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ABSTRACT  

CURRENT PRACTICES OF TURKISH INDEPENDENT MOVIE TITLE 

SEQUENCES: A SURVEY AND ANALYSIS OF TITLE SEQUENCES  

IN NEW TURKISH CINEMA 

Zeynep Özel 

M.A, Visual Arts and Visual Communication Design 

Thesis Supervisor: Yoong Wah Alex Wong 

Summer 2015 

This study aims to analyze title sequences of New Turkish Cinema movies to 

understand the processes of film title sequence production in Turkey and approach these 

movie’s title sequences in their cinematic context. The title sequences will be 

considered as “paratexts” that extends beyond the film and a unique language in the 

realm of both cinema and motion graphics. Collected title sequences are analyzed 

through their Economics, Commercials, Entertainment, Fashion and Art aspects.  

The analyses are done through a case study focusing on title sequences of 

independent Turkish movies done in recent two decades. The economics and 

commercial aspects of title sequences will be investigated through the production 

processes of title design. Production processes in Turkey are discussed in the light of 

the interviews with the producers, directors, and title designers of New Turkish Cinema.   

Two prominent examples of New Turkish Cinema title sequences (Bir Zamanalar 

Anadolu’da (Once Upon A Time in Anatolia) and Çoğunluk (Majority, 2011) are 

remade according to visual language and story of the movies. Remade title sequences 

are designed in relation to or inspired by the visual and narrative world of the film itself.  

Keywords: title sequences, New Turkish Cinema, motion graphics 

The CD includes: CD includes .rar file of screenshots of existing title sequences 

of 67 films; and Remade Once Upon A Time in Anatolia Title Sequences.mp4, Remade 

Majority Title Sequences.mp4 



 

  

ÖZ 

GÜNÜMÜZ BAĞIMSIZ TÜRKİYE SİNEMASINDAKİ  JENERİK 

UYGULAMALARI:  YENİ TÜRKİYE SİNEMASINDA JENERİKLERİN 

İNCELENMESİ VE ANALİZİ  

Zeynep Özel 

Görsel Sanatlar ve Görsel İletişim Tasarım Yüksek Lisans Programı 

Tez yöneticisi Yoong Wah Alex Wong 

Yaz 2015 

Bu çalışma Türkiye'deki son 20 yılda üretilen bağımsız filmlerin jenerikerinin 

üretim süreçlerini anlamak ve jeneriklere sinematik bağlamda yaklaşmayı 

hedeflemektedir. Yeni Türkiye Sineması filmlerinin jenerikleri “paratekst” öğeler 

olarak incelenmiştir. Böylelikle jenerikler hem sinematik hem de hareketli grafik 

alanlarında analiz edilebilmiştir. Toplanan jeneriklere ekonomik, ticari, eğlence, moda 

ve sanatsal yönlerden yaklaşılmıştır. 

Analizler son yirmi yılda yapılan bağımsız Türk filmlerinin jeneriklerine 

kapsamaktadır. Jeneriklerin ekonomik ve ticari yönleri jenerik tasarımı üretim süreçleri 

yoluyla ele alınacaktır. Türkiye'deki jenerik üretim süreçleri Yeni Türk Sinemasının 

yapımcı, yönetmen ve jenerik tasarımcıları ile yapılan görüşmeler ışığında tartışılmıştır. 

Yeni Türkiye Sineması’ndan iki önemli film Bir Zamanalar Anadolu'da (2011) ve 

Çoğunluk (2011) seçilmiş ve bu filmlerin jenerikleri filmlerin görsel dili ve hikayeye 

uygun olarak yeniden tasarlanmıştır. Yeniden yapılan jenerikler filmlerin görsel ve 

anlatı dünyasına ilham alarak üretilmiş hareketli grafiklerden oluşmaktadır. 

Keywords: jenerik, yeni türkiye sineması, hareketli grafikler 

CD içeriği: CD, RAR formatında seçilmiş 67 Türk filminin jeneriklerinin ekran 

görüntülerini içermektedir. Ayrıca Bir Zamanlar Anadolu’da yeni jenerik.mp4, ve 

Çoğunluk yeni jenerik.mp4 içermektedir 
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1 CHAPTER 1: CONTEXTUAL BACKGROUND 

1.1 Title Sequence as a Term  

Title Sequence, Main Titles, Opening Titles, Opener, Film Titles, Opening 

Credits, Générique, - many terms exist for the sequence of motion graphics in the 

beginning of a movie. The diversity of the terms itself represents the complexity of the 

functionality of the subject; each one underlines different possible perspectives on brief 

preludes of the movies.   

The noun ‘credit’ used in terms like ‘Opening Credits’ or ‘Movie Credits’, 

directly refers to the participants in the production process; credits announce the film 

crew thus terms using the noun “credit” underline production aspects of the movie such 

as people and their roles. The terms ‘Main Titles’, ‘Opening Titles’, ‘Opener’ or ‘Film 

Titles’ highlight the need of formal presentation of the movie (such as the official title 

of the movie or the production studio’s / distributor’s logos); these terms emphasize the 

legal functions of ‘Title Sequence’ such as copyright laws. The way that the credits 

announce the movie title, film crew, and the director particular, also means that credits 

refer directly to production elements external to the movie, a pragmatic and functional 

designation of Title Sequences.  

French term Générique (a direct derivation used in Turkish: jenerik) covers both 

the title sequence in the beginning and rolling credits at the end of the movie. The term 

Générique is originated from Latin genericus, genus- meaning birth, origin1. This term 

establishes itself as an integral part of the movie as a whole. According to Stanitzek and 

Aplevich the term Générique has the advantage of referring the title sequence as an 

internal aspect of the movie; article defines the term Générique as a “formative genesis” 

of the movie.2   

Multiplicity of terms reflects the title sequences’ multifunctional role and their 

complex relationship with the movie they prelude. Drawing on all other terms, the term 

‘Title Sequence’ will be used aiming to cover all of other terms with all their functions 

and definitions.  

                                                
1 genus (n.d.). Online Etymology Dictionary. Retrieved January 2, 2013, from 
http://www.etymonline.com/index.php?term=genus. 
2 Georg Stanitzek and Noelle Aplevich, "Reading the title sequence (Vorspann, 
Générique)," Cinema Journal 48, no. 4 (2009). 
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1.2 New Turkish Cinema As a Term  

New Turkish Cinema is a group of Turkish movies produced in the last two 

decades. They represent a new mode of filmmaking and distribution practices in 

Turkey. These practices have a close connection to national and international film 

festivals in terms of funding and distribution. Some of the first wave movies have 

similar personal storytelling themes such as memory, loss and migration but unique 

themes and strong personal style are most prominent qualities of the New Turkish 

Cinema. In recent studies, discussions and debates about the term have increased; this 

section aims to briefly explore the current approaches.  

Asuman Suner’s book New Turkish Cinema, Belonging, Identity And Memory 

(2010) approaches New Turkish Cinema directors as a new generation of directors who 

represent a “novel approach” to cinematic expression in Turkey. 3 For Suner, directors 

such as Nuri Bilge Ceylan, Semih Kaplanoğlu, Zeki Demirkubuz, Reha Erdem, Yeşim 

Ustaoğlu and Derviş Zaim are among the first wave of leading New Turkish Cinema 

directors who occupy a distinctive place in the international reception of films from 

Turkey. 4 Zahit Atam considers only four directors as the founder of New Cinema of 

Turkey: Nuri Bilge Ceylan, Yeşim Ustaoğlu, Zeki Demirkubuz, and Derviş Zaim.5   

Since mid 2000s, other young directors have also been able to capture the 

attention of critics and festival juries from international cinema. Ahmet Uluçay, Aslı 

Özge, Seren Yüce, Emin Alper, Handan İ pekçi, Hüseyin Karabey, Kaan Müjdeci, 

Mahmut Fazıl Coşkun, Onur Ünlü, Orhan Eskiköy, Özgür Doğan, Yağmur-Durul 

Taylan, İnan Temelkuran, Deniz Akçay, Ramin Matin, Pelin Esmer, Tolga Karaçelik, 

Tayfur Aydın are among new young filmmakers that made internationally acclaimed 

movies in the last two decades. These directors are considered as auteurs of current 

Turkish Cinema, with their unique themes, strong personal style and elaborate aesthetic 

                                                
3 A. Suner, New Turkish Cinema: Belonging, Identity and Memory  (I. B. Tauris, 2010). 
4 Especially Nuri Bilge Ceylan received internationally acclaimed prizes at the Cannes 
Film Festival. In the last decade Nuri Bilge Ceylan is awarded with many prizes in 
Cannes Film Festival: He received the ‘Grand Prix’ in 2003 with Uzak (Distant, 2002); 
in 2008 Üç Maymun (Three Monkeys, 2008) won the ‘Best Director Award’; in 
2011 Bir Zamanlar Anadolu’da (Once Upon a Time in Anatolia, 2011) won the ‘Grand 
Jury Prize’ and in 2014 Kış Uykusu (Winter Sleep, 2014) won the ‘Palme d'Or’. 
5 Zahit Atam, Yakın Plan Yeni Türkiye Sineması  (İstanbul: Cadde Yayınları, 2011). 
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decisions. They are also referred to as New Turkish Cinema since they follow the path 

of first wave auteurs of the late 90’s and early 2000’s.6  

In recent studies about contemporary Turkish cinema some scholars also 

recognize the Turkish directors of last 20 years but some of them have considered the 

term ‘New Cinema of Turkey’ instead of ‘New Turkish Cinema’. 7 They offer the term 

‘New Cinema of Turkey’ for a fresh look at in new socio-cultural dynamics and how 

this affects of film production in Turkey. Savaş Arslan states that using ‘New Turkey 

Cinema’ instead of ‘New Turkish Cinema’ addresses alternative identities in Turkey 

because “Directors such as Yeşim Ustaoğlu, Handan İpekçi, Kazım Öz and Şahin Gök 

have all made films touching on the situation of Kurds or Greeks.”8 For Arslan 

contemporary Turkish cinema engages with the recent political disputes about 

“Turkishness” thus the concept New Turkish Cinema “is no longer appropriate to 

conceive of contemporary cinema.”9   

Akser uses the term “Turkish Independent Cinema” to define the productions 

alternative to the commercial cinema throughout the history. Akser follows the 

definition of Holmlund and Wyatt and characterizes independent films by their 

“personal and indelible imprints that directors impart on narrative, focuses, style, and 

aesthetics during production”10 When he analyzes contemporary independent cinema in 

Turkey he uses the terms “New Turkish Cinema”, “The Festival Auteurs of the 2000s” 

and “New Cinema Movement” but he prefers to focus on their independent nature and 

call “Turkish Independent Cinema” 11  

                                                
6 Suner, New Turkish Cinema: Belonging, Identity and Memory. 
7 Savaş Arslan, "The New Cinema of Turkey," New Cinemas: Journal of Contemporary 
Film 7, no. 1 (2009). 
Atam, Yakın Plan Yeni Türkiye Sineması.  
Murat Akser and Deniz Bayrakdar, New Cinema, New Media: Reinventing Turkish 
Cinema  (Cambridge Scholars Publishing, 2014). 
8 Arslan, "The New Cinema of Turkey," 95. 
9 Ibid., 84. 
10 Murat Akser, "Turkish Independent Cinema: Between Bourgeois Auteurism and 
Political Radicalism," in Independent Filmmaking Around the Globe, ed. Baltruschat 
D.; Erickson M. P. (Toronto: University of Toronto Press., 2015), 134. 
11 Ibid. 
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One of the first wave auteurs, Derviş Zaim, introduces a new term to label the 

mentioned directors. He uses “alluvionic” instead of “new”, “young” to underline their 

differences: 

“I utilize alluvion to denote that while these directors are all flowing 
in the same direction, the linkages that bind them can take different 
forms. Directors that emerged during this period conduct their 
activities independently but parallel to one another, similar to the 
sediments of alluvium that together form an alluvion.”12  

 

The diversity of the terms about current independent cinema production processes 

in Turkey represents the complexity of the subject. In short, the terms “New Cinema of 

Turkey”, “New Turkish Cinema”, “Turkish Independent Cinema”, “Alluvionic Turkish 

Cinema” all represent a group of movies with a unique style that reflects the existing 

production and representation systems of filmmaking in recent Turkey. Drawing on all 

other terms, the term “New Turkish Cinema” will be used aiming to cover all of other 

terms with all their functions and definitions.13   

One of the significant factors that define New Turkish Cinema is that directors use 

different forms, different techniques, and different narrative styles and film language 

from the previous directors in Turkey. Directors represent “multitude of voices and 

viewpoints”  14   

New Turkish Cinema movies do not aim and able to earn commercial profit in the 

local market. However these movies have an unique exhibiting platform as Daldal 

points: “Unable to achieve box-office success within Turkey, these films survived 

thanks to international film festivals and a handful of Turkish film fans.”  

New Turkish Cinema director’s differences imply a free and creative space for 

filmmaking in Turkey, free from local audience expectations. Under these 

circumstances focusing only on New Turkish Cinema will portray the multiplicity of 

cinematic voices in terms of title sequences; since each title sequence of New Turkish 

                                                
12 Derviş Zaim, "Your Focus is Your Truth: Turkish Cinema, Alluvionic Filmmakers 
and International Acceptance," in Shifting Landscapes Film and Media in European 
Context, ed. Miyase Christensen and Nezih Erdoğan (Newcastle: Cambridge Scholars 
Publishing, 2009), 90-91. 
13 Atam (2011), Suner (2010), Dönmez-Colin (2008, 2010) Daldal (2014) uses the term 
“New Turkish Cinema”. 
14 Arslan, "The New Cinema of Turkey." 
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Cinema has their own unique style and individual approach to narration and aesthetics. 

Güçlü’s definition can be used to summarize the existing approaches as such: 

“New cinema of Turkey” is a concept which covers the time frame 
from the mid-1990s till present where the Turkish film industry have 
undergone an important change in terms of the themes, styles, 
narrative patterns and filmmaking modes.”15  

 

This new generation of art house movies reflects a wider cultural pluralism, quest 

for freedom of expression and artistic creativity; representing emerging filmmaking and 

cinematic forms of Turkey. The movies reflect wider cultural and geographic scenes 

than ever before. Thus the term “New Turkish Cinema” will be used throughout the 

research to focus on diversity of current cinematic forms and title sequences.  

 

1.3 Methodology 

The main focus of this thesis is an attempt to define role and relationship of ‘Title 

Sequence’ in movies in New Turkish Cinema. There is a limitation of written sources 

about the subject; most of the articles about movie title sequences listed usually present 

an analytical aspect about the opening credit sequences of movies. Some discuss 

typography in movie title sequences, some focus on major designers’ work, some 

analyze the historical correlation between title design and film genres and a few 

appreciate the relationship of title sequences with narrative.  

The research aims to approach title sequences following Stanitzek and Aplevich’s 

method in the article Reading the Title Sequence (Vorspann, Générique). Authors 

underline the fact that title sequences should be read in paratextual context. Authors 

separate title sequence analysis into general categories of:  

“Economics (copyright law, the division of labor in the making of a 
film, certification of employment) 
Commercials (marketing aspect for the feature being presented) 
Entertainment (captivating composition accompanying to narrative) 
Fashion (in relation to or inspired by the design and look of the film 
itself) 

                                                
15 Özlem Güçlü, "Silent Representations of Women in the New Cinema of Turkey," 
Sine/Cine: Journal of Film Studies 1, no. 2: 72. 
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Art (motion graphic language of the title sequence designer)”16  

 

1.3.1 Qualitative Analysis  

The economics and commercial aspects of title sequences will be investigated 

through the production processes of title design. Movie title sequence production 

processes in Turkey will be discussed in the light of the interviews with the producers, 

directors and title designers of New Turkish Cinema. Instead of covering all the film 

titles in recent Turkish cinema the research will focus only on internationally 

appreciated (winners of prestigious international awards) New Turkish Cinema.  

The ‘Entertainment’, ‘Fashion’ and ‘Art’ aspects of opening title sequences will 

be analyzed through their multifunctional roles and complex relationships with movies. 

‘Entertainment’, ‘Fashion’ and ‘Art’ functions performed neither internally nor 

externally. Thus title sequence will be analyzed with the film it preludes. Title 

sequences affect the entire film even beyond their motion graphics framework. Title 

sequences carry a form that fits into a culture, a society and the story that movie is 

created. The current literature on title sequences abounds with examples of approaching 

title sequences as ‘paratexts’. The term ‘paratext’ lies at the heart of the framework of 

analysis on New Turkish Cinema Opening Title Sequences.  

 

1.3.2 Title Sequence as a ‘Paratext’  

Title sequence will be approached as the boundary between "external and 

internal"17 features of a movie. Derrida’s ‘parergon’ concept can be simplified as the 

frame that separates the artwork from the external world; it can be a useful tool to 

investigate title sequence.   

“[P]arergon; it has all the right characteristics: neither simply interior 
not simply exterior; not falling to one side of the work, as we might 
say of an exergue; indispensable to energeia to liberate surplus value 
because it confines the work.”18   

                                                
16 Stanitzek and Aplevich, Reading the title sequence (Vorspann, Générique), 50. 
17 Stefano Leoncini, "Les génériques et incipits des «comédies historiques» italiennes 
(1959-1963): un défi de composition." Cahiers de Narratologie. Analyse et théorie 
narratives 19 (2010). 
18 Jacques Derrida and Craig Owens. "The parergon." October (1979), 33. 
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Title sequence can either complement or supplement the movie; if it is considered 

as a parergonal frame of movie, this approach may provide a strong conceptual and 

theoretical framework in reading title sequence.   

Gerard Genette uses another term to similar to ‘parergon’ especially in the domain 

of literature. Genette defines the external nature of textual forms -cover of the book, 

cover page, preface, epigraphs etc.- as ‘paratext’ and focuses on their relationship to 

internal elements, such as the main body of a text. Paratext elements are more than a 

boundary or a sealed border; they are the thresholds for the appreciation of issues 

specific to the artwork. Paratext mediates between text and extra-text and it is not 

totally independent from the text. 19 A similar inter-textual relationship also exists 

between the movie and the title sequence. Title sequence is between diegetic elements 

and external features of the movie. Title sequence refers both to the content and the case 

of the film. Genette’s ‘paratext’ approach will illuminate the complex nature of title 

Sequence in relation to the movie and offer a methodological approach that permits an 

intensive investigation when reading title sequences.  

Title Sequence is a cinematic form itself but it is not entirely disconnected from 

the movie. Title sequence can have its own narrative since it is a “microstructural 

narrative to narrate a whole film”20 however; it is not isolated from the movie. It is “an 

individual form within the medium of a particular film”21 and a “standalone aesthetic 

element.”22 Title sequence is in the transaction zone between elements within the 

narrative of a film and elements outside the context of the film. Title sequence is the 

paratext if the movie is the main text.  

Title sequence serves the film both functionally and narratively. The way an 

opening title sequence announces the crew is “essentially pragmatic and strategic”23 and 

it has its own aesthetics and narration. Picarelli’s definition of Title sequence as “the 

                                                
19 Gérard Genette, Paratexts: Thresholds of interpretation, vol. 20 (Cambridge 
University Press, 1997). 
20 Stanitzek and Aplevich, "Reading the title sequence (Vorspann, Générique)," 50. 
21 Ibid., 45. 
22 Enrica Picarelli, "Aspirational Paratexts: The Case of ‘Quality Openers’ in TV 
Promotion." In Frames Cinema Journal (2013). Published electronically May 2013. 
Accessed November 7, 2014, http://framescinemajournal.com/article/aspirational-
paratexts-the-case-of-quality-openers-in-tv-promotion-2/. 
23 Genette and McIntosh, "The Proustian Paratexte." SubStance (1988), 63. 
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knowledge of an upcoming spectacle, dressing its industrial/legal function in an 

evocative, synoptical aesthetics” 24 reflects both its functional nature and constitutional 

existence.   

The title sequence is embedded in a complex transition zone and is a crucial part 

of a film. As opposed to trailers and other marketing elements, opening title sequences 

confront the audience with the first audiovisual impressions of the actual film. In 

addition to the presentation of the title and the cast, opening title sequences carry the 

audience from the reality into fiction. A mood is set to create a suitable environment for 

the following film world. Will Straw approaches title sequences in terms of their 

functionality and suggests reading them in two levels of cinema watching experience: 

“At the level of the individual film itself, credits are said specify and 
condense key elements of the film text to follow (its moods, key 
generic elements and dominant graphic forms), offering a menu of 
ingredients whose shifting combinations will produce the ensuing 
film. Credit sequences thus perform the function of orientation at two 
levels, acclimatizing spectators to the general conditions of film 
viewing and preparing them for a specific category of textual 
experience.”25  

Drawing from the definitions that scholars provided, title sequence will be 

approached as a part of the movie as well as a separate work of art . The analysis of title 

sequences will emphasize the “paratextual” nature of it, covering the movie world, 

production world, motion graphics world and marketing/audience world at the same 

time. If title sequences are paratext, movie would be the main text in terms of analysis. 

Title sequences as a paratext will be related to main text as well as the cinema 

production practices of New Turkish Cinema. 

                                                
24 Enrica Picarelli, "Aspirational paratexts: the case of “quality openers” in TV 
promotion,"  Frames Cinema Journal(2013), 
http://framescinemajournal.com/article/aspirational-paratexts-the-case-of-quality-
openers-in-tv-promotion-2/. 
25 Will  Straw, "Words, Songs and Cars: Title songs and movie credit sequences.," in 
Som + Imagem, ed. Morais da Costa Simone Pereira de Sa and Fernando (Rio de 
Janeiro: Viveiros de Castro Editora Ltda, 2012), 10. 
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2 CHAPTER 2: TITLE SEQUENCES OF NEW TURKISH CINEMA  
 

New Turkish Cinema title sequence works will be used to answer the proposed 

research questions by a multi-method approach. This approach includes analysis of 

available historical materials, qualitative analysis of the current title sequence practices 

in terms of output and production processes, and interviews with filmmakers and title 

sequence makers.  

In the first section of the chapter, the discussion will point to a brief trace of title 

sequence history in Turkey, which will explore types of trends and creation processes. 

Although there has been relatively little research on Turkish title sequences, they are 

discussing the subject together with socio-economic reflections of Turkish Cinema. It 

was considered that brief overview of the recent history of Turkish title sequences 

would usefully supplement and extend the qualitative analysis of current production 

environment.  

Second section of the chapter will include analysis of the New Turkish Cinema 

title sequences. This section aims to present current practices of New Turkish title 

sequences by collecting examples; analyzing and comparing significant examples. The 

collection and analysis will include works of Derviş Zaim, Reha Erdem, Zeki 

Demirkubuz, Nuri Bilge Ceylan, Özcan Alper. This section will explore relationships 

between movie and title sequences, noting how the narrative and stylistic qualities 

support the movie. A theoretical approach will illuminate how title sequence is 

constructed with images, sounds and words but also how these elements work in 

conjunction with the movie to create a style within a narrative. Analysis will approach 

title sequences as a paratext in which internal and external components of the movie 

intersect and reflect both movie’s world as well as movie-making processes.  

The analysis will also draw attention to the making process of title sequences. In 

order to understand current practices several questions were asked to the filmmakers. 

This qualitative research method is selected for a practical way of outlining the current 

issues and production processes in Turkey. Qualitative research is defined as "any kind 

of research that produces findings not arrived at by means of statistical procedures or 
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other means of quantification" 26 The purpose of this study is to explore and describe 

the title sequence making practices in New Turkish Cinema. Qualitative method well 

suits for an explorative research of a relatively new field. Since “qualitative researchers 

stress the socially constructed nature of reality”27, reality of a new field can only be 

investigated by a flexible method.   

Semi-structured interviews were conducted with active producers, directors and 

title sequence designers in Turkey. The collection of information was based on recorded 

and email interviews with leading senior creative people. Insights into the production 

process address New Turkish Cinema title sequences in terms of technology, economy, 

labor and industry. Appendix A consists of transcripts from recorded interviews and e-

mail interviews. Excerpts from interviews are used throughout the second section of the 

chapter.   

The questionnaire is designed with open-ended questions to provide insight to 

current state of title sequence design in New Turkish Cinema. Industry professionals 

such as directors, producers, and online editors have been selected to obtain a deeper 

and broader understanding for the production title sequences in New Turkish Cinema. 

The main topics are addressed in questionnaire are the production process and the 

creativity process in title sequence making.   

2.1 Brief History of title sequences in Turkish Cinema 

2.1.1 Early Years of Turkish Cinema (1932-1950)  

In the analysis of current Turkish Movie Title Sequences, a historical observation 

reveals a prominent relationship between progress of technology and design processes 

in early decades of 20th century. Karamustafa (1999) focuses on Turkish graphic design 

history and points out how graphic design outputs are parallel to technological 

improvements. For him, major turning points are determined by significant 

technological changes of graphic design production.28   

                                                
26 Anselm Strauss and Juliet M Corbin, Basics of qualitative research: Grounded theory 
procedures and techniques  (Sage Publications, Inc, 1990). 17. 
27 Norman K. Denzin and Yvonna S. Lincoln, The Sage handbook of qualitative 
research, 4th ed. (Thousand Oaks: Sage, 2011). 8. 
28 Sadık. Karamustafa, Türkiye’de Grafik Tasarımın Son Çeyrek Yüzyılı, Cumhuriyetin 
Renkleri, Biçimleri [The Last quarter century of graphic design in Turkey], ed. Ayla 
Ödekan (Istanbul: Tarih Vakfı Yayınları, 1999). 
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A longitudinal study of Turkish title sequences by Noyan (2012) discusses how 

movie production environment in Turkey directly affects film title production 

throughout the history. Her interviews with industry professionals reveal the available 

methods and how they shape the title production. Tonguç Yaşar is one of the 

established title sequence designers in Turkey. In his interview with Nazlı Eda Noyan29, 

he stated that before Letraset30 , handwritten name cards could only appear and 

disappear on black backgrounds or images. Titles were made by superimposing name-

cards on film at the film laboratory. Title sequences of Bir Millet Uyanıyor (A Nation is 

Rising Up, 1932) is a typical example of this basic title sequence practice. (Figure 1) 

 

  

Figure 1 

 

 

                                                
29 Nazlı Eda Noyan, "The Kingdom of Lettering: The Films Titles in the Early Years of 
Turkish Cinema," Journal of Literature and Art Studies 3, no. 4 (2013): 238. 
30 A rub-down press-type lettering technology; Letraset is the supplier brand of vinyl 
letters. A. Pipes, Production for Graphic Designers  (Laurence King, 2005). 63. 
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In Early years of Turkish cinema, technology didn’t allow for complicated motion 

graphic effects. Even simple and static name-cards would require effort and time to put 

at the beginning of a movie. The process is explained by Necip Sarıcıoğlu in detail as 

such: “Title sequence was first filmed as positive, then washed, made transparent and 

superposed over a background”31 Newer technology offered designers a larger area of 

expression. Improved tools and technology allowed room for creativity.   

Even though there are limitations of technology, filmmakers found ways of 

unique expressions. Noyan found out general stylistic approaches according to the genre 

of the movie. She defines categories related to the theme of the movie s such as national 

heroism, adapted love stories, etc. Title sequences include symbols and design elements 

according to the genre.32 In her article “The Kingdom of Lettering: The Films Titles, in 

the Early Years of Turkish Cinema” Noyan analyzes a selection title sequences from 

40’s. Even though film copies of early years of Turkish cinema are limited, Noyan’s 

research reveals particular stylistic and narrative choices changing in accordance with 

the movie. Opening title sequence of Kahveci Güzeli (Lady of the Coffee House, 1941) 

by Muhsin Ertuğrul, is highlighted with its “fairy tale” style. This style is achieved by 

decorative typeface which is a conscious selection aiming to reflect an imaginary world. 

(Figure 2) In the film Fato/Ya İstiklal Ya Ölüm (Fato, Either Freedom or Death, 1949) 

by Turgut Demirağ, primitive motion graphic effects are used “to appeal to the audience 

technically and contextually”33. (Figure 3) Title sequences of Vurun Kahpeye (Strike the 

Whore, 1949) by Lütfi Ö. Akad, is also an outstanding example in terms of relationship 

with the contextual quality of the movie. The story is adapted from a novel and turning 

page effects used in its title sequences is a direct reference to the novel adapted. (Figure 

4) 

 

                                                
31 Noyan, "The Kingdom of Lettering: The Films Titles in the Early Years of Turkish 
Cinema," 240.  
32 Ibid., 240, 
33 Ibid., 238. 
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Figure 2 

 

 

Figure 3 

 

 

Figure 4 

 

 

Researches that focus on the history of graphic design and movies in Turkey also 

underlines the technological factors that shape the overall art production in early 

decades of Turkish cinema. 34 Even though there are limited number of film copies 

reached today, these copies can represent a general approach to title sequences in Early 

History of Turkish Cinema. One of the important factors that shape the production 

process is the availability of technology and budget. Only after these basic requirements 

are fulfilled, title sequences can function their role as a “warmer to the film 

atmosphere.”35 Title sequences styles represent symbols and forms according to the 

movie genre but also they are part of an unconscious, visual “Turkish modernization” 

movement. In conclusion, Early Turkish Title Sequences were “naïve, sincere, curious, 

and eager to try”36 but didn’t have unique and definite concepts because of the lack of 

strong production infrastructure in the film industry.  

 

2.1.2 50’s and Golden Years of Turkish Cinema (1950-1979)  

Credits of 1950s Turkish movies are usually consisted of name cards appeared on 

top of still, abstract images. Usually white text on top of darker backgrounds are used. 

The 1950s was a period when reached an important stage in terms of graphic design of 

the title sequences. During this period, letters of title sequences were still written by 

hand but the examples portrays an increase in the graphic design consciousness. 
                                                
34 Maden (1999) and Tahir Alper  Çağlayan, "Türk Sinemasında Seyirci-Sinema 
Etkileşimi ve Seyirci Profili" (Mimar Sinan Fine Arts University, 2004). 
35 Noyan, "The Kingdom of Lettering: The Films Titles in the Early Years of Turkish 
Cinema," 240.  
36 Ibid., 241. 
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Typefaces had become more stylish and geometric when compared to previous years. 

Layout styles and typographical experiments were made. Düşman Yolları Kesti (The 

Enemy Cut Down the Ways, 1959) is an example below about the increased awareness 

in graphic design in title sequences. Unusual ascender heights of the letters “d, l, t” 

reflects an elaborative design consciousness. (Figure 5)  

 

Figure 5 

Different from main trends, unique examples started to emerge. For example in 

the film İngiliz Kemal Lawrense Karşı (English Kemal Against Lawrense, 1952) by 

Ömer Lütfü Akad uses black letters on top of light background. This effect can be a 

conscious choice related to the genre of the movie. Dark colored text might be used to 

underline the heavy, condensed typeface. The geometric, harsh lines of the typeface 

might be a direct reference to the story of the movie, which is mainly set on war fields. 

 

 

Figure 6 
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In 1950s, generally handwritten works were seen and modern, bold typefaces are 

commonly used. Namecard of Şimal Yıldızı (The North Star, 1955) is an example of the 

hand written serif condensed typeface (Figure 7). This movie also have a militaristic 

theme the typeface is but quite different from the title sequence style of İngiliz Kemal 

Lawrense Karşı. This shows that movie produced in 50s created unique title sequences 

regardless of their genre. Maybe these examples reflect a more individualistic artistic 

expression of directors instead of following trends. One of the common features of these 

titles that they were motionless, name cards just appeared and disappeared before the 

movie starts.  

 

 
 

Figure 7 

During the end of 50s, first titles that are imposed over a movie sequence instead 

of still image started to appear. In the title sequence of Altın Kafes (The Golden Cage, 

1959) by Osman F. Seden, texts are written on top of an opening shot from an inside of 

a minibus. This example might be the first title sequences in Turkish Cinema what 

Straw categorizes as “The driving credit sequence”37.  

1960s can be considered as peak years of Turkish Cinema in terms of number of 

movies made annually. Averagely 150 films made per year in 60s38 In subsequent years, 

we see that main differentiations in the styles of sequences are based on the genre of the 

films such as comedies, musicals and adventure films that each genre follow some 

specific styles.39 This kind of visual effects were used in the film Acı Hayat (Bitter Life, 

1962) by Metin Erksan. (Figure 8) 

                                                
37 Straw, "Words, Songs and Cars: Title songs and movie credit sequences.." 
38 Arslan, "The New Cinema of Turkey," 85.  
39 Noyan, "The Kingdom of Lettering: The Films Titles in the Early Years of Turkish 
Cinema." 
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During the 60s, texts on top of still images are still commonly found. However 

prominent examples show that the designers of the title sequences started to experiment 

with primitive visual effects. These primitive visual effects include various methods of 

moving the text on top of still movie images.  

 

 

Figure 8 

One of the great typographic contributions of the period is the use of hierarchy in 

the text of the title sequences. Moving footage in the background of the still image are 

often encountered. Title sequence practices in terms of graphics design are usually 

derived from foreign examples. In addition the design of the title sequences soundtracks 

of title sequences are also inspired from foreign movies. Title sequences in Turkish 

movies started to use soundtracks from foreign movies.  

In the Turkish Cinema of the 1960s and 1970s, various examples that are 

sometimes self-repeating and appear to have hitches, sometimes lead to surprisingly 

exciting discoveries that are the result of technical insufficiency, budget deficiencies 

and other limitations in film titles.40 In 1960s and 1970s, Turkish cinema got behind in 

the graphic design and advertisement when compared to the examples of foreign 

countries. This is because of the technological development of the countries. 

Unfortunately, Turkish cinema couldn’t find developed technological facilities in those 

years. In typographic practice, template, rapido and transfer writing techniques were 
                                                
40 Ibid. 
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used. Title sequences of the film Gurbet Kuşları (Birds of Exile, 1964) is seen in the 

Figure 9.  

 

 

Figure 9 

 

2.1.3 Television Age (1970-1980)  

1970s are peak years of Turkish Cinema in terms of number of movies made 

annually. On an average 175 films are made annually in 70s.41 In the 1970s, films’ 

credits and titles still survived, and visual diversity is increased. A typical example can 

be seen in the film Baba (Father, 1971) by Yılmaz Güney (Figure 10).  

 

 

Figure 10 

 

                                                
41 Arslan, "The New Cinema of Turkey," 85.  
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In yhe 1970s and 1980s, when caricature comics and caricaturists were popular, 

caricaturist illustrations were successful in convincing the audience about the funny 

content of the film. The title sequence of the film Sürü (Herd, 1978) by Zeki Ökten. 

(Figure 11) also converts prominent scenes into hand drawn comic style.  

  

  

Figure 11 

 

The first arabesque films came out in the early 1970s. In the second half of the 

1970s, the number of action films, under the influence of karate films with Far East 

origin, increased. In the same years, the cinema went through its most technologically 

primitive years.  

In this period, more formal and institutional structures in title sequences were 

perceived in TRT films. Especially, the efforts of mobilizing some elements such as 

scripts were remarkable. However, still technical opportunities and budgets were 

limited, the films were shot and edited in very small amount of times.42 

 
 
 

                                                
42 2008, “Türk sineması ve grafik tasarımın arakesitinde film 
jenerikleri”, Design Cinema 2008 Uluslararası Konferans CDsi. 
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2.1.4 Liberalism Shifting to Globalization (1980-2000)  

In 1980s number of films made per year has decreased to average of 110 films.43 

With liberalism, foreign companies entered the film market, Turkish filmmakers were 

influenced by the foreign companies and started to add end credits to their films. 

Compared to the previous title sequences, mobilization of the typographic elements was 

seen with emerging technologies in title sequences.  

In the 1980s, video technology had a big impact on movie production and in the 

1990s, we see title sequences created by the immensity of the universe of digital 

technology. In the 1990s, motion graphics began to be utilized with the developing 

computer technology in television, film and advertising world.   

The 1990s were a milestone of title sequences, especially in the Hollywood 

cinema. This milestone happened thanks to the new digital technology, design 

consciousness and the emergence of new aesthetics. In the poster design with computer 

technology, brush or spray gave their place tor computer software like Adobe 

Photoshop and similar technological shifts were seen in cinema and production of the 

title sequences.   

Digital media in title sequences, post-production processes are made digitally, 

provided endless opportunities in motion graphic design. Turkish cinema adopted the 

latest technology quickly. There are some examples of title sequences of popular 

Turkish films made in this period. (Figure 12, 13, 14)  

 

 

Figure 12 

 

                                                
43 Arslan, "The New Cinema of Turkey."  
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Figure 13 

 

 

 

Figure 14 

 

After the 1990s, title sequences started to have a direct connection with  the visual 

and contextual world of film. Turkish cinema aimed to have an international audience 

thus some examples started to use Turkish and English names together. This can be 

seen in the film Propaganda (1999) by Sinan Çetin. (Figure 13). 
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Figure 15 

 

During this period, the producer of title sequence companies and sponsors, started 

to take their place in the final credits. While the information that must be shown in the 

title sequence has increased, end credits began to be frequently used and reached a 

particular longitude. In this period technology was improved but when it comes to 

concept, we see that the motion graphic elements were of secondary importance. This 

might be because of the less knowledge of typography among digital FX designers. This 

was the case for both mainstream and independent cinema. Gemide (On Board, 1999) 

by Serdar Akar is an example of independent cinema in Turkey (Figure 16). 
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Figure 16 

 

During this period, it can be seen that similar compositions, same typeface and 

type size were used in title sequences as in the 1990s. This is an approach that 

strengthens the argument for uniformity the reproduction of digital technology. 

Diversity and quality of typography used in the foreground and the images used in the 

background are seen in this period. Sound and music elements started to be designed 

together for the first time during this period.   

From the 1990s to 2000s, there are certain similarity and compliance concerns 

about image studies related to title sequences and film posters. Karamustafa underlies 

this visual consistency as “For a solid corporate identity, first you need a consistent 

corporate personality.” 44 

 

2.1.5 Contemporary Turkish Cinema and Film Titles  

The most important quality of title sequences providing a real cinematic title 

sequence design is a good idea and a creative application before advanced technology as 

it can be proved via Turkish cinema title sequences. Getting away from ordinary 

applications and similar effects and results are possible with the creation of powerful 

ideas and concepts. 

In the period with economic difficulties and technological inadequacy, simple but 

creative applications were used for title sequences. Eğreti Gelin (Borrowed Bride, 

                                                
44 Karamustafa, S. “Türkiye'de grafik tasarımın son çeyrek yüzyılı”, Cumhuriyetin 
Renkleri, Biçimleri. Ed. Ayla Odekan. İstanbul: Tarih Vakfı Yayınları.1999 
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2004) have title sequences in close screenshots of hand made embroidery traditionally 

made by women in Turkey (Figure 17). 

  
Figure 17 

 

Commercial cinema of Turkey especially horror movies like Musallat (2007) 

utilizes title sequences for creating the atmosphere. Musallat’s title sequences are one of 

the prominent examples of horror genre and follows the path of Se7en (1995) title 

sequences after years45. Musallat’s title sequences are utilized as to create an impressive 

atmosphere (Figure 18). 

 

Figure 18 

 

To establish a brief history of Turkish title sequences, an insufficient number of 

movies are watched and collected. Especially in early Turkish cinema most copies and 

are not always complete and remains in the small screen; unable to get the full details, 

or the fundamental emotion that comes from a film in shown originally in theaters. In 

all cases, it should be recalled that a serious and rigorous analysis of a generic is always 
                                                
45 Nazlı Eda Noyan, "1990 Sonrası Türk Sinemasında Film Jenerikleri: Dijital Teknoloji 
ve Sınırsız Evren," in Sekans Sinema Yazıları Seçkisi (Ankara: Tan Kitapevi Yayınları 
2012), 130. 
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dependent on viewing conditions. The number of examples is little, given the countless 

films and thereby title sequences made in nearly a century in Turkey. There are articles 

and books that referred to some specific movies; that is the reason why selections are 

few. These are major limitations of this study.  

 

The limitations discussed could be overcomed through future research. Future 

surveys can create room for more detailed theoretical and historical examinations. To 

conclude, Turkish movie title sequences’ history is also the history of motion graphic 

design in Turkey. (Figure 19) 
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Figure 19 
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2.2 Analysis of New Turkish Cinema Title Sequences 

The production process of New Turkish Cinema is one of the major defining 

factors of the output. Since title sequences exist both in the external features and 

internal features of a movie, title sequences of New Turkish Cinema will be approached 

from the production process as well as how they relate to the movie world.  

Following Stanitzek and Aplevich’s guideline to approach the analysis of title 

sequences: Economics, Commercials, Entertainment, Fashion and Art aspects of title 

sequences of New Turkish Cinema will be investigated.  

First external features of a title sequence will be examined. The term “external 

features” includes all the economics, labor and industrial making processes of movie 

making and title sequence making. Even though these external features cannot be 

analyzed in total isolation from internal features such as Entertainment, Fashion and Art 

aspects of the movie and the title sequences, a methodical approach is necessary to 

investigate such a multilayered subject.  

2.2.1 Economics and Commercial Aspects of Title sequences of New Turkish 
Cinema  

New Turkish Cinema productions have a different funding system when 

compared to commercial films in Turkey. They share similar production environments 

and similar sources of the budget. Dadak underlines the similarity of economics 

paradigm and production circumstances of New Turkish Cinema as “[t]hese films come 

from similar production and funding circumstances: based in İstanbul, fiscally funded 

by, and often affiliated with, cultural centers or organizations.”46 These economics 

background and commercial targets of New Turkish Cinema directly affects the movie 

as well as the title sequences. Daldal emphasizes how festival funds and international 

co-productions affect the discourse of these movies and how these movies are not 

targeting the “center”.47 The commercial aspect of title sequences is the target of the 

movies. New Turkish Cinema stands in a very specific point when it comes to the 

marketing and exhibiting spaces of the movie. Distribution of the movies defines the 
                                                
46 Zeynep Dadak, "The Regenerating Cinema of Turkey," in Cinema Turkey: New 
Times, New Tendencies, ed. Fırat Yücel and Gözde Onaran (Istanbul: Altyazı Project 
Office, 2011). P.6 
47 Aslı Daldal, "The Concept of National Cinema and the "New Turkish Cinema"," in 
New Cinema, New Media: Reinventing Turkish Cinema, ed. Murat Akser and Deniz 
Bayrakdar (Newcastle: Cambridge Scholars Publishing, 2014). P.105 
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market. Arslan underlies “networks of production and distribution”48 when making a 

distinction between New Turkish Cinema and popular mainstream cinema in Turkey. 

Akser also differentiates between the mainstream Turkish Cinema and New Turkish 

Cinema by their marketing intentions. For New Turkish Cinema movies Akser states 

that: “They were independent of Turkey’s commercial film industry Yeşilçam and 

showed no interest in the blockbuster boom of the late 1990s.” 49 New Turkish Cinema 

production environment and distribution/marketing paradigms are major actors that 

define title sequence production practices.  

Interviews reveal that the economics of a movie production in Turkey mostly 

revolves around the budget constraints of the movie. Nearly all of the interviewees that 

are related to the title sequence production of Turkish cinema mentioned about the 

limited or insufficient budget for post-production processes (APPENDIX C). Derviş 

Zaim thinks that unique title sequence designs are a “luxury”. The reason his films 

could have specially designed title sequences is that he is also the producer of his 

movies. As a producer, he was able to control the budget and arrange the necessary 

amount for the title sequences he designed. Producer Serkan Semiz mentions that in the 

movie Nar, director Ümit Ünal has written title sequences in the scenario but because of 

the production budget director’s instructions could not be implemented. Only because 

of his personal efforts, the movie could have the title sequence director wanted. Motion 

graphics artist Barış Akyüz complains about the approach among filmmakers that is 

expressed as “make as cheap as possible”. For him, this approach is a significant 

problem in all of moviemaking practices in Turkey.   

Another general concern for the title sequence making process is that title 

sequences are not considered as a separate stage of postproduction. Thus, title 

sequences have to share its budget with color correction and other visual effects. Emre 

Aypar suggests that title sequence making should be considered “as a stand-alone job.”   

Division of labor is also an important branch of economics aspects of title 

sequence production. Interviews revealed that instead of a motion graphics artist, online 

editors make the title sequences of New Turkish Cinema. Online editor’s time is mostly 

spent on fine-editing, and title sequences are done in the last minute. Many of the 

                                                
48 Arslan, "The New Cinema of Turkey," 6. 
49 Akser, "Turkish Independent Cinema: Between Bourgeois Auteurism and Political 
Radicalism," 143.  
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interviewees mention the time planning problems of the production process. 

Interviewed title sequence makers agree title sequence should be planned in the scenario 

stage. However, this is not usually the case because of what Derviş Zaim calls “the 

movie production culture.” For Türker Korkmaz Turkish movie making “doesn’t have 

what it takes to be an industry”. Barış Akyüz explains the problems of industry in detail 

by suggesting the term "production design" to be utilized in movie making processes. 

He also underlines the fact that the title sequence design process should be left to the 

creative and artistic labor of title sequence design instead of “I-know-the-best” attitude 

of filmmakers. Interviewees agree that Turkey have much high quality labor and 

sufficient technology however the quality problems arise because of the filmmaking 

processes.   

Summarizing the industry professionals’ views on the economic aspect of title 

sequence production reveals some common problems. First of all the limited budget of 

New Turkish Cinema is a major problem for all of interviewed moviemakers. Managing 

this small budget can create problems such as the insufficient amount of budget left for 

the postproduction process. Main concerns among title sequences are that little 

importance is given to the title sequences in terms of post-production budget and time 

share. Title sequences are considered as a minor part of post-production by filmmakers. 

Title sequences are usually created by online editors. Producers do not plan title 

sequences as a prominent, separate section of post production. Title sequences are made 

at the last minute, only after the processes of color-correction and special effects. 

Advancement of title sequence design can be achieved by including title sequences as a 

separate subject of the production process. If production planning includes title 

sequence, sufficient budget and time will be directed at title sequence production. 

 

2.2.2 Entertainment, Fashion and Art Aspects of Title sequences of New Turkish 
Cinema  

Since New Turkish Cinema does not have commercial pressures auteurs are able 

to experiment with the cinematic language and how their movie world is presented. 

Most of the movies do not have a specifically designed title sequence. This might be 

because of limited budgets and inefficient production design as interviews portray. 

However, the lack of title sequence design can also be a conscious artistic choice of the 

director. Examples illustrate that all New Turkish Cinema directors use an entrance 
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sequence that leads the audience into the cinema world. These prologues are usually 

done with cinematic tools rather than motion graphics.  

A common theme among the New Turkish Cinema opening sequences is a 

landscape shot followed by the name of the movie. The landscapes usually have an 

intense atmosphere and aim to create a dramatic tone before the story begins. Usually, 

there is no soundtrack accompanying these still long shots of the landscape.   

Nuri Bilge Ceylan’s Uzak (Distant, 2002) title sequences starts with a wide shot 

of a village where protagonist Yusuf walks away from. The second shot also shows the 

empty landscape from another angle, with the empty road. These two landscape shots 

sets the tone of the movie with the colors, the feeling of isolation and with the recurrent 

theme of snow. (Figure 16) 
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Figure 20 

 

Özcan Alper’s Gelecek Uzun Sürer (Future Lasts Forever, 2011) starts with a 

slow motion run of a white horse in the vast landscape. Then the horse is shot down. 

Neither this landscape nor the horse is literally related to the film story. But they are 

metaphors, the horse symbolizes the idea of death of freedom. Movie’s story tells about 

a girl who writes thesis about Kurdish elegies. The poetic and politically symbolic 

atmosphere is set by the dramatic shot of the horse. (Figure 21) 
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Figure 21 

Yeşim Ustaoğlu’s Pandora’nın Kutusu (Pandora’s Box, 2008) begins with a long 

shot of a landscape. Even though the movie is mainly set in Istanbul, this rural 

landscape might be showing how the characters are related to province.  (Figure 22) 

 

 

 

 

Figure 22 
 

 

In some title sequence examples of New Turkish Cinema, landscapes are used like 

the mentioned examples. However following the pastoral intro, the name of the movie 

appears on top of the landscape. These examples show a profound relationship between 

the text and the image. Putting the name on top of the cinematic image also allows for a 

visual continuity; when the credits appear on top of the movie, the text is embedded into 

the scene and becomes a part of the movie.   

Emin Alper’s Tepenin Ardı (Beyond the Hill, 2012) starts with a pastoral 

landscape. Different from other similar examples a prologue starts. Camera switches 
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into an indoor cut then follow the protagonist into the pastoral landscape. Only after he 

reaches a specific point, the shot becomes a wide shot and name of the movie appears. 

(Figure 23) 

 

 

 

 

Figure 23 

 

Yeşim Ustaoğlu’s film Güneşe Yolculuk (Journey to the Sun, 1999) title sequence 

starts with a reflection image on a still water. Even though this example is not directly 

related to the province landscape trend among New Turkish Cinema at first, the 

dystopian sense and feeling of isolation is similar to the other landscape representations 

in New Turkish Cinema. Güneşe Yolculuk’s differs from them with its unconventional 

artistic visual approach. However, the creativity only exists in cinematic terms rather 

than motion graphics. The names and credits appear and disappear without any 

significant graphic design consciousness or motion effects. (Figure 24) 
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Figure 24 

 

Title sequences that use only landscapes as a background are crucial in terms of 

how they approach the notion of title sequences. Those examples utilizes title sequences 

as separate entities; an are that fits neither realm of the movie nor outside of the movie. 

These type of title sequences creates their space for credits to appear. The story begins 

with the title sequence world. Either imposed on black background or movie image, 

these title sequences do not enter into the story directly. They evoke a feeling, a 

metaphor or just set the atmosphere.  

Besides landscapes, there is another title sequence trend that also introduces the 

protagonist before the story begins. The name of the movie appears just after the 

characters introduced. Similar to the previous examples, the movie starts with a 

landscape image. Then the characters enter into the scene before the name of the movie 

appears.  
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Figure 25 

Semih Kaplanoğlu’s trilogy Bal (Honey, 2010), Süt (Milk, 2008) and Yumurta 

(Egg, 2007) use a similar visual pattern for their title sequences. 
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Figure 26 
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Figure 27 

 

Natural landscapes and pastoral scenes used in opening sequences is a common 

trend in New Turkish Cinema. This trend might be caused by a sense of fashion or the 

similarities of production processes. However, use of pastoral scenes in movies has 

been analyzed by scholars and film critics and approached in a symbolic sense. Tuncer 

pinpoints a trend among New Turkish Cinema: representations of provinces. She 

analyzes how provinces are represented and relates landscapes to belonging crisis. 

“[T]he new wave of directors from Turkey articulate pastoral scenes through a 
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consciousness that complicates an attachment to the past.”50  For Tuncer landscapes are 

closely connected to the feelings that auteurs want to evoke when narrating their stories. 

New Turkish Cinema directors represent natural scenes lyrically, however “the 

provinces are also constructed (…) as spaces of absolute monotony, depression, and 

restriction.”51  This analysis of pastoral landscapes can also be utilized to interpret the 

common landscape theme in opening sequences. Directors might want to evoke feelings 

that relate them to their past and provinces.  In New Turkish Cinema title sequences, 

there is another style that can be found in a couple of examples. This style puts the 

name of the movie near the protagonist just before the main story begins. These 

examples illustrate that director have planned a shot especially for the title sequences. If 

a shot is planned for title sequences this means that production is designed and the 

director have a sense of title sequences before the post production. (Figures 28-30) 

 

 

Figure 28 

                                                
50 Aslı Özgen Tuncer, "Probing (the) Province: New Landscapes of New Cinema From 
Turkey," in Cinema Turkey: New Times, New Tendencies, ed. Fırat Yücel and Gözde 
Onaran (Istanbul: Altyazı Project Office, 2011), 78. 
51 Ibid., 80. 
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Figure 29 

 

Figure 30 

 

Another common trend among New Turkish Cinema title sequences is the usage 

of epigraphs and dedications. Title sequences can be the privileged space for paratextual 

components such as epigraphs and dedications. Zeki Demirkubuz’s Masumiyet 

(Innocence, 1997) is dedicated to an unknown person (“to her/him”) (Figure 31) and 

Karpuz Kabuğundan Gemiler Yapmak (Boats Out of Watermelon, 2004) use (“to 

Ayşe”) (Figure 32). Using anonymous names unknown to the majority of the public, the 

function of epigraphs can be the simple act of affection or devotion to a loved one. This 

kind of personal paratexts indicates the very personal/auteur nature of New Turkish 

Cinema. 
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Figure 31 

 

Figure 32 

 

 

Figure 33 

 

 

Tepenin Ardı (Beyond The Hill, 2012) is dedicated to co-producer of the movie 

Seyfi Teoman, who died just before the film (Figure 33). Seyfi Teoman is also a 

prominent director among New Turkish Cinema auteurs, and he is one of the founders 

of New Cinema Movement. This dedication is not only a personal statement but also 

represents a loss of an active member of a cinematic movement.   

In the movies Filler ve Çimen (Elephants and Grass, 2001) and Takva (Takva: A 

Man's Fear of God, 2006) epigraphs are used to provide a basis for the film. In Filler ve 

Çimen the name of the movie is explained through a quote (Figure 34). In Takva, a 

verse from Qur’an is quoted which is closely related to the story of the movie. (Figure 

35) 
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Figure 34 

 

 

Figure 35 

 

The usage epigraphs and dedications can be analyzed through the notion of auteur 

cinema. New Turkish Cinema is similar to Nouvelle Vague of 50s French Cinema in 

terms of personal aesthetic structures of directors, and similarity to the practices of 

literature. In her book Valentina Re52 states that the practice of dedicating the movie or 

a literature the epigraph play two roles: First of they can basically express a tribute (to 

an artist, writer, poet, scholar) but also the director can claim that the movie belongs to 

the world of culture and the arts general. Because in auteur cinema the notion of author 

strongly exists, and auteur is approached as an individual opposing the system of 

popular cinema production subjected to the dictates of the market. Since the auteur is a 

                                                
52 Ibid. 
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member of a circle of artists and intellectuals the auteur can utilize the title sequences 

as a personal space for reflecting her own vision of the world.   

 

2.2.3 Prominent Examples of New Turkish Cinema Title Sequences 

2.2.3.1 Cenneti Beklerken (Waiting for Heaven, 2006) Title Sequences  

Derviş Zaim’s movies, especially the ones made in the last decade can be labeled 

as visual experiments in New Turkish Cinema both in terms of visual aesthetics and 

narration. Notably two movies Cenneti Beklerken (Waiting for Heaven, 2006) and 

Nokta (Dot, 2008) have opening title sequences that stand out among new Turkish 

Cinema movies for their creative approach and artistic/narrative relation to the movie. 

Both title sequences have particularly artistic standards, high-production values and 

closely related to the visual approach and narrative themes of the movies they precede.   

Both of the movies reflect Zaim’s interest in traditional handicraft and history; 

their title sequences also function as integral parts of the movies. In paratextual context, 

Zaim’s movies’ title sequences offer subtle interplay of dimensions in the art that is 

acontemplation on representation of realism and symbolism.  

In Cenneti Beklerken, Zaim aims to visually translate the traditional Ottoman 

miniature aesthetics into cinematic language. The story is also an investigation of 

symbolic and narrative attributes of the Ottoman miniature in relation to Western 

representational art. The protagonist of the movie is a 17th century Ottoman miniaturist 

Eflatun; he gets an order to make a realistic Western style portrait of a foreign rebel 

Prince Danyal before his execution. In the movie there are several transitions from 

Ottoman miniature paintings to the ‘real’ world of the movie. In the movie there is a 

dichotomy of the two universes: the real world and the representation. This dichotomy 

also exists in the artistic representation of the world: Eastern miniature art and Western 

painting. Miniature art focuses on depicting the “spirituality” of the real however 

Western painting practice focuses on the illusion of the real because of specific 

functional and developmental reasons.53 However the two approaches do not need to 

exclude each other, as Derviş Zaim suggests that “cinematic use of certain features of 

                                                
53 A comprehensive analysis of representational systems and oblique projection systems 
of miniatures can be found in Valentina Re, Ai margini del film: incipit e titoli di testa  
(Campanotto, 2006). 
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Western painting, like illusions of light and shadow, and portrayals of depth” can 

coexist with the miniature approach: “[I]n Ottoman miniature are features that are 

highly valuable in terms of their potential contribution to cinematic language.”54  

Derviş Zaim’s investigation into the depiction of reality in Cenneti Beklerken 

gathers elements from both Western art and miniature art and the title sequences of the 

movie also reflects this quest for ‘truth’ in relation to dimensions. Derviş Zaim’s words 

underline how two worlds of representation interact during the elaboration of movie’s 

visual style:  

“When we speak of the unique characteristics of Ottoman miniature 
art the first things that come to mind are these: Optical illusions that 
provide the feeling of three-dimensions are foreign to miniature art. 
Miniaturists did not try to achieve a sense of perspective in the 
Western sense. [...] (T)he figures are based on line drawings, are two-
dimensional, and reflect a kind of surface adornment of the 
manuscript. [...] This film also sets off from the concept of 
indeterminate time and place; in a sense what I have tried to do is 
create a setting in which the film becomes a translated version of the 
miniature.55  

 

The title sequences of Cenneti Beklerken also investigate the interaction between 

2D and 3D aspects of the representation. 56 The title sequence of Cenneti Beklerken can 

be analyzed by separating the structure of the sequence into three parts. The first part is 

the formally required presentation of the logos. The producers, co-producers logos; then 

financial supporters such as Eurimages and Ministry of Culture and Tourism logos 

appear and fade out in front of a black background. The typeface is a modern one that 

resembles a hand-written calligraphic text, which look as if it was drawn with a flat-

tipped pen. The same typeface is also used in the credits at the end. (Figure 36) 

                                                
54 “Waiting for Heaven (Cenneti Beklerken) – On The Press,” Derviş Zaim Official 
Page, accessed November 27, 2014. http://www.derviszaim.com/en/cenneti-beklerken-
basinozeti/ 
55 Ibid. 
56 The terms 2D and 3D are used to refer to the two different representational systems in 
the universe of the movie Cenneti Beklerken; the term “2D” is used for miniatures’ 
anomalous drawing systems and their oblique projection systems; the term “3D” is used 
as the illusion of reality with perspective. 
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The second part of the opening title sequence uses elements of transition of the 

images and dimensions instead of animated texts (Figure 37). The text not only offers 

practical historical information about the world in which the audience is going to enter, 

but it also aims to capture aesthetic of the relevant historical events. At first, the 

audience is faced with a hand drawn map framed by a traditional Ottoman illuminated 

Figure 36 
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manuscript. Even the frame itself suggests that audience is entering a new world; a hand 

drawn frame surrounds hand drawn cartography. Moreover, the frame is a stylized kind 

of frame; research reveals that the frame is common in hand written manuscript of 

Ottoman period57, which points out a specific time and culture in history. This special 

frame is an indirect reference to the story of the movie. The frame stays all throughout 

the opening title sequences and disappears slowly when the movie starts. (Figure 36, 

37)  

 

 

Figure 37 

                                                
57 Hatai and Rumi styled ornaments are common for 16th century Ottoman illuminated 
manuscripts. More illustrative information can be found in John Willats, Art and 
representation: New principles in the analysis of pictures  (Princeton University Press, 
1997). 
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In the first frame (Figure 36), the map inside the ornamented frame is a 

reminiscent of Piri Reis' European map, dating back to 1521 from the ‘Kitab-ı Bahriye’, 

or ‘Book of Navigation’. Then a calligraphic Turkish/English text appears in front of the 

map: 17th century. Now the title sequence has already provided background information 

about the movie’s world. With the style of the frame, the map, the calligraphic typeface 

the audience has a general idea of where the story is taking place; the way information 

is presented also gives hints about the subject. Even if the audience does not have 

previous information about the movie, they can guess that it is a historical movie and its 

subject is possibly related to traditional handicraft.   

After the date, the map is zoomed more, and we see the 17th century Ottoman 

Empire's area covering the screen, this time calligraphic text gives information where 

the region represents: Ottoman Empire. The magnification of the map continues, now 

we only see the Istanbul region, behind the informational text "Capital Istanbul". Until 

now, the title sequence functions as a pragmatic tool to pinpoint the exact location and 

time of the story. However, the way information is presented is highly stylized in 

connection to the movie both in terms of narration as well as aesthetics. (Figure 37)  

After the prelude of the title sequence 2D map slowly converts into a 3D terrain 

map of Istanbul. Now the world is in 3D, we see the horizon and a computer generated 

3D terrain of Istanbul hills. However, when the camera slowly descends we realize that 

some elements in a miniature form still exist in this 3D world. For example, we can see 

the miniature style ships. However, the ships could not completely fit the new 

dimension yet; they stay awkward in this 3D world with perspective. (Figure 37)  

The camera reaches a landscape position again (the horizon cuts the frame 

horizontally) a miniature style building enters the frame. The building is not fully 

visible but even from the close up the viewer can realize that it is the Maiden Tower, in 

the style of traditional Ottoman Miniatures. The tower functions as a cut from the 3D 

world to 2D universe of miniatures again, we can see a silhouette of Istanbul drawn in a 

miniature style. The camera pans through a group of men dressed in Ottoman style. 

Then the frame turns into a movie scene; first the sky converts to a cloudy sky, then the 

silhouette of Istanbul, finally the sea and the people. Audience sees the protagonist 

Eflatun sitting motionless in front of a grave.  



 

 46 
 

Figure 38.  Figure 39 End title sequence of Cenneti Beklerken (2006) Figure 40 
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In the end titles, this particular scene in which Eflatun is sitting in front of a grave 

will be used again, and this scene will convert into a miniature. (Figure 8) Then this 

miniature is zoomed out, and we realize that it is a part of a Western-style painting. This 

painting is a pastiche of Velázquez's Las Meninas (The Maids of Honor, 1656) and two 

Ottoman characters. (Figure 40) 

In the third part of the opening title sequence, the main credits are presented in an 

animated 3D style motion graphics sequence. (Figure 37) Now the typeface is a real 

handwritten, calligraphic text. Like the second part, the third part is also presenting 

film’s main themes of representation and dimensions but this time it is through 

calligraphy, abstraction, and detail. The third part of title sequences emulates the 

components of a traditional Ottoman calligraphic text, with the title cards arranging 

themselves from storming 3D calligraphic elements of Arabic letters. Blurred areas of 

the calligraphic elements create a depth of field in front of an empty and deep black 

background. (Figure 37)  

All these transitions from the 2D world to 3D, cartography to terrain map, 3D 

calligraphic elements to a complete word; elements staying in the border of dimensions 

represent a “microstructural narrative” inside the title sequence. The change of the 

dimensions in the title sequence serves the film both functionally and narratively since 

the movie is about the struggle of a miniature artist between two different 

representational systems. The title sequences also investigate the interaction of the 

pictorial representation systems. In Derviş Zaim’s words “in this film I have tried to 

combine the use of both the manners inherent in European (Western) forms of painting 

and that inherent in Eastern miniature art forms.”58  

2.2.3.2 Nokta (Dot, 2008) Title Sequences 

Nokta is a movie by Derviş Zaim screened in 2008, which is significant among 

New Turkish Cinema with it’s bold and stylish cinematic language. This 

experimental movie is presented as a single, unbroken shot to wind its way through its 

dramatic narration. The protagonist Ahmet is a calligrapher and is involuntarily 

involved in a theft of a priceless antique Quran. The story addresses crime and 

punishment, dealing with tormenting guilt and the desire for catharsis. In his interviews 
                                                
58 “Waiting for Heaven (Cenneti Beklerken) – On The Press,” Derviş Zaim Official 
Page. 
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and press releases, Derviş Zaim often underlines the fact that the visual style of Nokta is 

inspired by a specific traditional Ottoman calligraphy technique: ihcam.59 In ihcam texts 

are written with a single, uninterrupted hand movement. For Zaim, the idea of 

constructing a film in a single shot is an effective way to convert ihcam technique to 

cinematic language. In his website, Zaim expresses the relationship of two art forms as 

“(t)he film is based on certain of the formal qualities associated with Ottoman 

calligraphy and endeavor to build a cinematic narrative that reflects this atmosphere.”60 

Throughout the movie, the camera follows the action that takes place against a bright 

white background of Tuz Gölü (Salt Lake)61, which can be interpreted as a white page 

to write on. The camera is utilized as pen writing on an empty sheet of paper. Thus, the 

movie is an attempt to find and create unique ways of representation and visual forms 

inspired by traditional handicraft culture. While exploring the relationship between 

cinema and calligraphy movie also aims to represent richness of visual expression of the 

traditional Ottoman art forms. 

 

                                                
59 “2008 – Dot [Nokta] (78’),” Derviş Zaim Official Page, accessed November 27, 2014. 
http://www.derviszaim.com/en/2008-nokta-78/ 
60 Ibid.  
61 Salt Lake is a hypersaline lake that covers a land of 1,665 km2 located in the central 
Anatolia. During the summer the lake dries up and a white thick salt layer. 



 

 49  

Figure 41 
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The title sequence of the movie nourishes from traditional calligraphy like in 

Cenneti Beklerken. In Nokta, opening title sequence is deeply rooted in the visual and 

narrative world of the movie by using elements of calligraphy and continuous writing 

effect. As the movie “takes its subject from calligraphy; it is also shaped by the art form 

Figure 42 
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in terms of both form and content,”62 the title sequence also utilizes elements from 

calligraphy both directly and indirectly. 

The title sequences of the movie Nokta will be analyzed in three parts: First part is 

the formally required presentation of the logos, second part is a prelude from history 

that provides a historical and philosophical background to the movie, and third part is 

the driving credit sequence with the protagonist. All three parts of the title sequence 

serve the “paratextual” nature of the title sequence and are worth mentioning in 

separately and parts of a harmonious whole as well. The first part of the title sequence is 

unique when compared to other New Turkish Cinema opening title sequences with its 

typeface. The producer’s name, coproducer’s name then financial supporter Ministry of 

Culture and Tourism texts appear and fade out in front of a black background written in 

the style of calligraphy. (Figure 41) It is worth noting that the style of the calligraphy 

reveals its handwritten nature; a craftsman especially hand-made them for the movie.63 

Then, an epigraph quote appears in two languages: “To produce exquisite writing in a 

single fluid stroke is to grasp life more fully.” In this quote “a single fluid stroke” refers 

to ihcam, and this quote aims to provide a philosophical background of the movie as 

well as a hint about its visual structure. It is important to note that the quote is by 

Eflatun, the protagonist of Zaim’s previous movie Cenneti Beklerken.64 With this detail 

in the title sequence, two movies are deliberately connected. The quote does not fade 

out; the camera zooms at the dot at the end of the sentence. The white dot covers the 

screen completely, and itself becomes an empty white sheet. The second part of the title 

sequence begins after this sequence.  

In second part, an Arabic text is written with a brush effect in a 2D world (Figure 

42). The Arabic script’s transcript in Latin letters reads Af'allahü anh (can be translated 

as God forgive him)65. Then the stark white converts into a sand area and we realize that 

                                                
62 “2008 – Dot [Nokta] (78’),” Derviş Zaim Official Page. 
63 Fatih Rukanci and Hakan Anameric, "The Art of Bookbinding in the Ottoman Empire 
(Fifteenth to Nineteenth Centuries)," Toruńskie Studia Bibliologiczne, no. 2 (9 (2012). 
64 Zaim’s three movies Cenneti Beklerken (Waiting for Heaven ,2006), Nokta (Dot, 
2008) and Gölgeler ve Suretler (Shadows and Faces, 2010) are often quoted as 
traditional art trilogy. These movies have different characters and but all of them reflect 
on traditional Turkish arts. 
65 Ali Koca and Musa İğrek, "Hattat Fuat Başar ile Derviş Zaim, 'Nokta'da buluştu," 
Zaman, http://www.zaman.com.tr/cumaertesi_hattat-fuat-basar-ile-dervis-zaim-noktada-
bulustu_846075.html; ibid.; ibid. 
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the view is a ‘god’s eye view’ shot of a man writing the huge text on a sand with a 

bucket of ink. The man has a shadow on the ground, which converts the 2D scene into 

3D one. Then the camera zooms to the man and pans vertically, we can see the 

environment of the scene and the horizon. The landscape is an infinitely vast and flat 

white sand textured surface (Figure 42). We also see other people in perspective. From 

the outfit, we realize that the event is taking place in the past, maybe during Ottoman 

Empire. The camera zooms into an empty part of the ground and when it zooms out the 

timeframe shifts to the present. We see a young man walking towards a car and a 

woman. This is the beginning of the third part of title sequence. (Figure 43) 

In the third part of the title sequence, Ahmet travels trough Salt Lake by sitting at 

the rear end of the motorcycle. Name cards written in calligraphic style appears and 

disappears on top of the cinematic sequence. The handwritten typeface is directly 

related to the initial sections of Nokta’s title sequence, the movie and the directors’ 

trilogy in a broader sense. However, this part of the title sequence is also able to suggest 

a deeper analysis of character’s travel through time and space.   

In the opening title sequences, a man traveling through the landscape is a common 

theme among many movies this type of title sequence offers multiple approaches in 

terms of functionality and cinematic narration. Straw uses the term “the driving credit 

sequence” for the recurrent style of title sequences and defines the term as “credit 

sequence in which one or more human beings travel in a vehicle through a landscape.”66 

The third part of the title sequences of Nokta can be examined through “the driving 

credit sequence”67 analysis. The driving credit sequences of Nokta have a calligraphic 

typeface, which is also closely relevant to the theme of the movie (and the trilogy). 

Since the movie is an exploration of a continuous brush stroke applied to cinematic 

language; the movement of the camera following the movement of the Ahmet performs 

multiple functions in terms of movement in space. 

                                                
66 Ibid.; ibid.; ibid. 
67 Ibid. 
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Figure 43 
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The arrival of the motorcycle at the destination is also the end of the title 

sequence. As a paratext, title sequence has its pace of time in space. However, its time 

and space is not detached from the movie. Salt Lake is the only space that events take 

place and title sequence offers an exploration of this space. During the title sequences, 

the audience is invited to contemplate watching the surrealistic landscape of Salt Lake. 

This is an “experience of duration detached from any obvious narrative purpose”68 

Movement of Ahmet across Salt Lake is closely related to the idea of ihcam that movie 

is cinematographically built upon. The title sequence suggests that Ahmet and Salt Lake 

obtain a perceptual harmony like that of the moving black strokes of calligraphy text 

and the page. However, different from a static image, the title sequence also 

demonstrates the idea of ihcam in terms of cinematic timing.  

2.2.3.3 Korkuyorum Anne (Mommy I’m Scared, 2004) Title Sequences 

Reha Erdem’s Korkuyorum Anne opening and end title sequence differentiate 

themselves from all other New Turkish Cinema title sequences by their cinematic and 

editing style. In terms of motion graphics, there is not a specific design or motion 

graphics to mention however Korkuyorum Anne title sequences have an unusual 

approach worth highlighting.   

First of all it should be highlighted that mentioned “unique title sequences” can 

not be considered as real title sequences. Because inside of special sections no credits 

are involved neither in the beginning nor the end. In Korkuyorum Anne, credits are seen 

a different entity from the opening and ending part. Even though opening and ending 

sequences cannot be called as title sequences since these are the special type of short 

movies that serve as an entrance to and an exit from the world of the movie. However, 

they can be interpreted and analyzed as title sequences since their paratextual nature is 

quite similar to title sequences in terms of function or aesthetics (except text). These 

short movies are made with very fast-paced images and/or short scenes edited with a 

fast paced style with a tension creating strings soundtrack and a voiceover. Each voice 

separates people into different kind of persons. A man groups people into two 

categories; according to how they step on their feet. A woman groups people into 

categories according to their waist size. Another voice groups people whether they have 

                                                
68 Ibid. 
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a mother, etc. These images, soundtrack, and voiceovers set the movie’s dark humor 

tone and provides movie’s stylistic limited color scheme. 

 

  

  

 

Figure 44 

 

Only after watching the movie audience realizes that the generalizations provided 

by people at the beginning of the movie reflects how each character sees the world. 

Opening sequences serves as a universe to enter the cinematic world. Each voice 

introduces their characters, themselves. The dark humor of the opening sequence also 

exists throughout the movie. 
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Figure 45 

Korkuyorum Anne’s cinematic end sequences before the credits and roll credits 

convey a whole when it is considered together with the opening sequences. Similar to 

opening sequences, end sequences shows short snapshots. Different from opening 

sequences these single static shots do not include any person to narrate or to show. All 

the constructed details that form an empty old person’s house can be interpreted as a 

summary of the feelings that characters experience throughout the movie. As Seven 

indicates in her article “Auteur Cinema of Turkey”69 Reha Erdem is differentiated with 

his stylistic choices and a unique cinematic universe. Reha Erdem’s movie universe has 

a “constructed” quality; this universe does not attempt to look like it’s real.  

When end sequences are considered together with the opening sequences, all the 

movie can be interpreted as a theater; a constructed world where the camera observes a 

tableau of everyday. In opening sequence every character is introduced by single 

statements; after the movie narration had finished they left the constructed stage and 

audience is left with the décor. 

2.2.3.4 Hayat Var (My Only Sunshine, 2011) Title Sequences 

Reha Erdem’s Hayat Var title sequences are among the most plain examples in 

New Turkish Cinema in terms of graphic design. The typeface and layout are very 

simple and have a lesser sense graphic of graphic design when compared to independent 

movies of the 90s. (Figure 46) However, this inclination is compensated by the high 

quality of the textless opening and ending sequences. 

 

                                                
69 Straw, "Words, Songs and Cars: Title songs and movie credit sequences.." 
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Figure 46 

 

Hayat Var’s compelling cinematic opening and end sequences that serve as title 

sequences without text; they are paratexts that exist both in the realm of the movie 

universe as well as the external universe of the movie. The reason Hayat Var is selected 

among other New Turkish Cinema examples is the quality of these opening and ending 

cinematic sequences. Hayat Var’s opening sequences are carefully designed to evoke a 

feeling, setting the tone of the movie and prepare the audience for the upcoming 

spectacle. As Reha Erdem mentioned in one of his interviews he wanted to create “an 

eerie atmosphere” throughout the movie. Opening sequences can represent this 

atmosphere from the initial second. The opening sequences start with a shot of the 

abstract sea and lamp lighting in the sunset. The atmosphere is created with the intense 

hue of color blue and a faint light. (Figure 47) 

 

  

 

Figure 47 

 



 

 58 

After an atmospheric entrance created by still shots of nature and lights the 

protagonist appears. A girl sitting near the sea is shot from behind. Then she is taken to 

another pier with a small boat throughout the sunset. This sequence can be grouped as 

one of what Straw suggests as “the driving credit sequence”70. Even though Straw 

mainly focuses on protagonists driving cars and accompanying soundtrack; Hayat Var’s 

opening sequences fits his definition of “human beings travel in a vehicle”. In Hayat 

Var’s opening sequences as the boat moves through the sea audience is invited to 

contemplate the landscape. However different from other “driving credit sequences” 

there is no musical soundtrack (only ship horns, seagulls and sea waves) that goes along 

with the travel. Still opening sequences can give an “experience of duration”71 to the 

audience. (Figure 48)  

 

 

  

                                                
70 Yeşim Burul Seven, "Auteur Cinema In Turkey," in Cinema Turkey: New Times, New 
Tendencies, ed. Fırat Yücel and Gözde Onaran (Istanbul: Altyazı Project Office, 2011).  
71 Straw, "Words, Songs and Cars: Title songs and movie credit sequences.." p.7 
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Figure 48 

End sequences also have a micro narration that exists in the diegetic universe of 

the movie. End sequences are part of the movie story, but they also could be interpreted 

as external features of the movie, because they add another level to the story. Just like 

the opening sequences, end sequences consist of protagonist traveling in the sea inside a 

small boat. However, this time sounds of ship horns slowly fade away, and soundtrack 

starts to play. After the soundtrack begins to play, fast moving sea waves are converted 

into abstract non-still images by the editing and camera angles. These types of abstract 

visual experiment are rare among New Turkish Cinema movies. (Figure 49) 

  

  

Figure 49 
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In conclusion, Reha Erdem’s two movies Korkuyorum Anne and Hayat Var could 

be among the prominent examples of title sequences in New Turkish Cinema if only 

they were able to integrate credits with the opening and end sequences. If Reha Erdem 

collaborated with a motion graphics designer he might able to express the opening and 

end sequences not only cinematographically but also as a field of motion graphics.   
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3 CHAPTER 3: REMAKING THE TITLE SEQUENCES OF BİR ZAMANLAR 
ANADOLU’DA   

One remake of a New Turkish Movie title sequence would be one of the most 

notable movies of New Turkish Cinema: Nuri Bilge Ceylan’s Bir Zamanlar Anadolu’da 

(Once Upon A Time in Anatolia, 2011). The movie follows a group of men set out in 

search of a missing corpse in the Anatolian steppes. The journey throughout the blind 

darkness of vast Anatolian steppes transforms into a metaphor of Turkish bureaucracy 

and society’s darkness. Only car lights pierce through the darkness, but searchlights 

cannot find anything. The body is found next morning after an all-night search, but the 

story continues since there are more truths to be revealed with the dead body. Movie’s 

main focus is not the body; it is the power struggle of man in their daily interactions and 

the hierarchy among them. The film constructs a stylish ambiance, has a slow rhythm of 

storytelling and its characters move along in vast wide-shot landscapes, taking their 

time like in all other Nuri Bilge Ceylan movies. Once Upon A Time in Anatolia’s 

unique aesthetic and narrative elements accentuate Nuri Bilge Ceylan’s auteur qualities.  

3.1 Criteria for Selecting Bir Zamanlar Anadolu’da  

One of the criteria for selecting Bir Zamanlar Anadolu’da to make a title 

sequence that resembles Nuri Bilge Ceylan’s distinctive visual style. He is a masterful 

auteur who manages to sustain a stylistic and visual consistency in his body of work. 

Nuri Bilge Ceylan is one of the most important Turkish filmmakers of the current era. 

He is considered as “a leading auteur director of the new wave Turkish cinema ”72, “one 

of the most important representatives of New Turkish Cinema”73 and “modern Turkey's 

internationally most accomplished film-maker” 74 . Nuri Bilge Ceylan’s distinctive 

cinematic techniques will be applied to title sequences, aiming to reflect the visual 

artistry of the director. An opening title sequence that mimics the auteur’s vision may 

serve as a stimulating introduction to the film.  

                                                
72 Ibid. 
73 Asuman Suner, "A lonely and beautiful country: reflecting upon the state of oblivion 
in Turkey through Nuri Bilge Ceylan's Three Monkeys," Inter‐Asia Cultural Studies 
12, no. 1 (2011): 216.  
74 Gönül Dönmez-Colin, Turkish Cinema: Identity, Distance and Belonging  (Reaktion 
Books, 2008). 
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The design of title sequence will not only reflect director’s unique and stylistic 

visual world but also aim to focus specifically the visual world of the movie. Once 

Upon in Time in Anatolia is one of his most visually stunning movies with strong ideas 

and narrative. It is one of the most internationally acclaimed movies of New Turkish 

Cinema. Once Upon in Time in Anatolia has won ‘Grand Prix du Jury’ in 2011 Cannes 

Film Festival and considered as “a kind of masterpiece” by The Guardian75 and 

“compelling, masterly journey”76 by Time Out London.   

With Once Upon A Time in Anatolia, Nuri Bilge Ceylan may have crafted one of 

his most multi-layered works. A considerable amount of literature has been published 

on the analysis of the film. Thus, the design of title sequence can follow the conceptual 

and theoretical frameworks that literature provides on the movie.  

3.2 Existing Opening Title Sequences   

Once Upon A Time in Anatolia’s title sequence is 3 minutes 5 seconds long. It 

consists of three parts; the first part is the formally required presentation of the logos. 

The Cannes Award, the producers and co-producers names; then financial supporters 

Eurimages and 100 Volt logos appear and fade out in front of a black background. 

(Figure 50) 

                                                
75 Gönül Dönmez‐Colin, "Women in Turkish Cinema: Their Presence and Absence as 
Images and as Image‐Makers," Third Text 24, no. 1 (2010). 
76 Peter Bradshaw, "Once Upon A Time - review,"  The Guardian(2012), 
http://www.theguardian.com/film/2012/mar/15/once-upon-a-time-in-anatolia. 
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Figure 50 

 

The second part is a cinematic prologue without any name cards. This sequence 

introduces some of the characters in the movie. It has a very moody and dark 

atmosphere, even more than the movie itself. At first the prologue seems unrelated to 

the movie. Only after the movie ends, the audience can fully comprehend the possible 

meaning of the prologue. The camera tracks towards a blurry/dirty glass. It can be 

suggested that the window/frame metaphor is used as an entrance to the cinematic 

world. 77  Jacobowitz interprets zooming into a dirty glass with its metaphorical 

meanings. He states that this shot “raises the problem of seeing clearly and lucidly.”78 

The camera does not enter indoors completely. The focus of the lens changes from 

window glass to the people sitting inside, hearing both inside and outside. Three men 

                                                
77 In the last scene of the movie the protagonist looks out from his window and camera 
follows his gaze out of window. The movie starts with a frame and ends with a frame. 
78 Dave Calhoun, "Once Upon a Time in Anatolia,"  Time Out London(2011), 
http://www.timeout.com/london/film/once-upon-a-time-in-anatolia-2012. 
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are eating/drinking inside a messy shop at night; their chatter is inaudible. We hear a 

dog barking and a distant thunderstorm. Then one of the sitting men comes towards the 

window (and the camera), checking the dog and clouds. The shot ends. (Figure 51)  

Figure 51 

 

Next shot is a wide-angle shot from outside the shop. It is nighttime, or the sun is 

about to rise. We realize that three men are sitting inside a tire shop. Poor structures, 

loose cables, and an old car draw a portrait of a poor neighborhood. A streetlamp and an 

outdoor light of the shop illuminate the scene. The writing on the wall near the shop 

advertises the car tire shop’s cell phone number. We see the barking dog tied to the 

shop; the man comes out of the shop to feed the dog. A truck passes and fills the scene 

with black. (Figure 52) 
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Figure 52 

 

Then a very short title sequence starts; main cast’s, producers’, co-producers’, 

screenwriters’, cinematographer’s, director’s names appear and fade out in front of a 

black background (Figure 54). After the name of the movie written in a classic, bold, 

serif typeface (Figure 53), first scene of the movie fades in. 
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Figure 53 

 

It seems like this short cinematic sequence is created as a glimpse into past, and 

also aims to get the audience in the proper mood. This prologue functions as a 

“paratext” in terms of preparing the audience into the narrative. However, the name 

cards appear between the movie and the prologue. Title sequence interrupts the passage 

through the cinematic world. The text in opening title sequences does not exist in the 

transitional zone. Name cards interrupt the transitional zone; they do not serve as a 

carriage for the audience from the reality into fiction. The design of the new opening 

title sequence will combine the function of orientation with function. The new title 

sequence will create mood of the movie, combining key generic elements of 

cinematography while presenting the name cards. 
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Figure 54 
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3.3 Design Process of New Opening Title Sequences   

Bir Zamanlar Anadolu’da movie opening title sequence will be planned as the 

process of setting the mood of the movie. The title sequence will be approached as a 

‘paratext’ which where distinctions between the real world and movie world dissolve. 

The film’s cinematographic language and dark ambient will be reflected in the title 

sequences. Opening title sequence will be both a cinematic and motion graphic passage 

towards the movie’s world. New title sequences will represent the auteur cinema in 

terms of motion graphics.   

The way every element in title sequences shaped and articulated will be motivated 

by the movie itself. The choice of type, kinetics, environment and light all will combine 

to convey the sense of movie and how well it leads into the main body of the narrative.  

There are major points to consider when selecting the style for a motion graphic 

project. Every decision on aesthetics, type and kinetics of title sequences must be taken 

consciously. Hostetler suggests three basic systematic and fundamental categories for 

approaching to kinetic typography creation process:   

“Type (Typography, Form and Expressive Meaning) 
Space and Time (Structure, Space, Motion, Sequence) 
Supporting Elements (Visual Punctuation, Color and Music)” 79  

 

For Hostetler, the combination of these categories creates a “synergistic 

interaction”. All the elements will complement each other. Following Hostetler’s 

methodology creation process of Bir Zamanlar Anadolu’da title sequences are grouped 

into three categories:  

 
3.3.1 Type (Typography, Form and Expressive Meaning) 

In the process of designing the text for the opening title sequences, typographic 

considerations were taken into account as well as visual properties of the background 

images. When integrating images and type, medium and context will be main decision 

factors.  

                                                
79 Florence Jacobowitz, "Once upon a Time in Anatolia," CineAction, no. 86 (2012). 
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The first consideration to take into account is the medium of the design. Text for 

title sequences will be kinetic and aimed for the screen. An appropriate font for the 

screen should strike a good combination of both legibility and readability during the 

movement on the screen. Script and serif typefaces do not render on the screen as well 

as sans-serif typefaces, particularly serif type with a large thick-to-thin stroke variation. 

Thus, first decision factor should be legibility and readability of the text on the screen.  

In addition to legibility and readability, typeface’s visual character is one of the 

most prominent factors to convey the idea of the design. According to Puškarević et. al. 

(2013), all typefaces have persona and appropriate choices can determine the visual tone 

and character of the text.80 Braha and Byrne use the term “personality” to define the 

visual properties of a font. For them “each font has its own personality that manifests 

itself through weight, proportion, and detail.”81 Woolman and J. Bellantoni suggests a 

similar term; they use “individual identity” to define main qualities of a typeface. For 

them, each typeface has “Semantic (meaning), Syntactic (form) and Pragmatic 

(function)” qualities that create an “individual identity”. 82 “Persona”, “personality” or 

“individual identity”; each of the terms have similar connotations. All of them can also 

used for describing a movie. In the case of Once Upon A Time in Anatolia, what is the 

persona of the movie? What typeface best reflects the persona of the movie?  

When the name of the movie is mentioned first reference springs to mind is a 

Western-movie font. Since the title of Bir Zamanlar Anadolu’da initially seems like as 

a Sergio Leone reference (Once Upon A Time in The West) but as Ceylan explains in an 

interview83 actually the name is taken from a dialogue in the movie. In the interview, 

Ceylan states that through the movie history, movie names starting with “once upon a 

time” suggest a tradition including a wide variety of styles. For Ceylan Bir Zamanlar 

Anadolu’da aims to be a unique member of this tradition representing “our lands” and 

                                                
80 Soo C Hostetler, "Integrating typography and motion in visual communication," 
University of Northern Iowa, Department of Art (2006).  
81 Irma Puškarević, Uroš Nedeljković, and Ivan Pintjer, "Typeface persona: a review 
study," (2013), 73.  
82 Yael Braha and Bill Byrne, Creative motion graphic titling for film, video, and the 
web  (Taylor & Francis, 2011). 5.   
83 Ibid. 
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“our style”84. Ceylan also underlies the fact that the whole story is not some folk tale 

that happened in the past; movie has a timeless feeling. This comment can be an 

effective guide for the type selection process. The persona of typeface used in the title 

sequences can reflect the idea of “the timeless feeling”.  

As a first step, typefaces with references to specific time or genre are eliminated. 

“Old Style” and “Calligraphic” fonts did not taken into consideration because of their 

legibility and readability problems. Some modern “Slab Serif” fonts are also used. One 

of the effective ways to decide on one is to try out suitable fonts that might work, and 

then compare the results. The fonts are selected randomly, and fonts without readability 

are eliminated. This trial didn’t consider the language compatibility. (Figure 55)  

                                                
84 Ibid. 
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Figure 55 
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The initial results show a tendency towards “Geometric Sans-Serifs” and 

“Humanist Sans” types. “Transitional and Modern” fonts that are simple and based on 

basic geometric forms represent a clear, minimalistic identity. The readability of the 

fonts is tested in screen with very small sizes. The selected typeface should be suited for 

efficient and multi-purpose usage since they will be kinetic and on top of complex 

images. It is not easy to use a highly efficient and contemporary face as well as with 

warmth and character. Selected typeface should ooze modernism and harmony and 

stylish for use in the screen. After considering some “Geometric Sans-Serifs”, 

“Humanist Sans” and “Transitional and Modern” fonts, the typefaces were selected 

according to their variety of weights and language compatibilities. Some selected fonts 

are not available in all weights, but most of them have the hairline, thin, light, normal, 

book, medium, bold and black weights with their corresponding italics. All selected 

typefaces have a full range of accented characters to support The Turkish language. 

(Figure 56) 

 

Figure 56 
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Al the weights of selected types are put on top of darker backgrounds to test their 

readabilities. (Figure 57, 58) 

 

Figure 57 
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Figure 58 

 

3.3.2 Space and Time (Structure, Space, Motion, Sequence)  

After selecting the suitable typefaces, typographical elements begin to be 

composited. Pairing, size, hierarchy, leading and tracking attributes are applied to the 

selected typefaces. Pictorial and sequential aspects of the composition are considered in 
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terms of background and screen space. The text is written with the uppercase, lowercase 

and mixed case. The main goal is to direct the viewer's attention to a particular word 

when designer plan it to. Spatial considerations the typesetting is a crucial point since 

the name cards are not simply objects to be looked at, they are texts to be read. 

Especially when multiple words appear the screen at the same time, typesetting and 

composition design creates readability and hierarchy.  

The pictorial composition also defines the visual properties of the motion 

graphics. Image considerations aim to create a tone. The tone will be expressed by 

slower paces and clear aesthetics. Background images will be utilized for effective use 

of typography. (Figure 59) 

 

 

Figure 59 
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Choreographing movement is another important aspect of motion graphics. 

Transition, rhythm and pace create the type in motion. “Spatio-temporal typography”85 

has many elements to convey a whole. The choice of typeface, slow flowing motions, 

stable of scale all combine to convey a sense of calmness that reflect the atmosphere of 

the movie.  

3.3.3 Supporting Elements (Visual Punctuation, Color and Music) 

Conceptualization is an important factor to captivate the audience and enhance the 

storytelling of motion graphics. Title sequences of Bir Zamanlar Anadolu’da will be an 

exploration of the steppes as an environment. The design will attempt to capture 

moments of time in the universe of the film.   

Bir Zamanlar Anadolu’da is particularly notable for its elaborate approach and 

aestheticization of landscapes. Throughout the movie, the headlights are blazing 

through the Anatolian steppes. Ephemeral lights illuminating the dark environment 

create a leitmotif in the movie. Opening title sequences will utilize movie’s lights. Light 

and shadow of the text can create strange new contours in an uncanny atmosphere. 

Landscapes will be created which strands viewer between the longing to enter movie’s 

world and a terror of the unknown. 3D text will be superimposed; casting shadows over 

ambient shots.  

Bir Zamanlar Anadolu’da captures the stark, eerie beauty of Anatolian steppes at 

night. Most of the action in the movie extends over a single night; vast hills are 

illuminated in the golden headlights or blinding lightning storms. Movie locates new 

aesthetic possibilities for the mundane, traversing nature with wide shots. Landscapes 

have their own narratives in this film; nature is a compelling character with a life of its 

own. In an interview Ceylan underlines the atmosphere of the movie as: “We wanted to 

create a journey that takes place inside the infinite darkness of a steppe, a never-ending 

and haunting trip with a suffocating atmosphere.”86  

New design of title sequences will also utilize the idea of headlight beams sweep 

through the darkness. Lush, warm colored headlight beams will also illuminate the text 

                                                
85 M. Woolman and J. Bellantoni, Moving Type: Designing for Time and Space  
(RotoVision SA, 2000). 
86 Esin Küçüktepepınar, "Nuri Bilge Ceylan ile söyleşi," Sabah Gazetesi, 
http://www.nbcfilm.com/anatolia/press-sabahintview.php.  
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as well as the background. The motion graphics will mimic colors and the mood of the 

film and try to initiate that mood, or complement it. Motion graphics will also use 

elements from the movie such as gas lamps and trees. The lights will aim to locate the 

beauty behind the shroud of darkness in outdoors or gas lamp flame-light indoors.  

In the process of creating the environment, a pool of images from the movie is 

collected to build scenes. (Figure 60) 

 

 

 

 

Figure 60 

Picturesque night/dawn/sunset sceneries are put behind the text to create the 

atmosphere of the movie. The composition aims to utilize title sequences as a medium 

of expression of director’s visual style and movie’s mood. (Figure 61) 
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Figure 61 

 

Dark outdoors can be approached as the visual externalization of the narrative, 

details of Anatolian rural lifestyle aesthetically background the protagonists. Nuri Bilge 

Ceylan’s photographer background manifests itself in the film’s visual architecture. 

Title sequences will set the mood to create a suitable environment for the following film 

world. Nuri Bilge Ceylan’s photographs are also a source of inspiration (Figure 62).  
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Figure 62 

 

Figure 63 

 

 

The time-lapse sky with the old building is created with a combination of images 

(Figure 63). The house image is taken out from the original photo and put on top of a 

more atmospheric landscape. The colors are arranged to create a whole and reflect the 

dawn light of the pastoral areas of Turkey (Figure 63). The composition aimed to reflect 

the visual expressive qualities of Nuri Bilge Ceylan. The title sequence of an auteur 

movie is also part of the visual world of director and will reflect the movie’s 

cinematography as well.  
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Figure 64 

 

In the movie Bir Zamanlar Anadolu’da most of the scenes are shot in outdoors 

but a couple of the key scenes are shot indoor. One of the important scenes of the movie 

is the house of Mukhtar. The search team gives a break to eat and invited to the house 

of village’s mukhtar’s house. However, there is no electricity in Mukhtar’s house. The 

daughter of mukhtar brings a gas lamp when serving tea. Each of the characters is 

deeply affected by the young beautiful women holding a gas lamp. The light of the lamp 

and the shadows create a dream-like scene.  

Since the title sequence design is based on the ideas of dark and light, search 

lights, and darkness; oil lamp’s light is a good fit to the theme of the title sequences. 

Thus, a 3D model of a gas lamp is made using the 3D software Cinema 4D. (Figure 65)  
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Figure 65 

 

The flickering light of the candle is made using a wind effect on the light source. 

The main purpose was to create changing shadows with the changing light. The text is 

put into the scene to capture the changing lights. Figure 65 shows the initial render. To 

achieve the full and deep shadows, color correction is used in software After Effects. 

(Figure 67) 
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Figure 66 

Figure 66 shows the original screen capture from the movie. It is one of the rare 

indoor shots and objects isolated in the movie. Oil lamp is a crucial object that affects 

all the characters in the movie and changes the course of the story in a subtle way. 

 

 

Figure 67 

 

For the of outdoor shots in the title sequence, another 3D model is used. This 

model aimed to recreate the movie’s landscapes in the 3D world. As Nuri Bilge Ceylan 
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mentions in his production diary87 one of the major challenges was to shot night scenes 

in the vast landscapes of Anatolia. A big amount of budget is spared just to lighten a 

vast area. The regular car lights were unable to spotlight, and they were all replaced by 

much stronger cinematic lighting applications. Because of the technical difficulties of 

the night shot, regular day shots are used and converted in After Effects to night shots. 

One scene is created with a 3D scene. (Figure 68) 

 

 

Figure 68 

The landscape is generated inspiring from the Central Anatolia. The grass is made 

with ‘Hair’ generator of software Cinema 4D. The grass is colored with yellow-brown 

colors as if a steppe fauna. The wind and turbulence are used to generate movement. 

The result aims to create realistic scenes with 3D modeling. (Figure 69) 

 

                                                
87 Woolman and Bellantoni, Moving Type: Designing for Time and Space. 
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Figure 69 

 

The soundtrack is also inspired from the movie. Since the movie does not have a 

soundtrack; the only soundscape is natural sounds. A review of the movie underlines 

this quality by stating that the movie “has a resonant soundtrack of natural noise ranging 

from the wind in the trees to overweight coppers in creaking car seats”88 . Thus title 

sequences used minimal music, only a melodic piano is repeated, mostly wind sounds 

or summer night cricket sounds are used. The screenshot of title sequence’s soundtrack 

is from the software Garageband (Figure 70). 

 

                                                
88 Küçüktepepınar, "Nuri Bilge Ceylan ile söyleşi". 



 

 85 

 

Figure 70 
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4 CHAPTER 4 : REMAKING THE TITLE SEQUENCES OF ÇOĞUNLUK  
Çoğunluk (Majority, 2010) by Seren Yüce is one of the prominent movies of New 

Turkish Cinema. In the prestigious Venice Film Festival, the movie won the ‘Lion of 

the Future’ award. Murat Akser defines the movie as a “master piece”89 among New 

Cinema Movement. Çoğunluk tells the story of Mertkan in his 20s living with his 

family in Istanbul. His family is a dark illustration of a typical middle-class family in 

Turkey, reflecting basic problems of average inter-family struggles as well as Turkish 

society’s general attitudes. Akser defines the characteristics of the parents as: “The 

father, a patriarch and a building contractor, embodies the country’s unbridled 

capitalism; the mother silently preserves the domestic order.”90 In the movie Çoğunluk 

Father’s assertions of authority and racism, how the parents relate to the Kurdish 

girlfriend reflects “a portrait of incipient fascism.”91  

4.1 Criteria for Selecting Çoğunluk  

Çoğunluk is selected for its political and ideological framework that draws an 

honest portrait of current Turkish society. Movie criticizes the values that Turkish 

nuclear families adopt and shape the society. The movie has a high standard of visual 

quality, however, is does not visually differentiate itself radically from other New 

Turkish Cinema movies. The main focus of the movie is the ideas that director want to 

tell. Many complicated subjects in Turkish are told with impressive dialogs, daily life 

practices, and strong characters.   

4.2 Existing Opening Title Sequences   

Çoğunluk’s title sequence is 3 minutes 17 seconds long. Title sequence consists of 

three parts. First part have officially required logos. Then there is a short cinematic 

sequence that shows a part in Mertkan’s childhood. Only credits are cast’s names 

appearing on black background. 

                                                
89 Nuri Bilge Ceylan, Bir Zamanlar Anadolu'da Kurgu Günlüğü (Editing Diary of Once 
Upon A Time in Anatolia), ed. F. Yücel, vol. 1 (Istanbul: Altyazı Movie Magazine, 
2011). p.145 
90 Phiilip French, "Once Upon a Time in Anatolia – review,"  
http://www.theguardian.com/film/2012/mar/18/once-upon-time-in-anatolia-review. 
91 Akser, "Turkish Independent Cinema: Between Bourgeois Auteurism and Political 
Radicalism." 
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The first section starts with New Filmmakers Movement 92 logo, European 

financial supporter The Match Factory is following. Then another animated “New 

Filmmakers” logo appears instead of a producer company; Ministry of Culture and 

Tourism logo. (Figure 71) 

 

  

  

Figure 71 

The second part is a cinematic prologue without any credits. This sequence 

introduces all of the family characters. It shows a day in Mertkan’s childhood. Father 

and son go to running in the forest. Afterward they arrive at home; a cleaning lady is 

vacuuming the corridor. Father is angry about this; he does not want to see her. He is 

very rude to the cleaning lady, corrects his way of talking to Mertkan. Mertkan bullies 

her mimicking his father’s way of oppression. 

                                                
92 “Yeni Sinemacılar” is a union of independent young filmmakers that is founded in 
2008. Özcan Alper, Seyfi Teoman, Hüseyin Karabey and Seren Yüce are among these 
filmmakers. They collaborate in funding and their movies have similar themes and 
styles. 
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Figure 72 

 

The third part has only actors name. The name of the movie (graphic design is 

same with the poster) and rest of the credits appear as end title sequences. (Figure 73) 

  

  

Figure 73 
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4.3 Design Process of New Opening Title Sequences   

The design of title sequences will aim to reflect the political stand of the movie 

using non-diegetic visual elements. Daily life objects and a TV will be used to portray 

the family’s past and reveal a Turkish nuclear family’s environment.  

The existing opening sequence about Mertkan’s childhood is a crucial scene to set 

the tone of the movie and providing a background to the mindset of Mertkan and his 

family. This sequence fulfills the role of opening title sequence as a paratext. As a 

paratext, the childhood sequence provides a historical background to the narrative of the 

movie. The new design of title sequences will also follow the paradigm of existing title 

sequence. However, new title sequences will only use series of objects to portray a 

typical Turkish family. The new design is also inspired by the poster of the movie. The 

poster is not directly related to the movie.   TV has an image inside; a regular family is 

eating dinner together. It shows the name as it is written in the first year of primary 

schools in Turkey. There is a white plastic chair, table, and a TV. This poster is a strong 

example of using objects with their metaphoric meanings. (Figure 74) 

 

Figure 74 
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For remaking title sequences of Majority, initially typefaces with references to 

specific time or genre are eliminated because of legibility and readability problems. One 

of the effective ways to decide on one is to try out suitable fonts that might work, and 

then compare the results. The typefaces are selected according to their readability and 

simplicity (Figure 78).  

 

 

 

Figure 75 

DIN Condensed typeface is selected because of its high readability even in front 

of complicated colored backgrounds. Because the background of the text will be 

complex a model of a bookshelf.   

The bookshelf-TV unit in the living room represents a typical Turkish family’s 

house. In most of the Turkish houses, living room is a common space for family gather 

and spend time. A bookshelf-TV unit is the center of the living room, with TV in the 

center. The general view of 3D model is shown in Figure 76.  
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Figure 76 

Houses and living rooms in Turkey inspire the model. Many ornamental vases, 

frame, and books are used to fill the unit. In a typical Turkish house, hand-made laces 

are used several times for decoration, even on top of TV. Some textures used for the 

model can be seen in Figure 77. 

 

 

Figure 77 
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Important photos and award are also exhibited in this bookshelf. Living room 

bookshelf is not only an exhibition place but also a timeline of the family. Throughout 

the 90s, many of the Turkish houses were filled with encyclopedias taken from 

newspaper coupons. This series of encyclopedias are used to fill the bookshelves. Test 

books are also used to fill the bookshelf. Test books represent Turkish education 

system, how students are oriented towards winning the schools. Not only Mertkan’s 

generation but many generations are familiar with test books filling the Turkish living 

room. For these special objects that exist only in Turkish living rooms, an extensive 

research is made (Figure 78). 

 

 



 

 93 

 

Figure 78 

 

Important photos in bookshelf are also created specially. Utilizing photo-editing 

programs, young pictures of the actor is found, and a fake graduation from high school 

image is created. (Figure 79)  

 

   

Figure 79 
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The result is a detailed 3D model of a typical Turkish living room bookshelf, 

filled with detailed objects and images. (Figure 80) 

 

 
Figure 80 

The videos that are put on the TV screen is collected from old archives of TV 

news in the 80s and 90s. Kenan Evren, Turgut Özal, Tansu Çiller and Süleyman 

Demirel are selected since they are important politicians that shaped the last three 

decades of Turkey politics.  Just like the movie, in remade title sequences politics aspect 

of society is portrayed through symbols.  (Figure 81) 
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Figure 81 

The soundtrack is also inspired by the movie. Movie’s major soundtrack can be 

heard at the end of the movie. Thus, title sequences also used music that reflects the 

tension of the family in dinner table, and darkness of the atmosphere. Melodic strings 

are repeated, accompanied by a complementing digitally altered melody of strings. 

Digital glitch sounds or electricity noises are used. The screenshot of title sequence’s 

soundtrack is from the software Garageband (Figure 81). 

 

 
Figure 82 

 
The result is a tension increasing dark theme that sets the tone of the movie and 

prepares the audience for the upcoming story. (Figure 83)   
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Figure 83 
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5 CHAPTER 5 : CONCLUSION 
 

The term “Title Sequence” is used to cover the sequence of motion graphics in the 

beginning and end of a movie. Title sequences started with the need of formal 

presentation of the movie but evolved into a more complicated realm throughout the 

cinema history. The way that the credits announce the movie title, film crew, and the 

director, reflects the production elements external to the movie in a pragmatic and 

functional way. Title sequences also closely related to the narration and aesthetics of the 

film universe. These multilevel qualities are best covered by the term “paratext”. This 

approach provides a strong conceptual and theoretical framework for reading title 

sequences. 

The term New Turkish Cinema represents a group of movies with a unique style 

that reflects the existing production and representation systems of filmmaking in recent 

two decades. The research only focused on New Turkish Cinema aiming to portray the 

multiplicity of cinematic voices in terms of title sequences. Each movie of New Turkish 

Cinema has their unique style and individual approach to narration and aesthetics; thus 

their title sequences are also diversified. Production processes of movie title sequence in 

Turkey are discussed in the light of the interviews with the producers, directors and title 

designers of New Turkish Cinema.  

Since title sequences exist both in the external features and internal features of a 

movie, title sequences of New Turkish Cinema are approached from the production 

process as well as how they relate to the movie world. 

A brief study of the history of Turkish title sequences discussed how movie 

production environment in Turkey directly affects film title production. Interviews 

revealed that main concern is about the amount of importance is given to the title 

sequences in terms of post-production budget and time share. Another related problem 

is that title sequence making process is not considered as a separate stage of post-

production. Film professionals underline that if producers plan the production title 

sequence design as a stand-alone subject; sufficient time and budget to would be 

directed to design and implementation of title sequences.  

Title sequences of New Turkish Cinema are also analyzed through how they carry 

the "paratextual" nature of title sequences. Most of them carry similar themes like rural 
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landscapes, “driving credits” or basic graphic design elements.  Only a few of title 

sequences of New Turkish Cinema are worth mentioning separately in terms of how 

they relate to the diegesis and universe of the movie. Two movies Cenneti Beklerken 

and Nokta have opening title sequences that stand out among new Turkish Cinema 

movies for their creative approach and artistic/narrative relation to the movie. Reha 

Erdem's Korkuyorum Anne and Hayat Var’s title sequences also differentiate 

themselves from all other New Turkish Cinema title sequences by their cinematic and 

editing style. Even though what they have as opening sequences can not be considered 

as genuine title sequences in terms of motion graphics -since they don’t have text 

embedded-, however, they can be interpreted and analyzed as title sequences since their 

paratextual nature is quite similar to title sequences in terms of function or aesthetics. 

Two of New Turkish Cinema movies title sequences are remade: Bir Zamanlar 

Anadolu'da and Çoğunluk. Remade title sequences aimed to express the visual worlds 

of the auteur directors and reflect the movies' cinematography as well. 

 



 

 100 

BIBLIOGRAPHY  

Akser, Murat. Green Pine Resurrected: Film Genre, Parody and Intertextuality in 

Turkish Cinema.  Saarbrucken: Lambert Academic Publishing, 2010. 

———. "Towards a New Historiography of Turkish Cinema." Chap. 4 In New 

Cinema, New Media: Reinventing Turkish Cinema, edited by Murat Akser and Deniz 

Bayrakdar. Cambridge Scholars Publishing, 2014. 

Akser, Murat, and Deniz Bayrakdar. New Cinema, New Media: Reinventing 

Turkish Cinema. Cambridge Scholars Publishing, 2014. 

Allison, Deborah. "Novelty Title Sequences and Self-Reflexivity in Classical 

Hollywood Cinema." Screening the past, no. 20 (2006): 200670. 

Arslan, Savaş. "The New Cinema of Turkey." New Cinemas: Journal of 

Contemporary Film 7, no. 1 (2009): 83-97. 

Atam, Zahit. Yakın Plan Yeni Türkiye Sineması.  İstanbul: Cadde Yayınları, 2011. 

Atiker, Barış. "Sinema Tarihinde Hareketli Grafikler." Grafik Tasarım Dergisi, 

November-December 2012 2012. 

Bradshaw, Peter. "Once Upon a Time - Review." In,  The Guardian (2012). 

Published electronically 15 March 2012. 

http://www.theguardian.com/film/2012/mar/15/once-upon-a-time-in-anatolia. 

Braha, Yael, and Bill Byrne. Creative Motion Graphic Titling for Film, Video, 

and the Web. Taylor & Francis, 2011. 

Bringhurst, Robert. The Elements of Typographic Style. Hartley & Marks, 1999. 

Bryman, Alan. Social Research Methods. Oxford university press, 2012. 

Çağlayan, Tahir Alper "Türk Sinemasında Seyirci-Sinema Etkileşimi Ve Seyirci 

Profili." Mimar Sinan Fine Arts University, 2004. 

Calhoun, Dave. "Once Upon a Time in Anatolia." In,  Time Out London (2011). 

Published electronically 21 May 2011. http://www.timeout.com/london/film/once-upon-

a-time-in-anatolia-2012. 

Corbin, Juliet, and Anselm Strauss. Basics of Qualitative Research: Techniques 

and Procedures for Developing Grounded Theory. Sage publications, 2014. 



 

 101 

Denzin, Norman K., and Yvonna S. Lincoln. The Sage Handbook of Qualitative 

Research. 4th ed.  Thousand Oaks: Sage, 2011. 

Derrida, Jacques, and Craig Owens. "The Parergon." October  (1979): 3-41. 

Dönmez-Colin, Gönül. Turkish Cinema: Identity, Distance and Belonging. 

Reaktion Books, 2008. 

Dönmez‐Colin, Gönül. "Women in Turkish Cinema: Their Presence and Absence 

as Images and as Image‐Makers." Third Text 24, no. 1 (2010): 91-105. 

Fielding, R. The Technique of Special Effects Cinematography. Focal Press, 1985. 

Genette, Gérard. Paratexts: Thresholds of Interpretation. Vol. 20: Cambridge 

University Press, 1997. 

Genette, Gérard, and Amy G McIntosh. "The Proustian Paratexte." SubStance  

(1988): 63-77. 

Güçlü, Özlem. "Silent Representations of Women in the New Cinema of Turkey." 

Sine/Cine: Journal of Film Studies 1, no. 2 (71-85. 

Güney, Atilla. "Yeni Muhafazakarlık Ve 1990’ların Türk Sineması." TOPLUM 

VE DEMOKRASİ DERGİSİ 6, no. 13-14 (2014). 

Hostetler, Soo C. "Integrating Typography and Motion in Visual 

Communication." University of Northern Iowa, Department of Art  (2006). 

Inceer, Melis. "An Analysis of the Opening Credit Sequence in Film." CUREJ-

College Undergraduate Research Electronic Journal  (2007): 65. 

Jacobowitz, Florence. "Once Upon a Time in Anatolia." CineAction, no. 86 

(2012): 59. 

Karamustafa, S. Türkiye’de Grafik Tasarımın Son Çeyrek Yüzyılı, Cumhuriyetin 

Renkleri, Biçimleri [in Turkish] [The last quarter century of graphic design in Turkey]. 

Edited by Ayla Ödekan.  Istanbul: Tarih Vakfı Yayınları, 1999. 

Koca, Ali, and Musa İğ rek. "Hattat Fuat Başar ile Derviş Zaim, 'Nokta'da 

Buluştu." Zaman, http://www.zaman.com.tr/cumaertesi_hattat-fuat-basar-ile-dervis-

zaim-noktada-bulustu_846075.html. 

Krasner, J.S. Motion Graphic Design: Applied History and Aesthetics. Focal 

Press, 2008. 



 

 102 

Küçüktepepınar, Esin. "Nuri Bilge Ceylan ile Söyleşi." Sabah Gazetesi, 

http://www.nbcfilm.com/anatolia/press-sabahintview.php. 

Lupton, Ellen. "Thinking with Type, 2nd Revised and Expanded Edition: A 

Critical Guide for Designers, Writers, Editors, & Students (D."  (2010). 

———. Type on Screen: A Critical Guide for Designers, Writers, Developers, 

and Students. Chronicle Books, 2014. 

Neupert, Richard John. The End: Narration and Closure in the Cinema. Wayne 

State University Press, 1995. 

Noyan, Nazlı Eda. "Turkish Film Title Design at the Intersection of Cinema and 

Graphic Design." Paper presented at the 3rd International Design and Cinema 

Conference, Istanbul Technical University, 19-22 November 2008 2008. 

———. "The Kingdom of Lettering: The Films Titles in the Early Years of 

Turkish Cinema." Journal of Literature and Art Studies 3, no. 4 (2013): 230-41. 

Picarelli, Enrica. "Aspirational Paratexts: The Case of “Quality Openers” in Tv 

Promotion." In,  Frames Cinema Journal (2013). Published electronically May 2013. 

http://framescinemajournal.com/article/aspirational-paratexts-the-case-of-quality-

openers-in-tv-promotion-2/. 

Pipes, A. Production for Graphic Designers. Laurence King, 2005. 

Puškarević, Irma, Uroš Nedeljković, and Ivan Pintjer. "Typeface Persona: A 

Review Study." 2013. 

Raw, Laurence. "Derviş Zaim: “To Return to the Past Means Embarking on a 

New Journey."." Chap. Chapter Twenty-Six In Exploring Turkish Cultures: Essays, 

Interviews and Reviews, edited by Laurence Raw. Cambridge: Cambridge Scholars, 

2011. 

Rukanci, Fatih, and Hakan Anameric. "The Art of Bookbinding in the Ottoman 

Empire (Fifteenth to Nineteenth Centuries)." Toruńskie Studia Bibliologiczne, no. 2 (9 

(2012): 9-28. 

Scognamillo, Giovanni. Türk Sinema Tarihi [in Turkish] [History of Turkish 

Cinema].  İstanbul: Kabalcı, 2003. 



 

 103 

Sevinç, Zeynep. "2000 Sonrası Yeni Türk Sineması Üzerine Yapısal Bir İncelem / 

the New Turkish Cinema: A Sociological Perspective at the Post-2000 Turkish 

Cinema." Dumlupinar University Journal of Social Science/Dumlupinar Üniversitesi 

Soysyal Bilimler Dergisi, no. 40 (2014): 97-118. 

Stanitzek, Georg, and Noelle Aplevich. "Reading the Title Sequence (Vorspann, 

Générique)." Cinema Journal 48, no. 4 (2009): 44-58. 

Strauss, Anselm, and Juliet M Corbin. Basics of Qualitative Research: Grounded 

Theory Procedures and Techniques. Sage Publications, Inc, 1990. 

Straw, Will "Words, Songs and Cars: Title Songs and Movie Credit Sequences.". 

In Som + Imagem, edited by Morais da Costa Simone Pereira de Sa and Fernando. 235. 

Rio de Janeiro: Viveiros de Castro Editora Ltda, 2012. 

Suner, A. New Turkish Cinema: Belonging, Identity and Memory. I. B. Tauris, 

2010. 

Suner, Asuman. "A Lonely and Beautiful Country: Reflecting Upon the State of 

Oblivion in Turkey through Nuri Bilge Ceylan's Three Monkeys." Inter‐Asia Cultural 

Studies 12, no. 1 (2011): 13-27. 

Willats, John. Art and Representation: New Principles in the Analysis of Pictures. 

Princeton University Press, 1997. 

Woolman, M., and J. Bellantoni. Moving Type: Designing for Time and Space. 

RotoVision SA, 2000. 

Yilmazok, L. "Turkish Films Co-Produced within Europe: The Story after Twenty 

Years ‘Experience in Eurimages." Sinecine 1, no. 2 (2010 2010): 87-108. 

Yücel, Fırat, and Gözde Onaran. Cinema Turkey: New Times, New Tendencies. 

Altyazı Project Office, 2011. 

Zaim, Derviş. "Cenneti Beklerken ", 107'. Turkey, 2006. 

———. "Your Focus Is Your Truth: Turkish Cinema, Alluvionic Filmmakers and 

International Acceptance." Chap. 5 In Shifting Landscapes Film and Media in European 

Context, edited by Miyase Christensen and Nezih Erdoğan. 365. Newcastle: Cambridge 

Scholars Publishing, 2009. 

 



 

 104 

 

  

 

 



 

 105 

6 APPENDIX A: RECRUITMENT EMAIL  
 

Hello, I am Zeynep Özel, and I am a master degree candidate in Visual Arts and 

Communication Design in Sabancı University. My dissertation investigates title 

sequences of New Turkish Cinema. I am collecting current examples of title sequences, 

analyzing them. I am also interviewing with producers, directors and title sequence 

artists. You are actively involved in filmmaking industry, and I would like to hear your 

opinions. I am wondering if you are interested in answering some questions by mail? I 

look forward to hearing from you. 

Best Regards  
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7 APPENDIX B: INTERVIEW QUESTIONS 
 

Questions asked to title sequence designers 

In which stage of movie production title sequences are made? 
Who give decisions about title sequence production? For example, who chooses 

the typeface or style?  
How long does it take? Which software do you use?  

What is your favorite title sequence in New Turkish Cinema? 
What can be done to improve title sequence production in New Turkish Cinema? 

What is your favorite title sequences in world cinema? 
Who else should I interview with to get a better idea about New Turkish Cinema 

title sequence production? 
Is there an additional comment you would like to provide?  

Questions asked to directors and producers 
In which stage of movie production title sequences are mad 

Who give decisions about title sequence production? For example, who chooses 
the typeface or style?  

How much importance is given to the production process of the title sequence in 
terms of budget, timeline, and human resources? / Is there a particular amount budgeted 
for the title sequence production? Who decides for that? 

What are your favorite title sequences in New Turkish Cinema? 

What are your favorite title sequences in world cinema? 
What can be done to improve title sequence production in New Turkish Cinema? 

Who else should I interview with to get a better idea about New Turkish Cinema 
title sequence production? 

Is there an additional comment you would like to provide? 
(Questions related to the existing title sequences)  

What is your approach to creating the title sequence? / How you involve in the 
whole process of creation?  

What would you like to create without constraints of time, budget, and human 
resources? 
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8 APPENDIX C: FULL INTERVIEW TRANSCRIPTS  

8.1 DERVİŞ ZAİM (12 February 2015)  

Your two movies Cenneti Beklerken and Nokta have opening title sequences that stand 
out among other new Turkish Cinema movies for their creative approach and 
artistic/narrative relation to the movie. Why did you create specially designed title 
sequence for these two movies? 
I think it is a luxury to have a unique design for he title sequences. It is mostly related to 
financing and film budget. During the creation process of Cenneti Beklerken, title 
sequences were always in my mind. Creating a “fancy” title sequence was what I had 
been planning to do from the start. Kerem Kurdoğlu from ABT post-production is the 
designer of the title sequences; throughout the process we worked together. After I had 
explained him what I wanted, he offered me some alternatives, and together we decided 
what to create.  

So what is your approach to creating the title sequence? In all of your movies, how are 
you involved in the whole process of creation? 

In my movies, it is an advantage that I am both the producer and director. Thus, I was 
able to arrange budget that it can involve title sequences. As a director and the producer 
of my movies -except Filler ve Çimen (Elephants and Grass, 2001)-, I am the only 
decision-maker for the creation process of title sequences.   

In my previous films, especially in Tabutta Rövaşata (Somersault in a Coffin, 1996) 
limited technology, insufficient budget, and lack of funds were main hurdles for 
creating an opening title sequence. Moreover, that movie was a guerilla-style movie. A 
fancy title sequence would not fit the tone of the movie.  

What is the purpose of movie title sequences for you as an auteur director? 
“Tone” of a movie is a principal factor in designing title sequences. I prefer a title 
sequence that gives an idea about the tone of the movie. Title sequence design should be 
based on the tone of the movie. Even if a movie has sufficient budget for post-
production, not all movies need to have a title sequence. Some movies’ tone does not 
require a title sequence. Title sequences should stimulate curiosity of the viewer; they 
should be temptative and cogent as well. A title sequence must capture the audience. 
Believability of the movie universe is crucial. Every movie builds its own unique and 
closed cinematic world. This world should have its own coherent reality. Title sequence 
serves for the reality of the movie universe. Title sequence serves as a base for 
believability of the movie universe. Title sequence should take people into the universe 
and convince the audience of the reality of it.   
What do you think about other New Turkish Cinema title sequences? 

Title sequence production is closely related to the production budget and how much 
importance is given to title sequences. In New Turkish Cinema, the title sequence is not 
given special priority. I think it is about the movie production culture in Turkey. It is 
also closely related to budget of the movie. The quality of the labor force in Turkey is 
another aspect. There is not enough well-educated and highly skilled title sequence 
design workforce to create desired title sequences.  
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How much importance is given to the production process of the title sequence in terms 
of budget, timeline, and human resources? 
Cenneti Beklerken title sequences took one year to develop. Production process took 8-9 
months. In Nokta, every text in opening title sequences was handmade. We worked with 
a calligrapher. His drawings were converted into digital, and then animated. I also 
involved in the process of typeface selection.  
What would you like to create without constraints of time, budget, and human 
resources? 
In my next movie, I will think about title sequences after my movie finishes. It is in pre-
production right now, I only completed the initial phase. Title sequence will develop 
with the production process of the movie. If the movie’s tone requires a title sequence, I 
will arrange my budget according to it.  
Do you think that there is a trend for the title sequences of New Turkish Cinema 
movies? Do you think there is an expectation for a title sequence style? 
It is true that the world expects a minimalism from New Turkish Cinema. I personally 
don’t care about these expectations. I think most important factor is the “tone” of the 
movie. Tone does not need to maintain through the entire movie. The tone can shift and 
change; a movie can start with one tone and switch to an entirely different tone. Title 
sequence will help set the tone of the movie.   

Is there a movie title sequence inspiration for you?  
Baz Luhrmann’s Romeo + Juliet (1996) is the first title sequence that comes to my 
mind. Lemony Snicket's A Series of Unfortunate Events (2004) also has a memorable 
title sequence.  

8.2 SERKAN SEMİZ (10 March 2015) E-mail interview 

In which stage of movie production title sequences are made? 
Title sequences making processes usually start after the movie is done, and editing is 
over. It is very rare to see a movie that its title sequences are planned before.  
Who give decisions about title sequence production? For example, who chooses the 
typeface or style?  
Usually, producer and director decide together and guide the title sequence maker.  

How long does it take? Which software do you use?  
It depends on the type of the title sequences. Editing, color correction, drawing, 
compositing, and 3D programs are used. In some cases, we can use more than 10 
programs are used including the supporting programs. It takes one week to one month 
depending on the quality of the title sequences.  
What is your favorite title sequence in New Turkish Cinema? 

There are not any specifically prominent title sequences in Turkish cinema when 
compared to other examples in the world.  

What can be done to improve title sequence production in New Turkish Cinema? 
It depends on the time spent on making title sequences. More time would create better 
results. Of course, more time means more budget for the title sequences.   
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What are your favorite title sequences? 

I like James Bond title sequences since they follow a distinct style for each film.  
Catch Me If You Can (2002), Contact (1997), Se7en (1995), Sherlock Holmes (2009) 
are other examples.  

8.3 TÜRKER KORKMAZ (4 March 2015) e-mail interview 

In which stage of movie production title sequences are made? 

Usually after the shooting ends editing stage is configured. How nice when the title 
sequence is embodied in the narrative otherwise it will be the typical case of “We will 
take care of it after movie finishes.”  
Who give decisions about title sequence production? For example, who chooses the 
typeface or style?  
It is often taken care of by the director. In some cases, producer involves because of 
some delicate factors such as actors, sponsors, etc. Contributions and decisions such as 
visual effects/fonts, etc. are made together with an online editor. 

Is there a particular amount budgeted for the title sequence production? Who decides 
for that? 

I think, title sequences are not budgeted, in general; as a matter of fact, I can claim that 
title sequence production is not planned at all. However, in two movies I produced (Nar 
and Devrim Arabaları) a specific amount is budgeted in the beginning. Nar’s title 
sequence production process went different that we planned/budgeted. Yes, as a 
producer I directly involved and improved production conditions with the Phantom 
camera/set/special lighting/digital effects.  

What is your favorite title sequence in New Turkish Cinema? 
I think there is no good title sequence in New Turkish Cinema. As you know, in 
international film industry different crew positions exist such as the title sequence 
director and trailer director. Unfortunately, Turkish Cinema cannot implement these. 
This might be because of budget or director’s “I-know-it-all” attitude. Our title 
sequences are usually like posters with the actors. They aim to show “look who is acting 
in this movie”. Even though Turkish film industry makes 100 movies a year, it just 
doesn’t have what it takes to be an industry.  

What can be done to improve title sequence production in New Turkish Cinema? 
Title sequences should be planned, budgeted in stage of scenario writing and during the 
shooting a pre-editing must be done. In Turkey, it is quite early to dream about a 
separate post-production crew and post-production director for a movie. Alternatively, I 
can share my observation; directors who made commercials before can create more 
elaborate and better quality title sequences.  

What are your favorite title sequences? 
Of course classics like Star Wars and Star Trek. However current American TV shows’ 
title sequences are quite variable, high quality and each one is unique. Hannibal (TV 
Series 2013– ), True Detective (TV Series 2014– ), Game of Thrones (TV Series 2011– 
), etc.  
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Nar’s title sequence proves itself as a deliberate work with its distinct production, shots, 
font, soundtrack, etc. How was it made? 
Director Ümit Ünal has already written about title sequences in the scenario. However, 
it was estimated for a smaller-scale production because of the production budget, As a 
producer, I stepped in and added an extra day and a Phantom camera (300 frames in 
second) to produce the opening title sequence. I especially want to underline the fact 
that everything was already planned when I made this decision; I was able to involve 
the post production crew into the planned process. Digital online editing of title 
sequences started during the offline editing of the movie. In next stages, we worked as a 
team with director and online editing crew to improve the visual quality.  
How was the making process of Devrim Arabaları’s title sequences? 

Director Tolga Örnek has already made preliminary preparations for title sequences. 
Visual materials, editing materials, etc. Were already planned before shooting. We did 
not make any shots; everything is done in CGI at the post-production stage of online 
editing.  

Why does İz/Reç have no title sequences? Was it a decision or necessity?  
Director Tayfur Aydın had written a classic opening title sequence in the scenario. We 
could not make it. Actually İz/Rêç was an unfinished project. After I involved in to 
improve and alter shortcomings, we shot for one week. During the editing stage, we 
decided not to use a lot of shots from the beginning of the movie. With such a 
beginning, planned opening title sequences might be distracting and fake; as a producer 
I decided not to have the title sequence.  
Do you think there is a trend towards a lack of opening title sequences? 

I do not consider it as a conscious decision. Most probably in the so-called “art cinema” 
filmmakers try to save from the time of the movie. In some new Turkish Cinema 
movies, I also observe a lack of elaborate approach in post production. It is not only 
about the title sequence, but also visible for color correction, online editing, digital 
effects, sound design, etc. Filmmakers care about telling a story. However, cinema 
should be a visual feast complementing the story.  

Who else should I interview with to get a better idea about New Turkish Cinema title 
sequence production? 

I think you should interview with online editors. Their contributions are undeniable. In 
my four movies, I worked with Otomat, Merih Öztaylan-Emre Aypar.  

Is there an additional comment you would like to provide? 
I would like to mention that I am a producer who makes auteur movies, and I am 
struggling to stay so. I have always worked with debut directors (except Nar. Tolga 
Örnek made a documentary but Devrim Arabaları was his first feature film.). Therefore, 
those films’ title sequences were already planned in the scenario stage. What I 
contributed to title sequences were deliberate and devoted choices to set the level of 
quality higher. 
Another point I would like to emphasize is that some movies are promoted with their 
4K qualities. What is the point of this if you make editing in 2K! Moreover, I would 
like to add that not all storytelling is cinema. It is a whole as an art form. I would like to 
quote Vedat Türkali: “Cinema is the only art form that everyone -including actor, art 
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director, electrician, sound designer, musician, editor, make-up artist- says that the 
movie is their own artwork.”  
 

8.4 KEREM KURDOĞLU (20 March 2014) e-mail interview 

In which stage of movie production title sequences are made? 

Usually after the shooting, in the post-production process. Until that time, director often 
focuses on shooting and does not concentrate on title sequences. However, in some cases, 
director can make a meeting with post-production, visual effects and motion graphic 
artists especially when director plans a particular shot for title sequences. However, even 
if this is the case, the exact details are decided only after offline editing.  
Who give decisions about title sequence production? For example, who chooses the 
typeface or style?  
Usually the director decides, in some cases the producer does. In very rare instances, -like 
Derviş Zaim- director decides whom to work with for the title sequence production. 
Moreover, decisions are made after a detailed discussion about the philosophy of the 
movie, the expectations from the designer; some ideas are exchanged and then director 
expects the designer to implement these ideas.  

How long does it take? Which software do you use?   
For motion graphics After Effects, for 3D objects Maya and Cinema 4D. To combine 
shot film and graphic elements commonly used programs are Digital Fusion, Nuke, 
Flame and again After Effects. We should not forget the software such as Photoshop, 
Illustrator, which is used to create visual elements for pre-production.  
What is your favorite title sequences? 

Incredibly simple typographic design of Kill Bill: Vol. 1 (2003); the stylized, retro 
animation of Catch Me If You Can (2002); the dark, spooky animation that vibes with its 
soundtrack: Lemony Snicket's A Series of Unfortunate Events (2004); Brechtian 
distancing effect of dynamic, infographic prologue/title sequence of Trainspotting (1996).  

Cenneti Beklerken has opening title sequences that stand out among other new Turkish 
Cinema movies for their creative approach and artistic/narrative relation to the movie. 
How was the making process?  
Derviş Zaim and I’ve known each other since university. We have only casually spoken 
when we meet randomly. We both made a career about cinema but never worked together 
before. I was the manager of Sinefekt when Derviş Zaim started to make Cenneti 
Beklerken’s postproduction in Sinefekt. I was consulting all post-production processes in 
Sinefekt since I have a background of animation making and visual effects supervising. 
Derviş Zaim coming to Sinefekt was the time we started to work together, even though 
we knew each other for a very long time. After Cenneti Beklerken, we worked together in 
all his movies.  
In the title sequence making process of Cenneti Beklerken, Derviş Zaim told me about the 
philosophical discussions he wanted to raise in the film. The story is about a miniature 
artist following Islam art tradition. He is interested in Western-style perspective and 
shadow techniques. The story investigates the meaning of his interest and how it affects 
him and people around him, and the events following. Basically it is the question of 
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whether it is a challenge to God when an artist attempts to create the reality by a realistic 
style. This question also raises issues about philosophical, existential, historical, political 
and similar discussion subjects. 

I suggested an idea of perspective play about the names presented in title sequences. Idea 
would highlight the importance of viewpoint by associating terms like relativity of 
meaning and variability of reality. We separated the letters of names and scattered the 
pieces of letters across z-axis. We increased the size of the pieces far ahead to 
compensate the perspective’s size-reducing effect thus when the camera stays in a certain 
point, the text would seem seamless. However, even with a slightest movement of the 
camera it was revealed that segments of letters had enormous distances in between, and 
the text becomes unreadable. So every piece of text was placed in a particular location in 
space and readable from only one given position. This was an annoyingly precise process. 
We calculated the readability and non-readability positions of the text and created a 
movement between two positions that takes place in 36 frames (1.5 seconds). However, 
after we see the results, we decided to decrease the movement to fit into 32 frames and 
continue to the next camera position at a slower pace. We have spent a lot of time on 
details like this. 

We created this animation with Maya software with young animator Aydın Büyüktaş 
who just started to work in Sinefekt. Sometimes Aydın was about to revolt against this 
painstaking process but since as a man of extraordinary patience, he completed the task 
alone. After the 3D animation, Güray Gürsoy -special effects artist who made other 
special effects in the movie- made the after-render effects such as putting vignette and 
adding the ornamental frame around the video. 

As for the budget, all stages were considered as a part of post-production budget. 
Especially computer generated visual effects; motion graphics, 3D animation and similar 
effects are budgeted according to the work hour. Therefore, if a movie needs 300-400 
work hours for post-production effects, 30-40 hours will be considered as title sequence 
effects; it does not have a separate budget. The budgeting and discounts are calculated 
according to the whole post-production stages.  

You are one of the most experienced visual effects professionals in Turkey. As an expert, 
how do you see the title sequence production in Turkey? How do you see the industry, do 
you foresee any challenges? 
For a very long time, Turkey has a high-quality technical background and many talented 
visual effect and motion graphic artists. It true that producers and directors does not spare 
enough time and thinking into title sequence production but nowadays it is changing. 
Actually I consider a positive shift in the filmmaking industry in Turkey. The importance 
given to the title sequences is also a part of this positive change. 

8.5 BARIŞ AKYÜZ (21 March 2015) e-mail interview 

In which stage of movie production title sequences are made? 
If we look at the examples around the world, movie is finished before the shootings start. I 
mean shooting schedule, shot plans, editing stream, and postproduction notes are ready to 
implement before the movie making starts. However, in Turkey everything is decided 
after the movie finishes except some genres. "Production design" is a new term in Turkey. 
A production with a planned production design has everything settled before the shooting 
starts. In Turkish TV series, title sequences are partially made during the presentation and 



 

 113 

approval process. In movies, title sequences are made after editing ends. If the movie 
involves animation, post production starts just after the movie is shot.  
Who give decisions about title sequence production? For example, who chooses the 
typeface or style?  
It depends on whether the movie is a “director’s film” or a “producer’s film”. Usually 
director, rarely art directors make decisions. Then port production crew and/or title 
makers decide. If a movie is aimed to earn commercial profit in the local market, 
producers are decision-makers. However, if this is an auteur movie, title designer have a 
wider area of discussion and freedom of expression. When designer and owner of the 
movie find common ground, they co-create, and revisions create a title sequence.  
Which software do you use? How long does it take? 

There are two types of title sequences, overlaying text on the film or a standalone title 
sequence design. It depends on the genre. In horror and action movies titles aim for 
increasing the expectation and setting the mood fort he movie. Overlaid title sequences are 
usually made with the same editing program of movie. Standalone title sequences are 
made with 2D and 3D compositing programs reused. Compositing programs like Nuke, 
Smoke and After Effects are widely used. 3Dsmax, Cinema4D, Blender, etc. are used for 
providing a base. For logos, animations or typefaces Photoshop and Illustrator are used.  
Title sequence production can take 1-2 weeks. This time depends on the concept, genre, 
and style. During this period, directors or another relevant cast provides feedbacks and 
work is revised. If 3D is involved, rendering the process can take as long as 3-4 weeks. 

What are your favorite title sequences in New Turkish Cinema? 
In Turkish cinema, usually comedy, action or horror movies have title sequences. For the 
last five years number of Turkish horror/thriller movies has increased thus the demand for 
title sequences is increased. Companies can improve themselves with Increasing demand. 
Some title sequences in Turkey are just copies of Hollywood title sequences because 
director provides an example and asks designer to do the same. Azazil: Düğüm’s (2014) 
title sequence is quite similar to Se7en (1995). 
Comedy movies have quite similar style of title sequences and poster designs imitating 
Recep İvedik series (2008-2014). Nearly all comedy movies' titles are written in bold, 
yellow text or a red colored “this is a comedy film” appears with a messy style. When the 
graphic design style of the posters is similar, title sequences become similar to each other. 
In movies, title sequence making is a new issue but in TV series, since title sequences are 
quite significant for marketing, good examples exist. To name a few: Muhteşem Yüzyıl 
(TV Series 2011–2014), Benim Adım Gültepe (TV Series 2014), Düşler ve Umutlar (TV 
Series 2014– ), Çalıkuşu (TV Series 2013–2014 ). Sır Dosyası (TV Series 1999) is an 
underrated, old example but it is one of my favorites.   

Who else should I interview with to get a better idea about New Turkish Cinema title 
sequence production? 

Onur Şentürk, dirtycheapcreative, itisred, digiflame.   
What can be done to improve title sequence production in New Turkish Cinema? 

Actually Turkey has a lot of high-qualified filmmakers and visual effects artists. 
Currently, they utilize technology and tools very well and achieve good results. However, 
the progression is actually triggered by producers, directors, and authors. They need title 
sequence designers, but they should break the notion of “make as cheap as possible”. I 
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believe when they leave their “I-know-the-best “ approach and leave room for the artist 
the industry would develop better.   
What is your favorite title sequences? 

Se7en (1995), The Girl With The Dragon Tattoo (2011), Fight Club (1999), Game of 
Thrones (TV Series 2011– ), True Detective (TV Series 2014– )  

8.6 EMRE AYPAR (15 March 2015) E-mail interview 

In which stage of movie production title sequences are made? 
They are made at the end of post-production stage. 

Who give decisions about the title sequence production? For example, who chooses the 
typeface or style?  

Usually, the director has an idea (a vague one) on what to do. Maybe they think that a 
director should have an idea about every process in filmmaking. 

How long does it take? Which software do you use?  
Autodesk Flame, Inferno, The Foundry Nuke, Eyeon Fusion, Adobe Premiere, After 
Effects, Illustrator, Photoshop. It is hard to estimate the exact duration. It depends on 
the project, from a couple hours to a couple of weeks. 

What is your favorite title sequence in New Turkish Cinema? 
I have not seen enough number of movies comment on this. 

What can be done to improve title sequence production in New Turkish Cinema? 
I am thinking about this subject since I have started working on title sequences but I 
honestly don’t know how to improve title sequence design. 
Filmmakers should comprehend the idea that title sequences should be designed. As 
long as I follow, this is not the case in Turkey. I think to understand this, we should 
comprehend the post-production processes in Turkey. To summarize the post 
production technique: Editing, online editing, visual effects, sound, and color 
correction. These processes take place at the same time. My experiences show that the 
design of title sequences can not enter into these process as a subject. It is usually 
considered as a necessity; beautiful if possible. It is wrong to say that title sequences are 
underestimated since they are most revised process. However, a title sequence is not 
considered as a stand-alone job. 

After the movie is shot, usually directors give weight to offline editing. They choose the 
editors themselves. Directors see the editors as extensions of themselves and the story. 
Directors usually see the following stages as automatic processes. It does not matter if a 
machine does instead of a human. If this is the case, title sequences are made at the last 
minute because what matters is to “catch the deadline” for finishing the movie. Rest of 
the time is reserved for more “important” stuff. Thus, the title sequences are written 
with any kind of typeface (with Turkish character support) on “top” of the “finished 
movie.” 

I do not think that post production staff are specialized only on filmmaking -except a 
few. “Artists” who work on online editing also work on commercial post-production. In 
Turkey, post production education is not widespread thus it is not realistic to expect 
them to have a design education background. 
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What are your favorite title sequences? 

A lot. To give a couple of examples: Anatomy Of a Murderer (1959), Catch Me If You 
Can (2002), Alien (1979), Se7en (1995), Panic Room (2002), a recent example is True 
Detective (TV Series 2014– ). Especially Kyle Cooper’s title sequences for Se7en 
(1995), title sequences have become tools for entering the cinematic world instead of 
simple texts that give information. Title sequences even become short movies that 
summarize what movies want to tell.  

Which title sequences did you make? 
I am making in visual effects for the last 17 years. During this time, I have worked in 
many post-production projects of movies. Recently I’ve made: Çok Film Hareketler 
Bunlar, Usta, Kavşak, Arog, Hayırdır Tekin, Nar, Eylül, İz, Rimolar ve Zimolar, İncir 
Reçeli 2, Son Mektup.  

8.7 MEMET DALMAZ (15 March 2015) E-mail interview 

In which stage of movie production title sequences are made?  

In Turkey after the editing and color correction ends title sequences are written, and 
sound stages start. Sound is arranged according to the title sequences.   

Who give decisions about title sequence production? For example, who chooses the 
typeface or style?  

Usually, the director decides. Online editor creates simple title sequences. Director 
guides the editor. It is very rare that special motion graphics and special visual effects 
are used. 
How long does it take? Which software do you use?  

We usually use After Effects. A simple title sequence might take one day to one week.  
What can be done to improve title sequence production in New Turkish Cinema? 

Directors should care more about title sequences. 
What are your favorite title sequences? 

David Fincher’s Se7en (1995) or Fight Club (1999) are good examples. They reflect the 
soul of the movie; these title sequences are creative and unique.  

 

8.8 UTKU KAYA (15 March 2015) E-mail interview 

In which stage of movie production title sequences are made? 
Since title sequences involve everybody’s names -such as cast and crew- and every 
institution; everything is made after color correction.   
Who give decisions about title sequence production? For example, who chooses the 
typeface, style etc.?  
Usually director decides, sometimes producer.  

Which software do you use? How long does it take? 
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Adobe After Effects, Final Cut, and Adobe Photoshop. Duration changes according to 
the project. Usually one week.  
What are your favorite title sequences in New Turkish Cinema? 

Sivas (2014) 
What can be done to improve title sequence production in New Turkish Cinema? 

Title sequence should be approached as important as a significant scene of a movie. 
Room for creativity should be given to the graphic designer. Sufficient budget should be 
provided to the designer.  
What are your favorite title sequences? 

The Tree of Life (2011)  
 

8.9 ERHAN ÖRS (15 March 2015) E-mail interview 

In which stage of movie production title sequences are made? 
In lower budgeted projects, title sequences are made before the application for fund or a 
festival. It usually starts as a draft, then improved  
Who give decisions about title sequence production? For example, who chooses the 
typeface or style etc.?  
Director has a priority of choice but sometimes producers or co-producers who invested 
big amount of money can have a stronger voice.  
Which software do you use?  

We usually use the same editing program that we used for the movie. I heard that there 
are some plug-ins, but I have not used them yet.  

What is your favorite title sequences in New Turkish Cinema? 
Gelecek Uzun Sürer (The Future Lasts Forever, 2011)  

What can be done to improve title sequence production in New Turkish Cinema? 
Title sequences should be seen as more than text, they should be approached as graphic 
design.  
What are your favorite title sequences? 

I like Quentin Tarantino’s title sequences a lot.  
 




