be	 observed	 in	

Mapplethorpe’s	and	Jarman’s	basis	of	image	also	assume	the	social	problems	experienced	in	

the	homosexual	culture,	through	the	pain	it	contains.	It	is	not	quite	right	to	use	an	analysis	

that	is	merely	focused	on	LGBT,	in	the	queer	reading	of	St.	Sebastian	works	to	be	made	with	

the	influence	of	these	two	artists’	homosexual	and	activist	identities.	The	fact	highlighted	by	

both	artists	is	“pain”,	and	what	is	of	issue	is	a	pain	that	occurs	in	all	actors	who	exist	out	of	

the	 normative	 values	 within	 the	 social	 structure.	 Therefore,	 not	 only	 the	 homoeroticism	

contained	by	the	images	presented	by	the	artists	represents	what	is	other,	but	also	the	pain	

represents	the	problems	that	all	individuals	out	of	the	norm	suffer.		

AIDS	 is	 a	 revolution	 in	 LGBT	 activism.	 Associating	 both	 artists,	 LGBT	 culture	 also	

gathers	them	around	common	concepts,	and	queer,	pain,	lust	and	suffering	are	the	primary	

ones.	 Furthermore,	 AIDS	 also	 occupied	 a	 place	 in	 the	 artists’	 life	 as	 another	 associative	

element.	Both	artists	had	health	problems	because	of	the	infections	that	arise	as	a	result	of	

the	damage	given	by	the	HIV	virus	to	immune	system,	and	used	it	as	a	part	of	their	works.	

Their	confrontation	with	the	virus	turned	 into	a	part	of	 their	discourse	 in	their	activist	art.	

Both	 artists	 shared	 the	 issue	 they	 experienced	when	AIDS	 emerged	 as	 a	 serious	 problem,	

and	did	not	repeat	the	process	of	hiding	they	experienced	in	the	prior	periods.	The	artists	did	

not	live	their	LGBT	identity	openly	in	their	early	life,	and	chose	to	visually	express	this	state	

of	hiding	 in	 their	works.	However,	 it	 is	 seen	 that	 they	became	empowered	by	 sharing	 the	

process	 they	 involved	 in	 after	 being	 diagnosed	with	HIV	 positive.	 Jarman’s	movie	 entitled	

“Blue”	from	1993	and	Mapplethorpe’s	“Self-Portrait”	dated	1988	are	some	of	the	powerful	

examples	of	this	confrontation.	They	not	only	confront	with	themselves,	but	also	invite	the	

audience	 to	 witness	 it.	 Although	 several	 actors	 and	 musicians	 from	 the	 same	 period	

struggled	 against	 HIV	 virus,	 this	 issue	 often	 remained	 hidden.	 In	 a	 TV	 interview,	 Jarman	

stated	that	he	openly	shared	this	process	of	AIDS	“for	his	self-respect	(8).”	

Artists’	 involvement	 in	 the	 Anglo-Saxon	 culture	 found	 different	 reflections	 in	 their	

works,	 and	 Jarman’s	 communication	with	 the	 society	 was	 prominently	 on	 a	 political	 line,	

compared	 to	 Mapplethrope	 (Friscther,	 1994:	 	 105).	 On	 the	 other	 hand,	 when	

Mapplethorpe’s	visual	structuring	is	considered	as	a	whole,	queer	bodies	in	the	works	of	the	

artists	 host	 historical	 image	 as	 well.	 Analogy	 between	 the	 artists	 not	 only	 hosts	 a	 formal	
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unity	 partially,	 but	 also	 allowed	 a	 more	 intense	 contextual	 structure,	 and	 existence	 of	

absolute	pain	 is	observed	in	both	artists’	 interpretation	of	Saint	Sebastian.	The	only	period	

when	the	artists	expressed	themselves	with	their	free	conscious	 is	the	queer	activism	they	

experienced	in	the	process	of	AIDS.	Several	sub-groups	that	use	queer	theory	to	wear	down	

phallocentric	imperative	of	the	gender	continue	their	fundamental	attitude	as	contemporary	

individuals	as	well.	
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Figure	1,	St.	Sebastian	by	Rubens,	1614.	
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Figure	2,	Poster	of	Derek	Jarman’s	movie	Sebastiane,	1976.	
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Figure	3,	Robert	Mapplethorpe,	Bondage,	1974 
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Figure	4,	Robert	Mapplethorpe,	Self-Portrait,	1988.	
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In	fact,	it	is	only	in	the	end	of	the	20th	century	that	talks	about	the	national	identity	

of	Bulgarian	cinema	started.	And	it	seems	that	this	term	is	not	a	new	one	–	we	should	have	

mastered	and	even	forgotten	issues	of	the	kind.	Why,	however,	did	it	happen?	

National	Identity	as	History	

Understandably,	during	the	first	half	of	 the	20	c.	Bulgarian	cinema	was	not	anxious	

about	 its	national	 identity.	 In	the	second	half,	however,	when	filmmaking	was	nationalized	

and	 entered	 a	 regulated	 cycle,	 as	 far	 as	 output,	 care	 of	 and	 financing	 by	 the	 state	 were	

concerned,	 it	 seemed	 natural	 it	 to	 be	 interested	 in	 what	 the	 shades	 of	 the	 typical	 for	

Bulgarians	views	on	the	world	were.	And	then	the	conception	of	 the	national	 identity	was	

formed	which	was	to	dominate	over	the	whole	period	up	to	the	late	80s.	The	identity	was	

viewed	upon	as	a	plot	–	if	the	events	were	from	the	national	history	or	ways	of	life,	 it	was	

absolutely	 enough.	 For	 the	 rest,	 we	 tried	 to	 build	 ourselves	 in	 either	 the	 world,	 or	 the	

socialist	cinema.	Obviously,	we	were	too	fixed	on	our	social	or	socialist	affiliation,	we	tried	to	

integrate	 ourselves	 in	 the	 rest	 of	 the	 countries	 and	 their	 histories,	 rather	 than	 dissociate	

ourselves	from	them.	At	first,	we	mastered	the	Soviet	staging	skills	–	we	could	have	learned	

a	 lot	but	we	preferred	not	 the	 things	 that	were	well	worth.	 Starting	with	 “The	Heroes	on	

Shipka”	and	up	to	“Julia	Vrevskaia”	and	“The	Road	to	Sofia”	we	were	helped	all	the	time	to	

even	 literally	 create	 the	 image	 of	 the	 Russian-Turk	 war,	 which	 we	 had	 to	 adopt	 as	 a	

liberating	one.	The	best	points	of	the	Soviet	cinema,	such	as	editing,	skills	to	work	out	crowd	

scenes	and	reproduce	military	operations	were	ideology-ridden.	

To	this	effect,	the	pictures	devoted	to	the	1300	anniversary	of	Bulgaria	were	of	great	

interest.	 This	 jubilee	was	 our	 real	 chance	 to	 boast:	 Bulgaria	 is	 an	 ancient	 state,	 it	 has	 an	

unique	history,	much	more	interesting	than	those	of	other	European	countries.	I.e.	we	tried	

to	film	the	notorious	words	of	Georgi	Dimitrov	addressed	to	Germans	at	the	trial	in	Leipzig	

that	 at	 the	 time	 when	 Brothers	 Cyril	 and	 Methodius	 created	 the	 Slavic	 alphabet,	

Charlemagne	talked	in	German	only	to	his	horses.	To	our	eyes,	we	looked	unique	because	of	
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our	writing	and	ancient	state.	In	a	wider	and	more	modernized	reading	our	identity	sounded	

like	 “we	 are	 proud	 of	 being	Orthodox,	 Slavs	 and	 having	 given	 an	 alphabet	 to	 the	world”.	

Such	 a	 stand	 yielded	 ideological	 dividends	 as	well:	 it	 related	 us	 even	more	 closely	 to	 the	

USSR	 which	 allowed	 us	 to	 feel	 certain	 superiority,	 because	 Russia	 adopted	 the	 Cyrilic	

alphabet	from	us	and	not	vice	versa.	

The	program	“Bulgaria	–	1300	Years”	rid	us	of	any	historic	complexes	and	this	is	why	

the	 films	were	 ambitious	 to	 equal	 the	 height	 of	 the	 national	 pathos.	 The	 state	 spared	 no	

funds	or	people	to	carry	out	this	super	task	–	“Khan	Asparukh”	by	Lyudmil	Staikov,	“Boris	I”	

by	Borislav	Sharaliev,	“Constantine	The	Philosopher”	by	Georgi	Stoyanov,	the	pictures	about	

Krum	 and	 Simeon	were	made	 powerfully	 and	 enthusiastically.	 Quite	 artfully,	 these	works	

scratched	 the	 surface	 of	 only	 those	 events	 which	 even	 being	 dramatic	 were	 positive	 in	

regard	 to	 our	 self-confidence.	 Another	 group	 of	 films	 had	 for	 their	 plots	 the	 modern	

Bulgarian	history	and	demonstrated	precisely	the	way	we	joined	the	socialist	community	of	

the	Warsaw	Treaty	and	CMEA	(Council	for	Mutual	Economic	Assistance)	–	“They	Prevailed”	

by	Kiran	Kolarov,	“The	Strike”	by	Borislav	Sharaliev,	“The	Salvation”	and	“The	Echelons”	by	

Borislav	Pounchev...	In	them	ambiguity	was	also	searched	for	–	both	to	please	the	rest	of	the	

countries	through	our	history	and	to	show	an	unique	face	which	had	to	correspond	to	the	

truth	at	that,	or	at	 least	to	correspond	to	the	facts	while	the	 interpretation	was	subject	to	

ideologizing.	“The	Salvation”	and	“The	Echelons”,	for	example,	did	really	hit	upon	an	event	

of	 international	 importance	 –	 saving	 the	 Jews	 of	 Bulgarian	 extraction	 from	 getting	 into	

concentration	camps.	And	the	political	persons	concerned	took	merits	from	it.	

To	 this	 effect,	 “Time	 for	 Parting”	was	 a	 special	 case.	 Anton	 Donchev's	 novel	 of	 the	 same	

name	 is	 very	popular	 among	Bulgarians	 and	at	 the	 time	director	 Lyudmil	 Staikov	held	 the	

highest	 post	 in	 Bulgarian	 cinema	 industry	 and	was	 experienced	 enough	 along	 these	 lines,	

having	 already	made	 “Khan	Asparukh”.	 Everything	 bode	well	 and	 however...	 It	 took	 place	

just	at	the	time	when	the	then	government	started	the	shameful	campaign	on	changing	the	

names	of	the	ethnic	Turks	into	Bulgarian	ones.	Europe	was	disgusted,	part	of	the	Bulgarians	

in	 this	 country	 (including	 me)	 were	 disgusted	 too.	 And	 the	 film	 was	 about	 the	 forcible	

converting	of	Bulgarians	to	Islam.	On	the	face	of	it,	it	looked	as	an	adequate	respond	–	“Time	

for	Parting”	seemed	to	indirectly	 justify	our	right	to	rename	the	Bulgarian	ethnic	Turks	the	

way	 they	 did	 three	 centuries	 ago.	 But	 such	 a	 capitalizing	 was	 obviously	 too	 much	 that,	
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despite	 of	 Lyudmil	 Staikov's	 numerous	 contacts	 abroad,	 the	 film	was	 not	 admitted	 to	 the	

festival	in	Cannes	and	was	not	distributed	abroad.	

One	 way	 or	 the	 other,	 at	 the	 time	 the	 national	 mentality	 was	 of	 no	 particular	

significance	 in	 Bulgarian	 total	 film	 output.	 We	 were	 a	 product	 entirely	 of	 the	 historic	

development,	we	searched	for	events	in	order	to	explain	this	or	that.	What	mattered	were	

the	 circumstances	 and	 conditions,	 and	 the	 genes	 and	 individualities	 were	 a	 minor	 issue	

because	this	was	the	only	way	to	equalize	and	unify	people.	

The	wave	of	films	about	migration	and	philistinism	in	the	70s	was	a	natural	backlash	against	

this	pattern	that's	been	suppressing	us	for	decades.	Being	a	purely	Bulgarian	modification	of	

the	 outcome	 after	 the	 industrialization	 and	 advanced	 living	 standards,	 films	 such	 as	 “The	

Villager	with	the	Bicycle”,	“The	Exurb”,	“Matriarchy”,	“Roof”,	“Counting	the	Hares”	bore	the	

positive	vigour	of	 the	things	we	are	so	proud	of	 in	our	 life	–	sense	of	humour,	vitality	and	

making	fun	of	day	to	day	activities	and	pragmatism.	

National	Identity	as	a	Problem	

Such	a	view	emerged	when	the	doors	to	Europe	were	opened	before	our	country	and	

the	options	for	making	Bulgarian	cinema	reduced	to	such	an	extent	that	it	turned	to	raising	

funds	 and	 subsidies	 from	abroad.	Up	 to	 then,	we	 counted	on	Bulgarian	 funds	 and	on	our	

relations	with	the	rest	of	the	Socialist	countries.	For	that	purpose	 it	was	not	necessary	the	

films	 to	 show	any	kind	of	 a	national	 identity	 for	 it	was	even	able	 to	 impede	 the	audience	

from	understanding.	 But	 in	 the	 new	economic	 situation	 it	was	 extremely	 important	 to	 be	

liked	in	the	West,	in	order	to	raise	funds	for	making	a	film	and,	what	is	more,	a	market	for	it	

afterwards.	

But	what	was	 the	means	 to	 arouse	 any	 interest	 of	 the	 bored	Westerner	who	 had	

already	 been	 shown	 everything	 –	 and	 undoubtedly,	 we	 aimed	 at	 him	 as	 a	 potential	

spectator.	 But	 the	 above	 said	 Westerner	 was	 fed	 up	 with	 Hollywood	 standards	 and	

European	 art.	He	was	 not	 to	 be	 impressed	 either	 by	 skills,	 or	 special	 effects,	 or	 vanguard	

works.	The	stake	was	made	on	curiosity	and	studiousness	–	the	Westerner	would	reportedly	

take	interest	in	the	films	because	of	their	otherness.	The	works	would	not	be	entirely	other	

for	they	had	to	be	grasped,	but	other	enough	to	look	innovative.	

Thus	the	“exotic”	films	were	to	appear.	They	had	their	underestimated	parallels	in	the	older	

situation	–	“The	Patient	Leather	Shoes	of	the	Unknown	Soldier”	by	Rangel	Valtchanov	and	all	
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the	whimsicality	of	his,	 as	a	whole.	As	well	 as	 the	worthiest	 combination	of	universal	 and	

national,	historical	and	contemporary,	told	simply	and	with	a	philosophic	depth	–	“The	Goat	

Horn”	by	Methodi	Andonov.	Let's	mention	that	films	as	“White	Magic”	by	Ivan	Andonov	and	

“The	 Death	 of	 the	 Rabbit”	 by	 Henri	 Koulev	 were	 also	 near	 to	 the	 folklore	 traditions.	

Nowadays	the	coveted	spectators	(let's	hope	them	to	be	European	ones)	are	in	the	position	

of	ethnologists	–	 they	are	aware	of	 the	 things	but	at	a	distance	and	 in	a	 somewhat	book-

learned	way	–	and	via	the	films	they	research,	classify	and,	let's	hope,	co-experience	them.	

Their	view	on	the	things	is	benevolent	by	definition	and	they	trust	the	ideas	of	the	films.	

What	terrain	for	researches	do	we	offer	to	these	spectators?	Ethnic	minorities	–	lots	of	films	

were	made	about	Turks,	Muslims,	Jews	and	Gypsies:	“Burn,	Burn	Little	Flame”	by	Roumyana	

Petkova,	the	documentaries	“Somewhere	in	Bulgaria”	by	Maria	Trayanova,	“The	Unwanted”	

by	 Adela	 Peeva,	 “For	 the	 Sake	 of	 the	 Name”	 and	 “Simon,	 Abram	 and	 Joseph”	 by	 Boyan	

Papazov...	

Minorities	 in	Bulgarian	 films	are	 invariably	 shown	 injured	–	 in	 this	way	we,	on	one	

hand,	get	rid	of	our	obsessions,	and	on	the	other	hand,	this	is	the	only	view	to	lead	us	along	

the	path	of	democratic	processes	 and	 to	 the	 consequences	 resulting	 in	 forms	and	means,	

that	come	along	with	them.	Any	other	view	would	seem	retrograde	the	way	such	a	view	was	

not	possible	at	the	time.	

Revolutionary	 and	 counterrevolutionary	 repressions	 –	 after	 boasting	 of	 our	 epic	

participations	 to	 such	a	degree,	we	now	turn	over	a	new	 leaf,	 revealing	 the	shameful	and	

tragic	sides	of	the	events.	The	same	history	but	with	the	minus	sign:		“Vampires,	Goblins”	by	

Ivan	Andonov,	"The	Well"	by	Docho	Bodjakov,	“The	Canary	Season”	by	Evgenii	Mihailov,	“A	

Day	for	Forgiveness”	by	Radoslav	Spassov	and	the	documentaries	“The	Survivors“	and	“The	

Doomed”	by	Atanas	Kiryakov...	

The	 display	 of	 a	 specific	 way	 of	 life,	 traditions	 and	 mentality:	 about	 karakachans	

(nomad	 mountain	 shepherds	 of	 Romanian	 extraction),	 about	 neglected	 old	 people	 from	

deserted	 villages,	 about	 unconventional	 in	 these	 lands	 denominations...	 These	 films	 are	

intended	to	retell	about	our	situation	and	development	as	of	different	rather	than	universal	

ones.	And	the	realization	from	now	on	is	the	classic	one.	
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National	Identity	as	Confusion	

In	fact,	it	is	not	quite	clear,	do	we	really	need	such	a	term?	It	is	still	being	rehashed.	Is	

it	 turned	 inwards	because	of	 a	 real	 necessity	 to	make	 something	 about	ourselves	 clear	 in	

these	obscure	days	when	everything	undergoes	re-examinations?	Or	is	it	turned	outwards	in	

order	 to	demonstrate	ourselves	 to	Europe	and	the	world,	before	diverse	commissions	and	

foundations,	for	we	to	be	served	properly?	Because	it	is	a	common	knowledge	that	there	are	

subjects	which	automatically	open	more	doors	than	a	comedy	or	an	action,	for	example.	At	

the	time	 it	was	the	one	about	“the	civil	society”,	 followed	 later	by	the	“ethnic	minorities”,	

and	now	the	gender	wave	 is	 forthcoming.	 It	 is	a	different	question	why	originality	 is	being	

reduced	to	the	subject	only,	if	we	gave	up	being	eccentric	in	regard	of	the	forms.	There	are	

no	 innovative	 constructions,	 stories	 and	 styles.	 Though	 it	 is	 possible	 to	 make	 alternative	

cinema	in	little	communities	or	countries,	using	less	funds,	such	an	option	is	not	seducing	us.	

The	example	of	 “Dogma	 '95”	 is	out	of	place	here.	We'd	 rather	 try	 to	make	a	 film	 like	 the	

Macedonian	“Before	the	Rain”	–	an	ethnically	polar	one	as	far	as	the	theses	are	concerned,	

but	 having	 a	 justifiably	 striking	 vision	 and	 a	well-formed	 ring	 construction.	 But	 they	 have	

Kosturica	 (we	 believe	we	 deserve	 him	 as	well)	 and	 a	 number	 of	 famous	 creators	 such	 as	

Paskalevic,	 Makaveev,	 etc.	 To	 us,	 even	 the	 disastrous	 historical	 events	 in	Macedonia	 are	

favouring	them	because	these	events	brought	them	in	the	limelight	and	no	one	cares	for	us.	

And	 besides,	 the	 formal	 simplicity	 of	 Bulgarian	 films	 has	 its	 earthy	 explanation.	 Film	

production	 is	 reduced	 to	minimums	–	 it	 gives	 the	 impression	of	 vanishing	or	 at	 least	 of	 a	

single	 process,	 not	 to	 even	 mention	 processes.	 Possibilities	 for	 creating	 any	 trends,	

continuity,	 chances	 for	 an	 author	with	 a	 vanguard	 turn	of	mind	 to	make	 several	 films	 are	

reduced	to	nothing.	And	the	creators	put	all	their	ambitions	into	a	single	work:	it	has	to	be	

an	 eccentric	 but	 best-selling	 one,	 to	 express	 their	 individualities	 but	 to	 meet	 public	

necessities.	On	the	other	hand,	the	expectations	of	the	Bulgarian	audience	are	also	upped	–	

anything	that	should	be	achieved	by	making	20	films,	is	to	happen	in	two	only.	

In	 a	 situation	 of	mere	 survival	 the	 topic	 of	 national	 identity	 seems	 a	marginal	 and	

non-naturalone.	This	 is	why	 the	works	bearing	not	 the	externals	of	 the	“national	 identity”	

look	marginal	 as	well	 –	 i.e.	 the	 films	 by	 Lyudmil	 Tododrov,	 Ivan	 Tcherkelov	 and	 Krassimir	

Kroumov.	We	are	so	anxious	to	join	the	European	processes	that	we	merely	copy	them	and	
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absorb	them	as	our	own,	the	willing	for	integrity	prevails.	Perhaps	it	is	not	the	right	time	and	

the	right	place	for	“national	identity”.	
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Acting:	A	Concept	Ignored	In	Cinema	Hypothesis	
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Abstract	

The	acting	art	which	has	as	old	as	human	history	and	it	has	got	written	accumulation	

of	2500	years	felled	down	into	ontological	confusion	in	the	face	of	cinema	that	emerged	in	

19.	Century,	 so	 it	had	 to	 re-question	 itself	and	developed	new	methods.	The	new	ways	 in	

which	acting	art	begins	to	gain	after	this	century	will	not	be	enough	to	make	itself	up	against	

the	newly	emerging	cinema	 language,	and	cinema	 theorists	have	 little	 to	 say	about	acting	

art.	 These	 two	 languages,	 which	 seem	 to	 be	 intertwined	with	 each	 other,	 have	 taken	 an	

uncompromising	attitude	beyond	their	predictions	against	each	other.	The	cinema	language	

did	 not	 perceive	 acting	 art	 as	 an	 area	of	 its	 own,	 a	 problematic;	 always	 kept	 it	 out	 of	 his	

work.	

This	study	examines	the	subtitles	of	the	theories	that	constitute	the	language	of	the	cinema	

and	will	 determine	 how	 far	 away	 the	 act	 of	 acting	 is	 from	 itself	 and	will	 try	 to	 reveal	 its	

causes.	

	

Key	Words:	Cinema	Language,	Acting	Art.	
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Introduction	

The	Art	of	Acting	is	as	old	as	human	history.	According	to	Huizinga,	the	reason	for	this	

ancient	 basis	 is	 the	 motivation	 for	 acting,	 which	 has	 been	 converted	 into	 a	 detailed	

communication	tool	 in	humans,	although	 it	has	existed	 in	all	creatures.	 (Huizinga,	2010:	7)	

Fergusson	 named	 this	 motivation,	 which	 is	 the	 basis	 of	 the	 actions	 that	 are	 directed	 to	

artistic	creation,	as	Histrionic	Sensitivity	(Narrated	by	Nutku,	2002,	p:	26).	According	to	him,	

dramatic	action	stemmed	from	this	motivation.				

The	first	hypothetical	studies	of	acting,	which	formed	its	rules	and	methods	in	time,	

emerged	in	the	Antique	Greek	Period.	In	this	period,	this	art	was	named	as	“the	imitation	of	

an	 action”;	 and	 the	 deformation	 and	 reformation	 processes	 when	 it	 met	

“cinematograph/the	action-recorder”	are	worth	investigating.		(Aristoteles,	1998:	12)	

At	first,	acting	was	a	form	of	art	that	sustained	its	existence	alone;	however,	later	in	time,	it	

gave	its	existence	as	a	gift	to	another	“eye”	with	the	invention	of	the	camera.	It	was	such	an	

interesting	 development	 that	 this	 form	 of	 art,	 whose	 subject	 and	 object	 were	 the	 same	

creative	idea,	became	the	object	of	this	new	“seeing”	form	with	the	emergence	of	recording	

devices.	 In	order	to	be	able	to	 investigate	this	traumatic	paradox	 that	was	experienced	by	

acting,	firstly,	the	process	from	its	emergence	till	our	present	time	must	be	examined;	and	

the	accumulation	of	knowledge	that	were	collected	during	this	process	must	be	defined.		

From	Primitive	Imitation	to	Methodological	Acting		

It	is	possible	to	see	the	roots	of	acting	in	the	shows	that	were	performed	by	primitive	

humans	to	share	their	hunting	adventures	with	their	tribes,	in	the	rituals	that	was	performed	

to	 separate	 the	 spirit	 of	 the	 hunted	 animal	 from	 its	 body,	 or	 in	 the	 ecstatic	moments	 in	

which	the	primitive	people	tried	to	contact	gods	to	heal	the	sick	 individuals	 in	their	tribes;	

briefly,	 in	 every	 moment	 when	 primitive	 people	 went	 far	 away	 from	 the	 routine	 reality.	

(Malinowski,	2000:	69).		In	these	moments	when	they	moved	away	from	the	reality,	the	use	

of	 sound-body	 by	 the	 humans,	 and	 the	 aids	 that	were	 used	 to	 activate	 and	 convince	 the	

audience	for	the	purpose	of	motivating	the	urges	are	among	the	methods	that	are	still	used	

today	 in	 training	 actors	 and	 actresses.	 (Morris	 &	 Hotchkis,	 2006:	 15)	 	 In	 ancient	 Greek	

period,	when	written	hypotheses	were	 created,	 the	points	 that	had	 to	be	 cared	 for	were,	

again,	 the	use	of	 sound	and	body	 for	acting.	 (Cole,	T.	&	Chinoy,	1959:	11-15)	Especially	 in	
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those	times,	philosophers	like	Platon,	Aristoteles,	Plutarch,	Pollux	made	recommendations	in	

terms	of	methods	for	the	art	of	acting,	which	was	associated	closely	with	rhetoric	art;	and	

had	a	consensus	on	 the	 fact	 that	 the	most	 important	element	 in	acting	was	 the	use	of	an	

influential	 sound	 to	 convey	 the	 properties	 of	 the	 character.	 In	 Roman	 period,	 which	 is	

considered	 as	 the	 heir	 of	 the	 Greek	 Art,	 sound	 and	 rhetoric	 were	 cared	 for,	 and	 some	

authors	like	Cicero,	Quantillian,	and	Lucian	emphasized	the	importance	of	emotions	and	the	

use	of	body.	(Csapo,	2010	:63)	

As	 time	 went	 by,	 the	 art	 of	 acting	 gained	 a	 new	 and	 complex	 form	 in	 terms	 of	

methodology;	and	 in	new	definitions,	the	methods	of	successful	actors	gained	importance.	

The	art	of	acting	progressed	in	the	direction	led	by	the	experiences,	personal	methods	and	

recommendations	of	these	actors,	and	despite	the	bans	and	humiliations	in	Middle	Ages,	it	

produced	 the	 “improvisation”	 right	 after	 this	 dark	 period;	 then	 became	 aware	 of	 being	

natural	with	the	recommendation	of	Shakespeare;	and	eventually	reached	the	top	quality	of	

sound-body-improvisation	 togetherness	with	 the	Commedia	dell’Arte.	 (Vicentini,	 2012:	 48-

52)	

In	 classical	 period,	 there	 appeared	 arguments	 on	 the	 relation	 between	 personal	

feelings	and	the	reality	after	the	accumulated	knowledge.	Actors	stated	their	opinions	about	

the	topic	in	Italy,	Britain,	Spain,	Germany,	France,	and	started	endless	debates	on	the	artistic	

imitation	of	reactions	in	the	face	of	the	reality	of	the	feelings.	(Coquelin,	1881:	6)	The	topic	

even	became	more	complex	with	the	work	of	Diderot	with	the	title	“Paradox	on	Acting”,	and	

could	 not	move	 beyond	 personal	 approaches,	methods	 and	 preferences	 until	 the	 Russian	

actor	 Stanislavski	 brought	 a	 systematic	 hypothesis.	 (Diderot,	 1996:	 25-27)	 As	 of	 the	 last	

quarter	of	1800s,	the	studies	on	human	soul	and	behaviors	were	separated	from	the	field	of	

philosophy	and	became	a	separate	disciplinary	field	with	the	name	of	“psychology”,	and	the	

human	 was	 re-defined	 as	 a	 spiritual	 entity;	 and	 with	 this	 development,	 acting	 gained	 an	

enormous	speed	in	developing	that	was	not	experienced	before.	(Ebert,	2005:	31)	By	using	

the	 scientific	 data	 revealed	 by	 this	 new	 field,	 Stanislavski	 developed	 a	 method	 that	 was	

consistent	 in	 itself,	 and	 that	 was	 based	 on	 research;	 and	 thus,	 gave	 the	 art	 of	 acting	 a	

scientific	 perspective.	 (Pitches,	 2003:	 10)	 Stanislavski	 based	 his	 hypothesis	 on	 the	

experiments	of	empirical	psychology	and	behavioral	science,	and	aimed	to	create	roles	that	

were	one	hundred	percent	real	together	with	all	the	elements	on	the	stage.	(Moore,	2006:	

33)	In	this	respect,	human	is	considered	as	a	part	of	the	nature,	and	nature	is	in	an	implicit	
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position	with	human.	For	this	reason,	an	actor	can	find,	discover	and	present	all	the	faces	of	

the	nature	 in	himself.	 (Stanislavski,	1956:	483)	Based	on	 this	point,	 the	 system	created	by	

Stanislavski	formed	a	specific	language	for	the	art	of	acting.		

These	works	of	Stanislavski	were	met	with	great	enthusiasm	firstly	 in	 the	USA,	and	

then	in	Europe;	and	were	accepted	widely.	As	well	as	this	wide	acceptance,	there	were	also	

several	 opponents.	 These	 opposing	 points	 were	 at	 such	 a	 point	 that	 they	 enhanced	 this	

terminology	 sometimes	 in	 a	 way	 that	 was	 based	 on	 the	methodology	 of	 Stanislavski	 and	

sometimes	by	taking	some	parts	of	this	method	and	improving	it.	The	most	important	ones	

among	these	are	as	follows;	(Ergün,	2015:	9)	

• Psycho-physical	works	of	Michael	Checkov,	who	was	referred	to	as	“my	best	student”	

by	Stanislavski;		

• The	 works	 of	 Meyerhold,	 who	 opposed	 him	 and	 developed	 the	 Bio-Mechanical	

Acting	System;	

• The	works	 of	 Lee	 Strasberg	who	 said,	 “Acting	 is	 the	 art	 of	 giving	 real	 reactions	 to	

imaginary	stimuli”;	

• The	works	of	Stella	Adler	who	sought	the	role	in	imagination;	

• The	works	of	Sanford	Meisner	who	worked	on	openness	and	honesty;	

• The	works	of	Uta	Hagen	who	considered	realism	above	everything;	

• The	 works	 of	 Viola	 Spolin	 who	was	 one	 of	 the	most	 important	 representatives	 of	

improvisation	theater;	

• The	works	of	Eric	Morris	who	preferred	“being”	to	“playing”.	

Aside	from	these,	the	theater	concept	of	Grotowski	with	the	name	“The	Poor”;	the	work	of	

Brecht	“Epic”;	and	the	work	of	Artaud	“Wilderness”	are	among	the	works	that	enhanced	the	

language	of	acting.		

	 In	brief,	the	motivation	of	acting,	which	belongs	to	the	human	nature,	has	become	a	

language	 of	 art	 in	which	 external	 narration	 elements,	 which	 consist	 of	 the	 use	 of	 sound-

gestures-mimics-body,	 and	 internal	 narration	 elements,	 which	 consist	 of	 complex	 human	

soul,	 are	 used	 together	 as	 a	 result	 of	 hypothetical	 and	 conceptual	 studies	 that	 lasted	 for	

2500	years.		A	second	breakthrough	is	expected	in	the	near	future	which	will	be	enlightened	

in	the	light	of	the	data	revealed	by	neuropsychology	and	neurophysiology.	
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The	2500-Year-Old	Accumulation	of	Knowledge	Is	Collapsing	In	The	Face	Of	Camera	

When	 Stanislavski	 founded	 the	 Moscow	 Art	 Theatre	 in	 1898	 for	 the	 purpose	 of	

producing	a	naturalist	and	realistic	acting	language	on	the	stage,	Lumiere	Brothers	had	just	

started	 to	 influence	 and	 entertain	 people	 with	 their	 new	 toys.	 Although	 the	 brothers	

believed	 that	 this	 new	 show	 form	 did	 not	 have	 a	 long	 future,	 the	 hypothetical	 studies	

conducted	on	 cinema	 in	 time	 revealed	 that	 cinema	was	not	 a	 simple	 invention	and	had	a	

specific	language.		

In	 general,	 it	 is	 possible	 to	 classify	 the	 works	 of	 these	 theoreticians	 as	 “Formalist	

Tradition”	 and	 “Realistic	 Hypothesis”.	 In	 the	 former	 one,	 there	 are	 theoreticians	 like	

Mustenberg,	Arnheim,	Eisenstein,	and	Balazs;	and	Kracauer	and	Bazin	are	among	the	leaders	

of	 the	 Realistic	 Hypothesis.	 Aside	 from	 these,	Mitry	 and	Metz	 are	 also	mentioned	 in	 this	

context	 in	 studies	 with	 the	 title	 “Modern	 French	 Film	 Hypotheses”,	 which	 were	 affected	

from	Bazin.		

According	to	the	Formalists,	cinema	is	an	art	of	design	and	narration.	It	has	a	specific	

language.	Formalists	decoded	this	cypher	and	established	 it	anew.	They	conducted	studies	

on	how	the	perception	of	the	audience	is	affected	with	the	change	of	the	 images.	Right	at	

this	point,	they	mostly	made	use	of	fiction.		

Upon	the	theses	that	were	claimed	by	Formalist	Theoreticians,	the	“effort	for	seeking	

the	truth”	was	also	questioned	for	cinema,	which	was	said	to	be	the	aim	of	every	branch	of	

art.	Realistic	theoreticians	investigated	the	points	how	much	cinema	could	reflect	the	reality	

and	whether	the	truth	could	be	caught	with	cinema.	Although	they	did	not	reject	the	form	

completely,	 they	 investigated	whether	 “cinema	could	 record	 the	 truth	as	 is”	because	 they	

thought	that	cinema	was	an	imitation	of	real	life,	which	is	also	true	for	the	art	of	theater.		

Hugo	Munsterberg	

Psychologist	Munsterberg,	who	is	considered	as	the	first	cinema	theoretician,	divided	

cinema	as	“aesthetical”	and	“psychological”.	He	claimed	that	in	early	years	of	cinema,	it	was	

forced	to	document	stage	performances,	but	then	it	existed	as	a	unique	means	of	narration-

expression.	He	ignored	the	entertaining,	educating	and	informative	works	outside	the	scope	

of	 narrative-expressive	 cinema	 that	 was	 performed	 with	 a	 receiver	 which	 he	 called	

Photoplay.	He	did	not	discuss	the	director	and	the	scenarist	as	a	creative	force;	and	believed	
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that	creativity	was	 in	the	relation	between	the	 living	entity	and	the	medium	on	which	this	

entity	gained	meaning.		

The	“Phi-Phenomenon”	concept,	which	he	explained	as	“storing	the	visual	stimulant	

in	the	mind	after	it	goes	off”,	corresponds	the	meaning	of	“transformation	of	stable	images	

into	 life”	 and	 “transformation	 of	 various	 stimuli	 into	 meaning	 by	 combining	 them	 in	 the	

mind”.	This	basic	skill	of	the	mind,	according	to	him,	is	the	indicator	showing	that	cinema	is	

an	art	 that	belongs	 to	 the	mind.	The	mind	does	not	 live	 in	a	“moving”	world.	 It	organizes,	

selects,	differentiates	and	shapes	the	world	in	which	it	lives.	Cinema	is	not	only	the	way	of	

recording	actions,	but	 it	 is	also	 the	way	of	 transforming	 the	 images	 that	are	 recorded	 in	a	

certain	order	into	meaningful	reality	in	the	mind.	For	this	reason,	he	rejects	the	claims	saying	

that	 cinema	 is	 only	 a	 carrier	 of	 the	 art	 of	 theater,	 or	 it	 has	 replaced	 it,	 or	 it	 is	 the	

“decomposed	form”	of	theater.	Cinema	has	the	basic	elements	of	the	reality	like	time-place	

and	causality.	It	reorganizes	the	images	it	receives	from	the	nature	in	the	light	of	the	mind,	

and	changes	the	relations	of	these	images	with	mental	relations.	(Andrew,	2010:	70)	

Rudolf	Arnheim	

Arnheim,	 who	 was	 another	 representative	 of	 “fictionalistic”	 tradition,	 was	 a	

psychologist	working	on	the	perception	like	Munsterberg	who	was	from	Gestalt	psychology	

school.	Unlike	those	who	considered	cinema	as	the	expression	of	the	reality,	he	defined	the	

unreal	characteristics	of	cinema,	which	are;	

• The	2-Dimensional	structure	of	the	image		

• Being	able	to	change	the	sense	of	depth	in	a	meaningful	manner		

• Problems	created	by	absolute	image	size	

• Lack	of	lighting	and	color	

• Placement	of	image	in	a	certain	frame	

• Lack	of	space-time	continuity	because	of	fiction		

• Lack	of	other	inputs	coming	from	other	senses.		

Arnheim	approached	cinema	as	an	experience	that	was	not	real.	Technically,	the	art	

of	filming	is	based	on	the	manipulation	of	the	visible	one,	and	it	does	not	provide	a	structure	

in	 the	way	one	sees.	For	Arnheim,	who	based	cinema	hypothesis	on	Gestalt	Theories,	and	

who	placed	perception	in	the	very	heart	of	his	works,	art	was	a	mental	process,	and	sought	
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the	moments	of	the	artist	in	which	internal	world	of	the	artist	was	reflected.	(Andrew,	2010:	

89)	

Sergei	Eisenstein	

Eisenstein,	 who	 comes	 from	 a	 Formalist	 tradition,	 was	 a	 cinema	 director,	 and	

received	 theater	 training,	which	 is	different	 from	the	other	Formalists.	Aside	 from	this,	he	

studied	engineering,	developed	many	different	reading	fields,	and	tried	to	use	everything	he	

learned	in	the	field	of	cinema.	This	wide-ranging	viewpoint	caused	that	he	perceived	artistic	

activity	 as	 some	 kind	 of	 “doing	 and	 building”.	 For	 this	 reason,	 the	 problem	 of	 the	 raw	

material	 that	 would	 be	 processed	 had	 an	 important	 place	 in	 his	 mind.	 To	 resolve	 the	

problem,	he	received	the	inspiration	he	needed	from	a	Japanese	Kabuki	Theater,	which	was	

contrary	 to	 the	aesthetical	understanding	of	Moscow	Art	Theater,	which	he	mentioned	as	

“my	enemy”.	 In	following	days,	he	worked	hard	to	create	a	cinema	system	which	could	be	

measured	 with	 the	 same	 scale,	 and	 in	 which	 all	 components	 were	 equal.	 Lighting,	

composition,	 acting,	 story	 and	 even	 the	 subtitles	 had	 to	 be	 related	 with	 each	 other.	

(Eisenstein,	 1975:	 89)	 For	 this	 purpose,	 watching	 a	 film	 means	 shocking	 the	 viewer	 with	

continuous	bonds	of	 the	watched	 item	coming	 from	various	components	not	coming	 from	

the	 story.	 When	 several	 elements	 interact	 with	 each	 other	 simultaneously,	 a	 possible	

multiple-sensory	experience	occurs.	Creative	thinking	emerges	from	the	organization	of	the	

reality	with	these	elements	and	by	selecting	them	in	a	proper	manner.	Since	the	early	start	

of	 his	 studies,	 Eisenstein	 spent	 his	 time	 by	 working	 on	 “building-combining	 the	 parts”	 in	

other	 words	 assembling,	 and	 thought	 about	 how	 the	 components	 with	 various	 qualities	

could	be	transformed	into	the	experience	of	a	film	in	a	creative	way.	On	the	other	hand,	he	

also	 sought	 ways	 to	 increase	 the	 number	 of	 the	 variables	 in	 the	 hands	 of	 the	 director;	

however,	meanwhile,	 he	 also	wanted	 to	 keep	each	element	under	his	 control,	 he	did	not	

want	them	to	create	an	effect	on	their	own…	The	director	must	not	be	a	captive	of	the	tools;	

on	the	contrary,	the	elements	should	serve	the	work	created	by	the	director.	This	situation	

affected	the	art	of	acting	in	a	negative	way.	(Eisenstein,	1999:	33)	

Bela	Balazs	

According	 to	 Balazs,	 the	 raw	material	 of	 film	 is	 not	 the	 reality	 itself,	 but	 it	 is	 the	

“filmic	 topic”	 in	 terms	 of	 the	 presentation	 of	 the	 human	 experience,	 and	 the	 filmic	 topic	

seeks	ways	 to	 transform	 itself	 into	cinema.	 In	 this	 respect,	 reality	has	multiple	 faces.	Each	
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branch	of	art	deals	with	its	own	reality,	and	makes	the	topic	change	in	terms	of	form	with	its	

specific	tools.	He	cared	much	about	the	scenario	of	the	film,	and	about	the	selection	of	the	

cinematic	topics	in	a	proper	and	due	manner,	and	considered	it	as	the	independent	branch	

of	 the	 work.	 It	 was	 at	 such	 an	 interesting	 point	 that	 when	 Shakespeare’s	 works	 were	

considered,	they	could	make	themselves	experienced	even	if	they	were	not	acted.	For	this	

reason,	 Balazs	 thought	 that	 even	 an	 incomplete	 scenario	 could	 be	 read	 like	 a	 complete	

transformed	style	of	the	reality	with	this	way.		

His	 viewpoints	 about	 film	 technique	 were	 close	 to	 those	 of	 Arnheim.	 Both	 of	 them	

considered	 the	 scene	 as	 a	 picturesque	 frame.	 The	 director	 establishes	 the	 topics	 by	

organizing	them	with	important	images	that	will	create	the	meaning	to	achieve	the	fiction.	

For	 Balazs,	 films	 are	 not	 the	 pictures	 of	 the	 reality.	 On	 the	 contrary,	 they	 are	 the	

personification	of	the	nature,	because	the	backgrounds	selected	for	drama	are	the	products	

of	 the	 cultural	 patterns	 in	our	 souls.	He	 insisted	 that	 cinematic	 conventions	 (acceptances)	

had	a	naturalistic	relation	with	mental	processes.	(Andrew,	2010:	175)	

Siegfried	Kracauer	

Bazin	and	Kracauer	lead	the	theoreticians	who	claimed	that	cinema	might	reflect	the	

reality	 as	 is.	 They	 acted	 on	 a	 basis	 that	 film	might	 convey	 the	 reality	with	 a	 realistic	 and	

objective	 viewpoint	 without	 any	 interventions.	 A	 film	 must	 convey	 the	 reality	 at	 the	

perceived	 level	 as	 it	 is	 in	 real	 life.	 For	 this	 reason,	 the	 reality	must	 not	 be	 interpreted	 or	

disrupted.	He	categorized	all	the	elements	of	filming	device	except	for	recording	as	auxiliary	

technical	elements.	These	are	the	fiction,	close	shooting,	disruptions	in	the	shape	made	with	

lenses,	 optical	 effects	 and	 other	 similar	 elements.	 These	 auxiliary	 elements	 are	 indirectly	

related	with	the	content;	however,	they	must	be	used	to	support	the	basic	function.		

For	Kracauer,	the	topic	of	cinema	is	the	photographable	world.	Aside	from	this,	the	

supplementary	 techniques	might	 transform	 the	world.	 These	 transformations	 support	 the	

photographical	 effort,	 and	 ensure	 that	 we	 reach	 the	 unique	 visual	 insight	 of	 the	 world.	

However,	these	technical	transformations	also	cause	that	the	topic	is	forgotten	and	the	tools	

come	to	the	 forefront.	 In	 this	 respect,	we	 found	ourselves	as	 joined	to	 the	 film	not	 to	 the	

world.	(Andrew,	2010:	202)	
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Andre	Bazin	

Another	realistic	theoretician	is	Bazin.	Bazin	claimed	that	cinema	could	never	achieve	

the	“reality”	raw	material	that	must	be	shaped	by	directors,	and	believed	that	the	director	

could	 reproduce	 the	 reality	 only	 with	 his/her	 own	 methods.	 In	 cinema,	 the	 level	 of	 the	

reality	does	not	depend	on	how	much	it	resembles	the	life,	but	on	the	success	of	simulating	

it.	The	reality	is	re-presented	by	using	scenario,	mise-en-scene,	fiction,	cinematography,	and	

similar	 tools;	 however,	 the	 director	 must	 count	 for	 the	 real	 nature	 of	 the	 raw	 material,	

because	the	relation	between	the	raw	material	and	its	nature	cannot	be	altered.		

Bazin	 made	 a	 clear	 distinction	 between	 cinema	 and	 theater	 in	 numerous	 ways.	

However,	he	considered	the	basic	reason	of	this	distinction	as	the	basis	of	theater	being	the	

stylization	 and	 convention.	 In	 addition,	 according	 to	 him,	while	 theater	was	 directed	 to	 a	

certain	center,	cinema	fled	away	from	the	center.		

Bazin	 placed	 mise-en-scene	 in	 the	 very	 heart	 of	 cinema,	 in	 other	 words,	 he	 cared	 much	

about	field	depth	and	plan-sequence.	In	this	way,	the	viewer	could	participate	to	the	event	

in	a	more	comfortable	manner,	because	s/he	might	view	the	environment	as	a	whole,	not	a	

particular	point	in	the	frame.	This	situation	created	a	3-way	reality.	(Bazin,	1996:	42)	

• Ontological	reality,	which	gives	concrete	density	and	independence.	

• Dramatic	reality	makes	sense	of	the	actor	within	the	decor.	

• Psychological	reality	brings	the	viewer	back	to	the	conditions	of	reality	perception	in	

which	nothing	could	be	anticipated.	

There	were	several	other	theoreticians	after	Bazin	and	were	 influenced	by	him	and	

by	other	 theoreticians.	For	example,	Mitry,	Metz,	Flaherty,	Vertov,	German	Expressionists,	

Feminist	Theoreticians,	semioticians…	The	literature	divides	these	hypotheses	as	“those	who	

believe	in	image”	and	“those	who	believe	in	reality”	in	a	very	general	manner.	The	common	

point	of	them	is	the	fact	that	the	camera	is	determinant	in	the	processing	and	presentation	

stage	of	 reality,	which	 is	 the	 raw	material	of	 the	 film,	and	 the	 fact	 that	 the	director	 is	 the	

subject	of	the	art	of	cinema.		

Result	

The	subject	and	object	of	the	art	of	acting,	which	 is	as	old	as	the	human	history,	 is	

the	actor.	In	creation	process	of	the	role,	no	matter	whether	the	actor	is	directed	towards	a	

formal	imitation	only	by	using	narration	tools,	or	brings	himself/herself	from	“acting”	stage	
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to	“being”	stage	by	using	his/her	own	psychological	depth,	the	material	is	his/her	own	body	

and	feelings.	When	the	role	given	by	the	text	is	carried	to	the	stage,	the	role	makes	sense,	

and	this	sense	is	much	beyond	the	meaning	that	is	produced	by	the	text.		

When	the	language	of	the	cinema	is	analyzed	it	is	observed	that	although	there	are	

several	tools	like	cinematography,	fiction,	mise-en-scene,	light,	etc.	Among	the	elements	of	

this	language,	the	actor	is	not	different	from	any	object	that	constitutes	the	mise-en-scene.	

The	language	of	cinema	is	not	concerned	about	the	meaning	that	 is	produced	by	the	actor	

when	 it	 is	 producing	 its	 own	meaning.	 It	 is	 in	 such	 an	 interesting	 point	 that	 camera	 has	

undertaken	 the	 job	of	 producing	meaning,	which,	 in	 fact,	 is	 expected	 from	 the	 actor,	 and	

preferred	 producing	 this	 meaning	 on	 its	 own.	 In	 this	 situation,	 the	 actor	 falls	 to	 a	

meaningless	state	in	his/her	performance,	and	is	alienated	in	terms	of	creation.	The	creative	

thinking	process	of	the	actor	is	not	involved,	and	the	actor	remains	as	a	figurative	entity.		

It	 is	 obvious	 that	when	 these	 two	 fields	which	have	 specific	 terminology	 face	each	

other,	the	actor,	who	is	the	object	and	subject	of	the	art,	leaves	the	role	of	being	the	subject	

and	becomes	the	object	of	the	director,	which	ultimately	causes	a	paradox	in	itself.	Although	

the	actor	must	produce	meaning	over	the	role,	s/he	tries	to	produce	meaning	with	external	

commands.	S/he	tries	to	act	before	the	camera	in	a	status	that	is	unaware	of	the	time-place	

and	causality	s/he	is	in.	Unlike	the	theater	stage,	the	plans	are	not	shot	from	the	beginning	

to	the	end,	which	causes	inconsistencies	and	accidentality	in	the	reactions.		

Some	 directors	 resolve	 these	 problems	 by	 working	 with	 real	 people	 that	 are	

counterparts	 of	 the	 role	 in	 real	 life	 instead	 of	 working	 with	 professional	 actors.	 Such	

directors	 leave	 the	 meaning	 they	 want	 to	 convey	 to	 the	 “being	 oneself”	 status	 of	 the	

figurative	 actors.	 Such	 a	 style	 is	 sometimes	 considered	 as	 being	more	 productive	 for	 the	

director,	and	it	is	believed	that	the	sense	of	reality	in	the	film	is	increased	in	this	way.		

Another	director	profile	that	tries	to	resolve	the	problem	in	a	specific	methodology	is	

in	constant	communication	with	the	actors.	This	type	of	director	presents	the	reactions	and	

manners	expected	by	the	text	from	the	role	to	the	actor	with	dramaturgic	approaches.	Such	

a	director	continues	the	desktop	works	in	a	manner	that	fits	to	the	stage.		

When	 palliative	 solutions	 are	 ignored,	 there	 are	 no	 study	methods	 or	 hypotheses	

that	 are	 produced	 for	 the	 question	 determined	 in	 the	 present	 study	 in	 the	 literature.	

Although	 America-based	 acting	 methods	 claim	 that	 they	 train	 cinema	 actors,	 when	 the	
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contents	of	the	methods	are	considered,	it	is	observed	that	they	are	the	minimized	forms	of	

stage	acting	training.		

As	a	conclusion,	it	is	crucial	that	in	order	for	the	art	of	acting,	which	has	a	history	of	

hypothetical	works	 that	 lasted	 for	2500	years,	 to	engage	 itself	 to	 the	art	of	cinema,	which	

has	a	history	of	nearly	100	years,	academic	studies	based	on	workshops	are	transferred	into	

real	life.	
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The	Changing	Nature	of	Narrative	Instruments	in	Turkish	Musical	Cinema:		

A	Model	Suggestion	

Asst.	Prof.	Kutup	Ata	Tuncer		
Istanbul	Yeni	Yüzyıl	University		

	

Abstract	

Musical	 films	 of	 Turkish	 cinema	 are	 as	 old	 as	 world	 cinema.	 The	 musical	 film	

"Leblebici	 Horhor",	 shot	 by	 Muhsin	 Ertuğrul	 in	 1923,	 constituted	 the	 first	 ring	 of	 this	

tendency.	 In	 the	 1930s,	 some	 of	 the	 musical	 films	 that	 were	 not	 structured	 with	 world	

cinematic	aesthetics	and	were	shot	with	 theatrical	actors	of	 the	 time	were	mostly	musical	

theater	 features.	After	 this	period,	 the	1940s	began	 to	 revive	 the	sector,	which	was	 taken	

away	 with	 oriental	 dancers	 from	 the	 previous	 period	 and	 became	 stagnant	 with	 musical	

films	synthesized	in	Turkish	and	Egyptian	music	form.	In	the	1950s,	American	music	began	to	

become	fashionable,	affecting	the	content	of	Turkish	cinema.	When	it	came	to	1960s,	these	

influences	brought	 the	revue	 form	to	 the	 fore	 in	Turkish	cinema	and	 it	became	popular	 in	

our	musical	 cinema.	 From	 this	 period,	 including	 the	 beginning	 of	 the	 1970s,	with	musical	

productions	 such	 as	 "Keşanlı	 Ali	 Destanı"	 and	 "Lüküs	 Hayat"	 with	 epic	 musical	 features,	

musical	film	became	the	occasion	of	the	golden	age	of	our	culture.	The	years	after	1970	and	

1980	are	unfortunately	a	period	when	Turkish	musical	cinema	has	moved	away	from	world	

standards.	 The	 fact	 that	 expensive	productions	 and	musical	works	 stuck	between	 the	 two	

cultures	 tried	 to	 be	 done	with	 care	 for	 American	 productions	 have	 reduced	 the	 need	 for	

these	films	and	discouraged	the	producers.	Ultimately,	when	it	came	to	the	2000s,	this	area	

was	completely	barren.	

This	article	presents	suggestions	for	music	and	performing	arts	to	create	new	works	

in	Turkish	musical	theater	and	revive	artistic	production.	The	musical	form	in	Turkish	cinema	

can	be	turned	into	a	practice	in	the	cinema	sector	by	looking	again	at	the	disciplines	related	

to	the	performing	arts	such	as	music,	dance,	choreography	which	are	the	building	blocks	of	

the	musical.	

Keywords:	Turkish	Cinema,	operetta,	musical,	cultural	changing,	a	model	suggestion.	 	
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Introduction	

	 The	musical	 film	 culture	 in	 Turkish	 cinema	 is	 as	 old	 as	 world	 cinema.	 The	 Turkish	

Musical	Cinema	culture,	which	started	to	produce	products	from	the	beginning	of	the	1900s	

and	even	approached	the	world	scale,	has	 today	unfortunately	not	been	able	 to	acquire	a	

respectable	 place	 and	 is	 left	 aside.	We	 can	 say	 that	 the	 continuity	 of	 an	 art	movement	 is	

ensured	 by	 the	 continuity	 it	 reveals	 through	 the	 mutual	 interaction	 with	 its	 culture.	

However,	some	obstacles	blocking	this	continuity	may	result	in	different	traumas	depending	

on	the	cultures.	For	example,	some	societies	by	being	affected	by	the	popular	culture,	some	

societies	by	conflicting	due	to	the	value	judgements	in	the	historical	background,	and	some	

societies	by	being	exposed	to	the	changing	world	balances,	may	move	away	from	the	artistic	

values	they	have	or	may	lose	the	essence	of	these	values.	In	this	study,	we	see	it	necessary	

to	examine	why	musical	films	cannot	find	a	place	for	itself	in	Turkish	Cinema	especially	from	

the	year	2000	to	the	present	day,	and	to	examine	the	problems	behind	it	 in	terms	of	both	

musicological	and	ethnomusicological	aspects.	

	 When	we	examine	musical	films	in	general,	we	can	see	the	main	and	side	branches	of	

performing	arts	such	as	acting,	music,	dance	and	choreography.	The	musical	films	written	on	

a	story	are	the	redesign	of	Opera,	which	Wagner	defines	with	the	Theory	of	Composite	Arts,	

with	a	cinematographic	expression	in	the	last	century.	In	the	20th	century,	it	is	observed	that	

this	trend	has	developed	by	adapting	to	this	situation	and	has	also	affected	other	currents	

despite	 the	 changes	 we	 can	 define	 with	 modernism	 and	 popular	 culture	 in	 Western	 Art	

Culture.	 However,	 from	 the	 point	 of	 view	 of	 Turkish	Musical	 Cinema,	 it	 is	 observed	 that	

Turkish	Cinema	either	has	not	been	able	to	keep	up	with	the	changes	and	developments,	or	

it	 has	 been	 able	 to	 but	 late,	 or	 it	 has	 experienced	 such	 failures.	 This	 situation	may	 have	

occurred	in	terms	of	the	intercultural	and	socio-political	context	in	which	the	popular	culture	

is	 included.	 The	 fact	 that	 the	 musical	 form	 has	 been	 appealing	 to	 the	 upper	 class	 more	

throughout	the	20th	century	and	until	today,	and	that	its	structure	is	based	on	classical	forms	

and	Jazz	music,	may	have	caused	not	to	be	able	to	approach	to	this	genre.	Therefore,	as	we	

will	 see	 in	 the	 following	 of	 the	 article,	 when	 we	 examine	 the	 subject	 by	 categorising	

historically,	we	 can	 conclude	 that	 Turkish	Musical	 Cinema	has	 tried	 to	build	 itself	 up	with	

different	musical	cultures	in	every	period	of	time,	and	that	it	has	never	been	able	to	connect	

this	musical	 genre	 to	 its	own	popular	 culture	because	of	 following	 the	 trends.	 From	here,	



PARC	INTERNATIONAL	INTERDISCIPLINARITY	in	the	ARTS	SYMPOSIUMS	I:	Cinema	/	Photography 
BOOK	OF	PROCEEDINGS,	December	2017,		

ISBN:	978-605-296-478-1	

	

96	

new	and	different	studies	can	be	done	with	the	correct	analysis	of	cultural	studies	within	the	

musical	 field	 of	 Turkish	 cinema.	 This	 work	 we	 are	 talking	 about	 is	 going	 to	 be	 done	 by	

determining	 limitations	and	applications	according	to	the	results	of	researches	about	what	

these	approaches	might	be.	

	 We	can	examine	the	history	of	Turkish	Musical	Cinema	in	three	stages:	

1. Musical	films	shot	in	French	influenced	Operetta	genre.	

2. Musical	films	shot	with	Arab-influenced	Orientalist	approach.	

3. Musical	films	shot	in	British/American	influenced	Cabaret	and	Musical	Play	form.	

Musical	Films	Shot	in	French	Influenced	Operetta	Genre	

	 The	 musical	 film	 understanding	 of	 Turkish	 cinema	 is	 based	 on	 the	 Operet	 form	

spreading	in	Ottoman	Empire	from	the	second	half	of	the	19th	century.	"Leblebici	Horhor",	

shot	 by	Muhsin	 Ertuğrul	 in	 1923,	 constituted	 the	 first	 ring	 of	 this	 tendency.	This	 musical	

work,	a	three-act	play,	is	also	our	first	film	to	win	a	prize	at	the	Venice	II.	International	Film	

Festival	 in	our	cinematic	history	 (Mimesis,	1999).	The	development	of	Operetta	 cultures	 in	

Ottoman	 Empire	 and	 the	 interest	 in	 this	 genre	 extend	 to	 the	Westernization	period	 of	

Ottoman	Empire.	This	Westernization	 process	 corresponds	 to	 French	modernism,	which	 in	

the	18th	and	19th	centuries	had	profound	changes	in	culture	and	economy		in	Europe.	In	this	

period,	 European	 entertainment	 style	 and	 traditions	 began	 to	 spread	 in	 Ottoman	

Empire.	Therefore,	this	period,	 in	which	the	own	form	of	Turkish	Culture	 is	mixed	with	the	

forms	of	western	art	form,	and	new	sense	of	art	and	movements	emerge,	corresponds	to	a	

period	that	Europe	has	changed.	However,	the	fact	that	the	Ottoman	Islamic	Culture	stood	

at	a	certain	distance	from	Western	Art	due	to	the	values	it	possessed	led	to	the	adoption	of	

this	 cultural	movement	 only	 by	 a	 certain	 social	 class.	 For	 this	 reason,	 the	 performing	 arts	

such	as	Plastic	Arts	and	Opera-Ballet,	which	are	not	traditional	arts,	have	been	started	to	be	

widespread	by	incorporating	education	since	the	Republican	era.	The	musical	forms	used	in	

the	 operette	 consisted	 of	 kanto	 and	 tangos	which	 are	 suitable	 for	 stylistic	 dance	 and	

choreography.	The	 films	of	 this	period	were	 shot	with	 the	 theater	actors,	and	brought	 the	

art	 values	such	 as		Denizkızı	Eftalya	 and	 Afife	 Jale,	and	 women's	 movements	to	 the	

society.	The	 factors	 such	 as	 the	 operettas	 in	 this	 period	 were	 performed	 only	 in	 closed	

scenes	like	Broadway	and	its	not	being	integrated	with	the	public	in	terms	of	entertainment,	
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and	 the	 film	 production's	 being	 at	 a	 dead	 end	 in	 France	 and	 Europe	 because	 of	World	

War	II	caused	this	genre	to	disappear	in	the	Turkish	Cinema	sector	in	the	1940s.		

Musical	Films	Shot	with	Arab-Influenced	Orientalist	Approach	

	 The	 fact	 that	World	War	 II	coincided	with	 the	1940s	and	 led	 to	a	 stagnation	 in	 the	

world	 economy,	 of	 course,	 also	 affected	 the	 cinema	 industry.	The	 producers,	 who	 had	 to	

find	 ways	 to	 get	 out	 during	 this	 period,	 were	 looking	 for	 new	 quests.	The	 widespread	

suffering	of	Westernization,	we	have	just	mentioned,	in	the	Ottoman	period	continued	even	

after	 the	 Republic.	Mutual	 resistance	 and	 value	 conflicts	 shortened	 the	 continuity	 of	

innovations.	The	 efforts	 to	 ban	 traditional	 Turkish	 music	 for	 a	 while	 and	 try	 to	 earn	 the	

Polyphonic	Classical	Western	Music	were	well	intentioned	but	accepted	by	only	a	very	small	

class,	and	 could	 not	 be	 easily	 adopted	 by	 a	 large	 part	 of	 the	 society.	At	 this	 point,	 the	

situation	reversed	 and	 Arabic-based	 music	 or	 dramatic	 films	caused	 the	 industry	 to	 be	

influenced	and	revitalized.	The	Egyptian	Films,	which	were	imported	towards	the	end	of	the	

1930s,	 began	 to	 attract	 public’s	 attention	 from	 the	 time	 they	 first	 came	 to	 the	

theaters.	These	melodramatic	films	coincided	with	the	pleasures	of	the	society	and	the	way	

of	 life.	For	about	30	years	since	this	period,	 this	 fury	affected	the	Turkish	cinema	and	even	

caused	the	opening	of	the	doors	of	Arabesque	musical	films.	These	films,	where	the	Oriental	

dancers	also	took	place,	also	fulfilled	the	entertainment	needs	of	the	cinema.		

The	 Egyptian	 film	 Tears	 of	 Love,	 first	 brought	 to	 Turkey	 in	 1938,	 is	 a	 melodrama	

film.	“Son	 Posta	Newspaper”,	 published	 in	 1939,	 speaks	 of	 Anatolian	 people	 forming	 long	

queues	for	watching	the	film	without	caring	rain	and	mud.	The	reason	why	the	society	shows	

so	much	interest	in	Egyptian	films	is	undoubtedly	that	the	Turks	were	greatly	influenced	by	

the	 Arab	 culture	 in	 the	 period	 when	 Egypt	 was	 connected	 to	 Ottoman	 Empire.	 Hence,	

between	the	years	1940	and	1960,	both	bans	and	monopolistic	politics	provided	the	rise	of	

popular	folk	cinema	from	its	birth.	Moreover,	although	the	musical	elements	of	dance,	ballet	

and	 polyphonic	 choruses	 were	included	 in	 the	 Turkish	 system	 of	 education,	 they	 did	 not	

prepare	enough	 ground	 for	 the	 musical	 form	 we	 have	mentioned.	 The	 special	composers	

such	 as	 Cemal	 Reşit	 Rey	 and	Ahmet	Adnan	 Saygun	who	were	 sent	 to	 study	music	 abroad	

after	 the	 foundation	 of	 the	 Republic	 redefined	 the	 Turkish	 music	 form	 with	 a	

polyphonic	system	and	a	new	harmony	system,	and	they	were	able	to	accept	this	systematic	

approach	for	theater	and	film	music.	Ulvi	Cemal	Erkin’s	Köçekçe	is	an	example	of	this	genre.	
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However,	 the	culture	conflict	we	 talked	about	here	was	more	 intense	 than	 the	process	of	

Westernization	 in	 the	Ottoman	 period;	 because	 the	 technological	 tools	 such	 as	 radio	 and	

record	 became	 widespread	 in	 the	 society	 in	 this	 period,	 it	 also	 increased	 the	 selectivity	

among	the	public	culture.	Despite	all	these	things,	attempts	to	bring	Turkish	Art	to	a	position	

it	 deserves	 in	 the	 world	 scale	 could	 continue	 on	 its	 way	 to	 the	 1980s	 with	 the	 Republic	

achievements	(Creative,	1999).	

Musical	Films	Shot	in	British/American	Influenced	Cabaret	and	Musical	Play	Form	

	 In	 Turkish	 Cinema,	 there	 have	 been	 no	 such	 painful	 situations	 on	 Musical	 Film.	

Especially	during	the	years	1960s	and	1970s,	Turkish	Cinema	was	influenced	by	the	American	

music	 films	which	 had	 become	popular	 since	 1950s,	 and	 from	 the	 1960s	 these	 influences	

brought	Revue	form	into	the	forefront,	and	the	Cabaret	was	welcomed	with	interest	by	the	

public.	 The	 inclusion	of	 Cabaret	 and	Musical	 to	 Turkish	 Cinema	 in	 1960s	 has	 undoubtedly	

brought	our	cinema	to	a	national	 identity	with	a	precious	and	quality	understanding.	With	

the	 start	 of	 the	 production	 of	 colored	 films	 in	 1963,	 decor,	 costumes	 and	make-up	 items	

began	to	become	more	important.	So	much	so	that,	Turkish	Cinema	has	almost	outstretched	

Western	cinema	in	these	years.	Possibilities	have	increased	from	the	acting	to	the	wealth	of	

the	staff,	and	from	film	music	composing	to	directing.	Since	the	structure	of	the	Musical	Film	

is	close	to	the	language	of	the	theater,	 in	this	period,	productions	which	have	epic	musical	

features	such	as	Keşanlı	Ali	Destanı	and	Lüküs	Hayat,	provided	to	experience	the	golden	age	

of	our	musical	film	culture.	Synchronized	dances	performed	by	famous	actors	accompanied	

by	choreographed	polygraphic	choruses,	Sadri	Alışık's	using	body	 language	as	an	American	

musical	actor,	singing	folk	songs	and	songs,	using	cameras	proper	to	musical	dynamism,	and	

incorporating	 symphonic	 orchestral	 into	 musical	 films…	 All	 of	 these	 breakthroughs	 are	

extremely	valuable.	However,	when	 it	came	to	the	1970s,	some	changes	 in	terms	of	social	

and	technological	aspects	negatively	affected	this	process.	As	the	television	started	to	enter	

the	 houses,	 expectations	 also	 changed;	 the	 increasing	 interest	 in	 television	 moved	 the	

crowds	away	from	cinema,	towards	the	1980s	the	sector	narrowed	down	sharply.	However,	

it	was	 the	musical	 films	 that	 left	 the	Hollywood	 cinema	unrivaled	 in	 the	 1970s	 for	 a	 long	

time;	because,	Hollywood	began	to	give	a	new	form	to	the	musical	genre,	it	got	its	resources	

from	 operettas	 and	 Broadway's	 famous	 musicals.	 It	 opened	 its	 doors	 to	 the	 world	 with	

simple	but	beautiful	 sounds	 and	 limited	opportunities	bringing	 together	dance,	music	 and	
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fun.	Millions	of	people	were	running	to	watch	Judy	Garland	dance	and	sing.	Its	showing	the	

actors	with	a	more	cinematic	expression	along	with	 their	 sweetness	and	 liveliness,	and	 its	

providing	the	dances	to	occur	in	streets,	subways	or	busses	removed	the	musical	genre	from	

being	a	pure	 stage	 show,	and	made	 it	 the	 integral	part	of	 the	 story	 (Müzikalin	Kısa	Tarihi,	

1999)	

	 The	 emergence	 of	 televisions	 has	 also	 affected	 Hollywood.	 The	 difficulties	 of	 the	

Musical	Film	Industry	in	Turkey	in	the	1980s	were	experienced	in	America	in	the	1960s.	The	

sector,	which	understood	that	 it	could	not	go	on	with	 large	curtains	and	abundant	budget	

productions,	had	found	new	solutions	for	itself.	In	particular,	the	Grease	musical,	adapted	to	

the	 cinema,	 was	 a	 musical	 film	 which	 the	 youth	 energy	 was	 at	 the	 forefront,	 and	 which	

contained	the	popular	music	motifs	accepted	by	the	audience.	So	much	so	that	the	simple	

dances	and	the	simplicity	of	melodies	were	already	suitable	for	the	popular	music	culture	of	

the	time.	In	the	1980s,	Turkish	cinema’s	beginning	to	break	away	from	the	world	standards,	

and	the	expensive	productions	which	were	still	made	by	emulating	the	old	American	films,	

came	up	against	Turkish	cinema	as	a	wrong	method.	The	old-fashioned	musicals,	which	were	

still	trying	to	be	shot	with	the	old	American	cinematic	style,	were	both	at	a	high	budget	and	

began	to	 force	 its	chances	 in	terms	of	audience	 interest.	Hisseli	Harikalar	Kumpanyası	was	

perhaps	 the	only	musical	which	attracted	 the	audience’s	attention	 in	 the	1980s.	However,	

this	play,	prepared	with	famous	actors	and	large	orchestras,	ensured	its	continuity	perhaps	

because	 the	musics,	 composed	 for	 the	 play,	 were	 appropriate	 for	 the	 popularism	 of	 that	

time.	The	sequel,	which	was	the	continuation	of	the	musical,	had	been	shot,	but	it	had	not	

been	successful.	As	a	result,	the	 interest	of	Turkish	cinema	producers	to	the	musical	genre	

has	decreased	because	of	the	fact	that	popular	culture	starts	from	the	80’s	and	spreads	well	

until	 90’s,	 and	 the	 music	 form	 has	 an	 ambiguity	 between	 eastern	 and	 western	 cultures	

(Mimesis,	1999).	

A	Model	Suggestion	

	 In	 general,	 between	 the	 years	 1995	 and	 2010,	 musical	 interest	 in	 Turkey	 has	

decreased	 significantly.	 This	 is	 a	 period	 of	 time	 under	 the	 influence	 of	 popular	 culture	 in	

which	 art	 disciplines	 are	 disconnected	 and	 only	 the	 “stars”	 are	 followed.	 That	 is	why	 the	

courage	of	young	people	against	artificiality	 is	very	 low.	On	the	one	hand,	the	backdrop	of	

art	with	 the	 imbalance	between	 consumption	and	production,	 and	 the	new	perception	of	
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imported	 technology	have	 created	a	 sense	of	 surprise	and	 stagnation	 in	 society.	But	 from	

2010,	social	media	has	become	more	widespread,	the	internet	has	been	reduced	to	mobile	

devices,	and	the	limitless	possibilities	of	audio-visual	tools	have	enabled	new	generation	of	

young	 people	 to	 reflect	 their	 imagination	 again.	 Simple	 forms	 of	 songs,	 music	 -especially	

recorded	at	home	or	in	the	home	studio	with	a	guitar	and	a	microphone-	short	films,	colored	

photographs	and	visuals,	helped	to	regain	the	lost	courage	and	spirit	of	production	with	the	

help	of	 the	 likes	of	 these	 small	productions	 from	 the	moment	 they	were	published	 in	 the	

social	 media.	 In	 particular,	 the	 progress	 of	 visual	 technologies	 has	 drawn	 the	 viewer's	

attention	with	the	animation	technique	as	we	saw	in	the	romance	film	"La	La	Land".	Today's	

young	 generation	who	 can	 use	 these	 technological	 possibilities	 can	 now	 follow	 the	world	

and	reproduce	it	by	adapting	the	original.	So,	the	quality	of	the	film	now	catches	a	certain	

average	in	the	world.	

	 On	 the	 one	 hand,	 the	 popularity	 of	 the	 series	 and	 the	 voice	 contests	 has	 also	

increased	 the	 interest	 in	performing	 arts	 such	as	 singing	 and	acting	 among	 young	people.	

The	 younger	 generation	 now	 wants	 to	 get	 the	 education	 of	 these	 disciplines,	 and	 to	

demonstrate	their	artistic	love.	With	this	desire	and	mood’s	being	ready,	a	large	number	of	

new	musical	films	can	be	filmed	with	small	productions.	For	example,	Haluk	Bilginer’s	work	

named	Bir	 Şekspir	Müzikali	 with	 its	 small	 and	 consistent	 staff	 both	 has	 been	 drawing	 the	

audience’s	attention	by	showing	the	motifs	of	the	Turkish	musical	form	and	has	been	a	good	

example	with	an	understanding	of	a	universal	stage	art.	 	 It	 is	not	 just	to	serve	the	popular	

culture	 which	 is	 mentioned	 here,	 but	 in	 fact	 to	 create	 a	 simple	 and	 lasting	 discipline	 by	

bringing	 the	 unchangeable	 basic	 concepts	 of	 art	 and	 the	 requirement	 of	 popular	 culture	

together.	 The	 cultural	 and	 universal	 bases	 in	 the	 field	 of	 acting	 and	 rhythm	 and	 sense	 of	

sound	 in	music	can	provide	a	very	 lively	and	thoughtful	productions	with	a	good	design	of	

the	body	and	movement.	Primarily,	 the	 simplest	and	an	environment	 in	which	 there	 is	no	

waste	 of	 opportunities	 may	 be	 created.	 With	 Short	 Musical	 Films	 and	 Sitcom	 musical	

productions,	the	interest	of	young	people	to	musicals	can	be	increased.	

	 Conclusion	

	 In	 this	 period	when	 television	 and	 cinema	 viewing	 rates	 are	mostly	 determined	by	

entertainment	culture,	cultural	factors	have	influenced	the	decline	and	climb	changes.	When	

we	also	examined	our	Turkish	musical	history,	we	observed	 that	 the	changes	were	 largely	
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culture-oriented.	Especially	 the	productions	that	were	not	be	able	to	meet	with	the	public	

have	caused	it	to	fall	from	the	eye	by	negatively	affecting	the	genre	that	it	 is	connected	to	

over	the	years.	This	is	not	just	about	our	country.	When	we	look	at	the	interest	of	the	world	

cinema	audience,	 it	 is	understood	 from	the	 following	 table	 that	 in	general	 the	audience	 is	

interested	in	artistic	and	entertainment	oriented	productions,	where	the	stage	arts	and	live	

performance	meet:	

	

	

	

	

	

	

	

	

	

	

	

	

	

	

	 Howard	 Hughes,	 Arts,	 Entertainment	 and	 Tourism	 (MA:Butterworth	 Heinemann,	

2000,	p.	14)	

	 Of	course,	the	structure	of	the	formation	in	these	three	periods	we	talked	about	was	

not	very	different	from	the	description	in	the	table.	But	this	time	the	Turkish	musical	genre	

lost	blood,	especially	after	1980,	as	productions	were	generally	transformed	into	very	large	

staffs	and	expensive	productions.	Entertainment	culture	exists	only	when	art	and	commerce	

come	 together.	 The	 superiority	 of	 the	 artistic	 aspects	 of	 production	 for	 entertainment	

purposes	 gives	 the	 production	 an	 educational	 and	 cultural	 value	 at	 the	 same	 time.	 This	

artistic	direction	conveys	the	cultural	spirit	to	the	public	in	a	solid	way.	However,	this	process	

must	be	carefully	evaluated	without	excluding	culture.	Otherwise,	it	can	reveal	a	conclusion	

that	we	can	describe	as	“wannabe”.	The	task	of	culture’s	ensuring	communication	between	

individuals	 shows	 the	 continuity	 and	 awareness	 of	 society.	 While	 this	 communication	 is	
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being	provided,	if	the	media	only	takes	into	account	the	economic	interests,	then	this	time	a	

"selfish"	behavior	occurs.	At	this	point,	new	productions	to	be	produced	in	the	new	period	

must	 have	 features	 such	 as	 reflecting	 the	 interests	 of	 the	 society	 correctly	 and	 balancing	

between	each	other.	With	these	understandings,	the	musical	genre,	designed	in	a	modern,	

simple	and	culturally	sincere	manner,	will	find	a	respectable	place	in	the	visual	field.	
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