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Cinematic geography and visual 
narrative in film posters and scenes: 
The case of Cappadocia

Abstract. Cinema conveys its narrative and aesthetic elements not only 
through moving images but also through a visual language that extends from 
film posters to scene compositions. Narrative is not limited to a collection 
of characters and events; the space in which events take place constitutes 
one of its foundational components. Within a cinematic context, space 
transcends its function as a mere backdrop and becomes an active narrative 
element that generates atmosphere, produces meaning, and interacts with Published by
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characters. Consequently, geography is directly linked to a film’s narrative 
structure, and the spatial images presented to the audience both reflect the 
emotional tone of the story and shape cultural representations of specific 
places.

Within the scope of this study, the interaction between narrative and 
geography is examined through a visual analysis of film posters and selected 
scenes from films shot in the Cappadocia region. Using a semiotic analysis 
method, the research investigates how Cappadocia is represented as 
a narrative space, an atmosphere-creating element, and a touristic icon. 
Drawing on cinematic geography, visual culture theories, and the literature 
on place representation, the study demonstrates that film posters and 
scenes can be read not merely as aesthetic products but also as visual 
narratives that construct geographical memory. In this context, Cappadocia 
is evaluated not simply as a visual setting but as an integral component of 
cinematic narration and a site of cultural memory.

Keywords: Cinematic geography, Cappadocia, space in movie posters

Introductıon
Cinema produces a  multilayered experience of space and time that 

extends far beyond moving images alone. In film, space functions not merely as 
a background for action but as a structural component of narrative, a determinant 
of dramatic tension, and a medium for the transmission of cultural memory. 
Edward Relph’s Place and Placelessness (Relph, 1976) emphasizes the significance 
of space in the production of identity and belonging. For Relph, place operates 
as a carrier of identity: individuals’ sense of belonging, everyday practices, and 
collective memory are nourished by meanings embedded in place. With modernity, 
however, the erosion of spatial rootedness produces what he conceptualizes as 
placelessness, generating crises of identity and belonging.

Relph’s distinction between rootedness, sense of place, and meaning-
making provides a critical foundation for spatial analysis in cinema. Rootedness 
refers to an unselfconscious and organic attachment to place, whereas sense of 
place involves reflective awareness (Relph, 1976). Complementing this framework, 
Yi-Fu Tuan’s Space and Place: The Perspective of Experience (Tuan, 1977/2018) 
articulates how space becomes place through lived, sensory, and emotional 
experience. Employing a phenomenological approach, Tuan argues that place 
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is not an inherent quality of geography but a human achievement produced 
through perception, memory, and affect. The spirit or character of a place emerges 
only insofar as individuals project moral, aesthetic, and symbolic meanings onto 
environments (Tuan, 1977/2018).

The spatial turn in cultural theory further deepens this perspective. 
Henri Lefebvre’s The Production of Space (Lefebvre, 1974/2014) conceptualizes 
space as socially produced rather than naturally given, emphasizing the 
dialectical interaction between spatial practices, representations of space, 
and representational spaces. From this perspective, seen only as physical 
geography; it also reflects ideological and symbolic meanings shaped through 
representation. Similarly, Marc Augé’s Non-Places (Augé, 1995/2017) underscores 
how supermodernity generates anonymous, transitory spaces devoid of relational, 
historical, or identity-based depth. Cinema frequently oscillates between 
representing meaningful places and depicting such placeless environments.

Within film theory, Giuliana Bruno’s Atlas of Emotion (Bruno, 2002/2016) 
reconceptualizes cinema as an embodied and affective cartography. For Bruno, 
cinematic space is not confined to architectural surfaces captured by the camera 
but constitutes a sensory journey shaped by movement, rhythm, tactility, and 
memory. Cinema produces a  “mobile space” that transforms architecture 
into an experiential and emotional landscape. This approach resonates with 
Martin Heidegger’s Being and Time (Heidegger, 2011), particularly his existential 
understanding of dwelling and being-in-the-world. In this sense, film becomes 
not merely representational but ontological: a site where spatial meaning and 
human existence intersect.

Cinematic geography thus emerges as a  multilayered narrative field 
intertwined with memory, ideology, and identity. As Pierre Nora (1989) argues in his 
conceptualization of lieux de mémoire, modern societies increasingly rely on symbolic 
sites to preserve and reactivate collective memory. Cinema functions as one such site 
of memory, preserving urban landscapes, rural geographies, and migration routes 
within affective archives. Through repetition and circulation, films contribute to the 
symbolic reterritorialization of real places within global visual culture.

Beyond narrative construction, cinema’s visual language extends into 
paratextual domains. Gérard Genette (1997) defines paratexts as threshold 
elements that mediate between text and audience. Film posters, as paratextual 
artifacts, operate not merely as marketing tools but as ideological and spatial 
signifiers. They preconfigure the viewer’s perception of cinematic space before the 
viewing experience begins. Through color schemes, typography, figure placement, 
framing, and compositional hierarchy, posters construct a preliminary cartography 
of place (Becer, 2018).
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For example, wide horizons and expansive skies often evoke freedom, 
transcendence, and exploration, whereas enclosed interiors and shadow-
dominated compositions signal tension, confinement, or existential anxiety (Becer, 
2018). Repeated visual coding of cities such as Paris, Istanbul, or New York in 
film posters contributes to their global redefinition as touristic, romanticized, or 
ideologically charged spaces. In this sense, posters function as spatial maps that 
anticipate and structure the film’s aesthetic and emotional atmosphere.

Consequently, cinematic space should be understood not as a passive 
backdrop but as an active semiotic and ideological construct. Through narrative 
framing, visual composition, and paratextual mediation, cinema produces 
layered spatial meanings that oscillate between rootedness and placelessness, 
locality and abstraction, memory and commodification. The integration 
of phenomenology (Tuan), critical spatial theory (Lefebvre), supermodern 
anthropology (Augé), existential ontology (Heidegger), and paratext theory 
(Genette) allows cinematic geography to be conceptualized as a dynamic field of 
spatial signification embedded within broader systems of visual culture.

1. Methodology
This study investigates how the Cappadocia region is represented within 

the framework of cinematic geography through the analysis of film posters and 
selected film scenes. A qualitative research approach was adopted, supported 
by a descriptive research design. Within this framework, a semiotic method was 
employed, drawing on visual culture studies and theories of place representation.

The analytical framework was primarily grounded in Roland Barthes’s 
concepts of denotation and connotation, and further enriched by Umberto Eco’s 
theory of cultural codes, multiple sign systems, and the notion of the open work 
as elaborated in A Theory of Semiotics (Eco, 2012). Eco’s fundamental inquiries into 
cinema—particularly the extent to which semiotics contributes to film analysis 
and how cinematic experience informs semiotic theory—provided theoretical 
depth for examining both film posters and film scenes. Eco argues that although 
absolute equivalence between sign function and referent cannot be assumed 
in cinematographic practice, semiotic analysis requires at least a  minimal 
shared framework of meaning between codes and sign functions. Moreover, 
Eco’s four modes of sign production—recognition, ostension, combination, 
and invention—were considered decisive in understanding how new signifying 
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forms are constructed in both cinematic images and promotional materials. This 
perspective enables both films and film posters to be conceptualized as open 
texts that generate cultural meaning through multilayered visual and imagistic 
sign systems that cannot be reduced to purely verbal structures.

The research universe consists of feature-length films shot in Cappadocia 
that have achieved either national or international circulation, together with 
their official promotional posters. The sample includes six films1 selected through 
purposive sampling, based on their strong visual engagement with Cappadocia’s 
geography and the accessibility of their archival materials. Posters and films were 
obtained from film archives, festival catalogues, and digital cinema databases. 
All materials were archived as high-resolution digital copies and systematically 
classified to ensure analytical consistency.

The semiotic analysis was carried out in several stages. First, a denotative 
analysis was conducted a denotative analysis was performed by identifying 
primary visual elements in the posters—such as color palettes, typographic 
design, framing strategies, light–shadow distribution, character positioning, and 
spatial markers specific to Cappadocia (e.g., fairy chimneys, valleys, underground 
settlements). Simultaneously, selected film scenes were examined with attention 
to spatial composition, camera movement and angle, lighting techniques, and 
character–space interaction.

In the second stage, connotative analysis focused on the cultural, 
ideological, and narrative meanings embedded in these visual elements. Drawing 
on Barthes’s concept of myth, the study explored how spatial signs function 
within broader cultural meaning systems. Within Eco’s framework of cultural 
codes, typographic choices, chromatic contrasts, compositional hierarchies, 
and figurative arrangements were interpreted in relation to their affective and 
ideological implications.

The third stage involved identifying sign types and their interrelations. Based 
on Barthes’s distinction between icon, index, and symbol, the analysis examined 
how visual features specific to Cappadocia were integrated into narrative 
construction. For example, hot air balloons and fairy chimneys were interpreted as 
iconic signs directly referencing the region, whereas the recurring use of expansive 
skies in long shots was read symbolically as evoking freedom, transcendence, or 
inner transformation.

In the final stage, the identified visual signs were compared with the 
thematic structures of the respective films in order to reveal the holistic 

1	 Although numerous films and television series have been shot in the Cappadocia region, they 
were not included in this study due to the scope and limitations of the research.
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relationship between visual narration and cinematic geography. This comparative 
reading enabled an integrated interpretation of promotional imagery and narrative 
content.

To enhance reliability, each poster and film scene was independently 
analyzed by two researchers. The results were subsequently compared, and 
a shared coding scheme was established through consensus. The data were then 
thematically categorized in accordance with qualitative content analysis principles. 
Through this methodological procedure, the study demonstrates that film posters 
and cinematic scenes function not merely as aesthetic compositions but as 
visual narrative texts that pre-structure and reinforce the ideological and cultural 
frameworks of films. Consequently, the research provides a comprehensive 
account of how Cappadocia is constructed and re-signified within cinematic 
geography, both at the level of promotional representation and within filmic 
narration itself.

2. Findings
The findings revealing how Cappadocia is represented in film posters and 

film scenes within the context of cinematic geography demonstrate that visual 
narration is constructed through spatial signifiers. Posters and cinematic scenes 
reproduce Cappadocia not merely as a physical environment, but as an active 
narrative component that shapes the emotional tone of the story, ideological 
orientations, and the inner worlds of characters. In this respect, space is removed 
from its position as a passive backdrop and transformed into a semiotic field that 
produces meaning, constructs emotional atmosphere, and activates cultural 
memory.

One of the most illustrative examples of this representational strategy 
is Winter Sleep (Turkish: Kış Uykusu) (dir. N. B. Ceylan, 2014, Zeyno Film). 
Awarded the Palme d’Or at the Cannes Film Festival, the film foregrounds the 
geography of Cappadocia through a narrative structured around provincial 
life, intellectual isolation, and ethical inquiry. Snow-covered valleys, stone 
houses, and a silent natural environment are constructed as narrative spaces 
that render the characters’ psychological depth visible. In this sense, Winter 
Sleep occupies a central position within Ceylan’s cinema, where space functions 
as an “emotional topography” reflecting the characters’ inner worlds (Akbulut, 
2012; Suner, 2020). Scholarship on Ceylan’s cinematic language emphasizes 



НАУКА ТЕЛЕВИДЕНИЯ. 2026. 22 (2) 21 THE ART AND SCIENCE OF TELEVISION

the use of space, natural lighting, long takes, and a slow temporality as its core 
components (Dorsay, 2015; Teksoy, 2016). Within this aesthetic framework, 
Cappadocia’s geographical features are not presented merely as visual reality; 
rather, following Barthes (1977/2013; 1957/2014) they are reconstituted as 
a narrative plane that produces meaning at the levels of connotation and myth. 
Winter imagery—silence, stillness, and cold—functions as a cinematic metaphor 
for individual alienation and ethical conflict. The film poster is likewise evaluated 
as a significant visual text that both supports and anticipates this narrative 
structure. The cold color palette, expansive empty spaces, isolated figure 
placement, and typographic restraint visually convey the film’s philosophical, 
slow-paced, and introspective tone. In this context, the poster operates as 
a multilayered and open sign system governed by cultural codes, as defined 
by Eco (1976/2012). Cappadocia is presented as a recognizable place in both 
the poster and the film scenes, while simultaneously generating new layers of 
meaning that render it an inseparable part of the cinematic narrative.

Accordingly, the poster and spatial choices in Winter Sleep were analyzed 
semiotically through Barthes’s denotation–connotation distinction and Eco’s 
concepts of sign production. Space is associated with themes of loneliness, ethical 
conflict, and provincial entrapment through Barthes’s notions of connotation and 
myth, while also functioning as one of the primary carriers of meaning within the 
narrative. Cappadocia’s winter landscape is prominently employed both in the 
poster and in the film’s recurring long takes. Snow-covered valleys, frozen rivers, 
rocky settlements, and village silhouettes placed on the horizon emphasize the 
enclosing and inward-oriented nature of space. Dim, cold interiors of stone houses, 
snow-covered mountain roads, and animal shelters reinforce the slow and heavy 
rhythm of provincial life. At the denotative level, spatial elements correspond to 
Cappadocia’s physical and topographical reality under winter conditions; at the 
connotative level, space is associated with abstract meanings such as loneliness, 
social isolation, stasis, and existential confinement. Natural elements such as 
snow and fog function not only as seasonal indicators but also as signs implying 
the characters’ psychological inertia and inner impasses. Thus, the relationship 
between human beings and nature is constructed as both parallel and conflictual, 
with nature becoming a visual reflection of inner life.

In terms of sign typology, Cappadocia functions iconically through the direct 
representation of real locations, while snow, fog, and enclosed interiors assume 
indexical roles by establishing causal links between environmental conditions 
and psychological states. Within Eco’s framework of labor types, space is both 
exhibited in its natural state and integrated into meaning production through its 
association with the characters’ emotional conditions.
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In You Can’t Win ’Em All (dir. P. Collinson, 1970, Columbia Pictures.), 
Cappadocia is structured as a multilayered adventure geography that determines 
the film’s visual and dramatic organization. Although the poster does not feature 
direct visual references to Cappadocia, the film constructs an “Oriental” image 
through cultural signifiers such as carpets, kilims, fezzes, and belly dancers. As 
Lukinbeal (2005) notes, cinematic space functions not merely as a setting but as 
an active element shaping narrative form. Wide panoramic shots that diminish 
the characters’ scale within the frame foreground the dominant and determining 
power of space. Interpreted through Mark Shiel and Tony Fitzmaurice’s (Shiel 
& Fitzmaurice, 2001) concept of the “characterization of space,” Cappadocia is 
positioned almost as an autonomous character. The visual contrast between 
the vertical rise of rocky formations and the horizontal movement of military 
units generates a form of visual tension akin to that described by Graeme Harper 
and Jonathan R. Rayner (Harper & Rayner, 2010) Rather than serving as a passive 
background, Cappadocia actively shapes narrative rhythm and the spatial 
geometry of action.

In The Eagle of the Mountains (Turkish: Dağların Kartalı) (dir. F. Tuna, 1970, 
Uğur Film), Cappadocia is configured as a tactical guerrilla geography rather than 
an epic adventure landscape. Rugged terrain, natural helters, narrow valleys, and 
sharp rocky passages directly support themes of warfare and ambush. As a Turkish 
production, the film ideologically codes space as homeland and a site of national 
struggle. The tension-enhancing effect of narrow passages, claustrophobic 
atmosphere created through close camera movements, and the use of dust and 
light intensify the emotional density of space. Elements of Western aesthetics are 
localized and reinterpreted within an Anatolian action idiom.

In Boss Wants a  Happy Ending (Turkish: Patron Mutlu Son İstiyor) (dir. 
K. Baruönü, 2014, BKM Film), Cappadocia is positioned as a space of emotional 
transformation and renewal rather than conflict. The poster presents Cappadocia 
through warm-colored skies and hot air balloons rising above fairy chimneys, 
coding the region as a romantic, fairy-tale-like geography evoking escape. Valleys, 
fairy chimneys, and open horizons symbolize the protagonist’s distancing from 
urban pressure and creative exhaustion. Through open spaces, soft lighting, and 
wide shots, Cappadocia is represented as a contemplative environment where 
time slows down. Space thus becomes an active narrative element enabling 
emotional resolution and facilitating the film’s progression toward a happy ending.

In Yor, the Hunter from the Future (Italian: Il mondo di Yor) (dir. A. Margheriti, 
1983, Diamant Film), Cappadocia is detached from historical and cultural 
specificity and represented as a timeless, primitive “first world.” Fairy chimneys 
and barren rock formations function as mythic and anonymous natural décor 
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within a science-fiction–fantasy narrative. Wide shots minimizing the human 
figure emphasize the threatening and determining power of space, transforming 
Cappadocia into a timeless cinematic landscape that supports universal myths, 
primal forces, and survival narratives. Here, Cappadocia is exoticized and 
anonymized, serving a Western-centered fantastical imagination rather than 
a local or national representation.

In The Man Who Saved the World (Turkish: Dünyayı Kurtaran Adam) (dir. 
Ç. İnanç, 1982, Anıt Film), one of the most iconic cult films of Turkish cinema, 
exemplifies the determining role of space through Cappadocia’s distinctive 
geomorphology. Defined as a local and eclectic example of science fiction and 
fantasy cinema (Scognamillo & Demirhan, 2006), the film employs a strategy 
of spatial recontextualization, detaching Cappadocia from its historical and 
cultural context and transforming it into an “other world.” Fairy chimneys and 
volcanic tuff formations function as natural production design elements that 
create the illusion of an alien planet. This spatial effect is also central in the poster, 
where Cappadocia’s archaic landscape is combined with futuristic monsters 
and spacecraft, reflecting the film’s genre hybridity and Yeşilçam’s approach 
to fantasy cinema. Action sequences featuring the protagonist among massive 
rock formations visually stage humanity’s struggle with nature—or, in this case, 
cosmic nature. Vertical forms and labyrinthine structures symbolize a complex 
fate, while wide-scale shots visualize human vulnerability and resilience. Cave 
shelters represent mystical protection, while open rocky terrains function as 
chaotic battlefields, transforming space into an active narrative agent (Akkoyun, 
2024). In this film, Cappadocia is converted into a timeless, placeless mythological 
field through the possibilities of cinematic geography.

3. Discussion
The findings of this research demonstrate that Cappadocia cannot be 

reduced to a fixed, stable, or singular spatial meaning in cinema. Rather, it is 
continuously reconstituted as a dynamic cinematic geography whose narrative 
functions and symbolic resonances shift according to genre conventions, 
production contexts, and ideological orientations. The integrated analysis of 
film posters and film scenes reveals that space operates not merely as a physical 
setting but as a constitutive narrative agent that shapes emotional tonality, 
ideological positioning, and the psychological interiority of characters. In this 
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respect, cinematic space emerges as a semiotic field in which geography becomes 
inseparable from representation.

Among the films examined, Winter Sleep stands out as one of the most 
multilayered examples in terms of producing a complex sense of place. In both 
the filmic narrative and its promotional poster, Cappadocia is constructed through 
visual codes that evoke solitude, ethical tension, and provincial entrapment. In 
line with Barthes’s concepts of connotation and myth, spatial imagery transcends 
its denotative function and becomes a vehicle for existential meaning. Cappadocia 
here functions as a “place” in Tuan’s phenomenological sense—one that acquires 
depth through sensory and affective experience. Yet paradoxically, rather than 
reinforcing Relph’s notion of rootedness, the spatial configuration in Winter Sleep 
gestures toward placelessness: a condition in which belonging is destabilized and 
modern subjectivity is marked by alienation. Thus, space becomes an emotional 
topography that externalizes the characters’ moral dilemmas and existential 
stagnation. 

By contrast, in You Can’t Win ’Em All, Cappadocia is largely detached from its 
local historical and cultural specificity and reimagined as an exoticized adventure 
terrain. The absence of explicit spatial markers in the film poster, combined 
with the Orientalist aesthetic codes mobilized within the narrative, transforms 
Cappadocia into a cinematic elsewhere. Here, geography is abstracted into 
spectacle, functioning less as lived place and more as ideological backdrop.

This strategy aligns closely with Relph’s conception of placelessness: 
the distinctive identity of Cappadocia is dissolved and reconfigured as an 
interchangeable landscape designed for global consumption. A comparable 
process of spatial deterritorialization occurs in The Man Who Saved the World. 
In this cult science-fiction narrative, Cappadocia is stripped of historical and 
cultural referentiality and repositioned as a timeless, cosmic, and mythic terrain. 
Geography is thus displaced from the realm of locality and reinscribed as an other 
world, revealing cinema’s capacity to mythologize and abstract physical space.

In The Eagle of the Mountains, however, Cappadocia is embedded within an 
explicitly ideological and national framework. Unlike the previous examples, space 
is configured as a tactical and strategic geography, where rugged terrain, narrow 
passages, and natural shelters function as material instruments in narratives 
of resistance and heroism. By coding Cappadocia as homeland, the film aligns 
spatial representation more closely with Relph’s notion of rootedness. Geography 
here is not an anonymous spectacle but a symbolically charged national territory, 
reinforcing narratives of belonging, struggle, and collective identity.

In the romantic comedy Boss Wants a Happy Ending, Cappadocia undergoes 
yet another transformation. Detached from both ideological burden and existential 
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tension, the region is reframed as a space of emotional renewal and narrative 
reconciliation. Warm chromatic tones, expansive horizons, and softened lighting 
in both poster and filmic composition construct Cappadocia as a romanticized 
landscape of escape and transformation. In accordance with Giuliana Bruno’s 
understanding of cinema as an embodied and sensory cartography, space here 
facilitates affective mobility and experiential reorientation. Cappadocia becomes 
a site where temporal acceleration is suspended, allowing for introspection, 
purification, and emotional regeneration.

Finally, Yor, the Hunter from the Future presents perhaps the most radical 
abstraction of Cappadocia from local and national frameworks. In this film, the 
region is reconfigured as a primitive, mythic “first world” devoid of historical 
anchoring. Spatial specificity dissolves into archetypal landscape, reinforcing 
cinema’s ability to universalize and decontextualize geography. Cappadocia 
becomes neither homeland nor lived place but a mythopoetic terrain serving the 
narrative demands of speculative fantasy.

Taken together, these examples illustrate that Cappadocia’s cinematic 
representations are not static reflections of geographical reality but processes of 
continual re-coding. Space is variously constructed as existential terrain, exotic 
spectacle, national homeland, romantic refuge, or mythic cosmos depending 
on narrative logic and genre expectations. This variability underscores the 
semiotic plasticity of cinematic geography: the same physical landscape can be 
rearticulated across divergent ideological and aesthetic frameworks.

Film posters play a  particularly crucial role in this process of spatial 
re-signification. As paratextual visual texts, posters condense and crystallize the 
ideological coding of space at its most concentrated stage. They shape audience 
perception even before narrative engagement begins, functioning as preliminary 
cartographies that orient interpretation. Thus, posters should be understood 
not merely as promotional devices but as foundational narrative thresholds that 
preconstruct the spatial imagination of the film. In doing so, they participate 
actively in the ideological framing and symbolic stabilization of cinematic space.

Ultimately, the findings demonstrate that Cappadocia operates in cinema as 
a discursive terrain rather than a fixed geography. Its shifting representations reveal 
how cinematic space mediates between locality and abstraction, memory and 
spectacle, rootedness and placelessness. Through genre-specific rearticulations 
and paratextual framing, Cappadocia becomes a dynamic site where geography 
is continually negotiated, reimagined, and ideologically inscribed within visual 
culture.
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Conclusıon
This study examines how Cappadocia is represented through film posters 

and cinematic scenes within the framework of cinematic geography, showing that 
space in cinema should not be understood only as a passive background but as 
an active element shaping narrative meaning and structure. Within this analytical 
perspective, Cappadocia is approached not simply as a fixed geographical entity, 
but as a spatial construct that is interpreted in relation to different narrative 
contexts, visual strategies, and cultural codes. The semiotic analysis of selected 
films and their corresponding posters suggests that Cappadocia is represented 
in different ways across genres and production contexts, resulting in a layered 
understanding of cinematic space. 

The findings confirm that cinematic space goes beyond its physical 
or topographical characteristics and contributes to emotional atmosphere, 
character development, and narrative progression. In certain films, Cappadocia 
is constructed as a visual metaphor for existential inquiry, solitude, and subjective 
fragmentation; its rugged terrain and expansive landscapes reinforce themes of 
ontological uncertainty and interior displacement. In other contexts, the region is 
reconfigured as an exoticized adventure setting or presented in a more stylized way 
that may be detached from its local context. In some international productions, 
Cappadocia is presented in a more stylized way that may be detached from 
its local context. This plurality of representations underscores that cinematic 
space does not possess a stable or singular meaning; rather, it is continuously 
reconstructed through shifting cultural, aesthetic, and ideological frameworks.

Film posters occupy a  significant position in this process of spatial 
reconfiguration. The analysis indicates that posters function as visual texts that 
introduce the narrative and spatial framework of a film before viewing. Through 
elements such as chromatic schemes, compositional hierarchies, typographic 
choices, and figure–ground relations, posters help construct a particular sense 
of place and guide audience expectations regarding genre and mood.  From 
this standpoint, film posters do not only serve a promotional function, but also 
contribute to the construction of cinematic meaning. As paratextual mediators, 
they shape how spatial meaning is interpreted within visual culture. 

The theoretical implications of these findings can be related to Edward 
Relph’s conceptualization of place, placelessness, and rootedness, particularly 
in the oscillation between Cappadocia as a deeply meaningful locale and as an 
abstract, interchangeable landscape. Yi-Fu Tuan’s phenomenological account 
of place highlights the role of experience and perception, Giuliana Bruno’s 
conception of cinema as an affective and sensory spatial practice becomes evident 
in the framing of Cappadocia as a terrain inviting immersion and emotional 
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engagement. Simultaneously, Roland Barthes’s distinction between denotation 
and connotation, alongside Umberto Eco’s theory of cultural codes and sign 
production, provides an analytical apparatus for decoding the layered semiotic 
operations through which cinematic space accrues ideological and symbolic 
resonance. Collectively, these perspectives show that spatial representation in 
cinema is closely connected to broader processes of meaning-making and cultural 
interpretation. 

Beyond its specific case study, the representation of Cappadocia also 
reflects the broader role of cinema in shaping spatial imagination within global 
visual culture. Through international circulation via film festivals, distribution 
networks, and digital platforms, cinematic images of Cappadocia contribute to 
the transnational production of place imagery. Cinema thus not only reflects 
existing meanings attached to a place but can also reshape them. Recurrent 
visual framings reinforce dominant interpretive paradigms while marginalizing 
alternative spatial narratives and lived experiences. Consequently, the analysis 
of cinematic space involves questions of representation, visibility, and cultural 
meaning.

In conclusion, this research shows that cinematic space functions as 
a  narrative, aesthetic, and cultural element within film. The Cappadocia 
demonstrate how a single geographical location can be interpreted in different 
ways depending on context. By foregrounding the between cinematic imagery, 
spatial discourse, and paratextual forms such as film posters, the study establishes 
a comprehensive theoretical and methodological framework for future research 
in cinematic geography and visual representation. In doing so, it contributes to 
interdisciplinary debates concerning cinema’s capacity to construct, mediate, 
and re-signify place, while underscoring the centrality of spatial analysis in 
understanding the cultural, ideological, and affective dimensions of film.
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