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Abstract

This study aims to explore how MUB], a digital streaming platform, transforms into a space for cinephiles
and establishes its economic and symbolic capital in the process. Firstly, it stresses the evolution of cinephile,
from the traditional cinephile to the contemporary cinephile, in light of technological advancements and
the widespread use of the internet. Next, the strategies employed by MUBI are highlighted as it positions
itself in the digital streaming field and solidifies its status as a company, thereby building its economic and
symbolic capital. The findings reveal that MUBI has tailored its platform to cater to new cinephiles, offering
arthouse film selections, festival coverage, the Notebook cinema magazine, and user comments on films.
Particularly during the pandemic, MUBI showcased initial screenings and premieres of select films on its
platform, distributed noteworthy festival films, and acquired companies producing arthouse films, securing
a position in the cinema value chain. Ultimately, it has been observed that MUBI strategically appeals to the
interests of contemporary cinephiles to enhance both its symbolic and economic capital.
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0z

Bu ¢alisma, dijital bir yayin platformu olan MUBI'nin sinefiller icin nasil bir alana déntstiigiinii ve bu
siirecte ekonomik ve sembolik sermayesini nasil olusturdugunu arastirmayi amaglamaktadir. {1k olarak,
teknolojik gelismeler ve internetin yaygin kullanimi i1siginda sinefilin geleneksel sinefilden cagdas
sinefile dogru gecirdigi evrim agiklanmaktadir. Ardindan, MUBI'nin kendisini dijital yayincilik alaninda
konumlandirirken ve bir sirket olarak statiisiinli saglamlastirirken, ekonomik ve sembolik sermayesini
insa ederken kullandig1 stratejiler vurgulanmaktadir. Bulgular, MUBI'nin platformunu yeni sinefillere hitap
edecek sekilde olusturdugunu, arthouse film seckileri, festival kapsami, Notebook sinema dergisi ve filmler
hakkinda kullanici yorumlari sundugunu ortaya koymaktadir. Ozellikle pandemi déneminde MUBI'nin,
seckin filmlerin ilk gosterimlerini ve promiyerlerini platformunda goésterdigi, festival filmlerini dagittig1 ve
arthouse filmler iireten sirketleri satin alarak sinema deger zincirinde bir konum elde ettigi tespit edilmistir.

Sonug olarak, MUBI'nin hem sembolik hem de ekonomik sermayesini artirmak icin stratejik olarak cagdas
sinefillerin ilgi alanlarina hitap ettigi goériilmiistiir.

Anahtar Kelimeler: Sinefil, Alan, Ekonomik Sermaye, Sembolik Sermaye, Dijital Platform, MUBI.
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Introduction

The spread of new communication technologies and the Internet has impacted various
fields and brought numerous innovations. One of the effects of these innovations
on cinema is the proliferation of devices for watching films, while another is the
diversification of the viewing experience. To begin with, the widespread use of the
Internet and the emergence of DVDs mark the initial impact of new communication
technologies on cinema (Shambu, 2020, p. 7). The literature refers to the relationship
between new communication technologies and cinema with terms like DVD players,
home cinema systems, and digital streaming platforms. Furthermore, the literature
emphasizes the shift of the viewing experience from cinema halls to various other forms.
Additionally, a crucial change brought about by new communication technologies and
the Internet in cinema is the expansion of digital streaming platforms. Internet-based
digital streaming platforms, commonly known as Video on Demand (VoD) services, allow
viewers to consume content anytime and anywhere. These platforms, OTT (Over the Top)
video services, differ in content creation and revenue generation. Major platforms in this
field include Netflix, Amazon Prime Video, Hulu, Apple, HBO, Disney+, Blu TV, and MUBI
(Erkili¢ & Erkilig, 2021, pp. 108-109).

With new communication technologies, films can be watched on different devices. This
situation, which comes with new technology, emphasizes new communication tools on
the one hand and expresses the diversification of the viewing experience on the other
hand. This situation, explained by the concept of convergence, refers to the presence
of more than one content on the same device. However, it also highlights a cultural
change (Jenkins, 2006, p. 3). The widespread use of new communication technologies
has diversified the viewing experience and brought about a cultural change. Cinephiles,
who perceive watching films as a ritual and go beyond that by incorporating films into
their lives, discussing them, writing about them, and forming communities, have also
been affected by technological advancements. In this environment facilitated by new
communication technologies and the internet, a “new cinephile” has emerged (Shambu,
2020, p. 7).

Various studies have examined the impact of new communication technologies and digital
streaming platforms on cinephile culture. Studies supporting the positive effects of these
technologies on cinephile culture (de Valck & Hagener, 2005; Jullier & Leveratto, 2012)
highlight their contribution to creating new platforms for cinematic discussions among
cinephiles, facilitating easy film access and enabling film criticism. Conversely, studies
arguing that new communication technologies negatively affect cinephile culture (Sontag,
1996) claim that the authenticity of cinema has been compromised and signifies cinema’s
death.

In studies on the impact of digital streaming platforms on cinephilia culture, concepts such
as ‘Cinephile 2.0’ (Jullier & Leveratto, 2012) and ‘New Cinephilia’ (Shambu, 2020) have
been developed. In Tiirkiye, there are thesis studies on the impact of new communication
technologies on cinephilia (Torun, 2019; Yagci, 2014), as well as a study (Turgut, 2022)
that examines new viewing experiences based on Pierre Bourdieu’s concept of taste and
how it creates a distinction between classical cinephiles and new cinephiles. Ipek (2021)
explores the concept of cinephilia based on Bourdieu’s concepts of taste and space,
examining the experience of Baska Sinema in her study. Dikkol (2020), who analyzed
the example of Blu TV using Bourdieu’s concept of space, investigated the economic and
symbolic capital of the platform in his study.
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In the digital field, especially following the rise of Netflix, platforms targeting different
audiences have also begun broadcasting. It can be said that MUBI, which primarily
showcases arthouse films and aims to cater to individuals who enjoy “watching a large
number of films, discovering new ones, and engaging in discussions and sharing these
discoveries with others” (MUBI, 2023), has become a central platform for cinephile
culture. Scholars have focused their studies on various aspects of MUB], including its role
in the digital transformation of cinema (lordanova & Cunningham, 2012) the influence of
MUBI Social—a now-defunct forum—on creating an online community (Hessler, 2018),
the platform’s purchasing and distribution strategies in the film market (Smits & Nikdel,
2019), as well as its curatorial business model and marketing rhetoric (Frey, 2021; F. Kaya,
2022). Additionally, several studies (Aboulaoula & Biltereyst, 2021; Evans & McDonald,
2013; Frey, 2021) have attempted to determine the reasons behind the preference for
MUBI among its audience and to profile the platform’s user base.

This study explains how MUBI (MUBI, 2023), a platform for new cinephiles, has formed
its screening, distribution and production policies. It also focuses on what the platform’s
interaction with stakeholders in the field of cinema means and how it has become a
cinephile cultural space.

Thinking Digital Streaming Platforms with Pierre Bourdieu’s Sociology

Pierre Bourdieu’s sociology is based on the following concepts: relational thinking,
understanding different approaches together, and seeing the social universe as a field
of struggle (Wacquant, 2016, pp. 57-58). Bourdieu prefers to consider these two ideas
together by eliminating the duality of structure and agent. He accomplishes this in two
stages: first, the external and given structures that shape an individual’s behavior are
emphasized (Bourdieu vd., 2014, pp. 17-24). Then, schemes of taste and perception,
which are internal characteristics that shape the actions and interactions of individuals,
are defined.

The fundamental concepts in Bourdieu’s sociology are habitus, capital, and field (Bourdieu
vd., 2014, p. 24). According to Bourdieu, habitus is the “system of predispositions” that
shape individuals (Bourdieu, 2006, p. 9). Agents with similar cultural and economic
capital tend to have a typical habitus in comparable living conditions (Jourdain & Naulin,
2016, p. 43). The significance of habitus lies in its role in creating differentiation in taste.
The habitus in which individuals are situated influences their taste and practices, which
are displayed based on the quality of their habitus (Tatlican & Cegin, 2016, p. 324).

Another key concept of Bourdieu’s sociology is capital. According to Bourdieu (2006, p.
27), access to different types of capital in the social sphere involves a struggle. Bourdieu
(2010, pp. 45-47) identifies three general types of capital: “economic capital, cultural
capital, and social capital.” The first type of capital is economic capital, which can be
immediately monetized and takes the form of property rights. The second type of capital
is cultural capital, which can only be transformed into economic capital under certain
circumstances and is expressed in terms of educational qualifications. The last type of
capital is social capital, which consists of social networks, where “connections” are a
practical element and correspond to the reputational status of individuals. Social capital
can be converted into economic capital under certain conditions. On the other hand,
symbolic capital is the form the other three types of capital “assumes when perceived
through categories of perception” (Bourdieu vd. 2014, p. 108). Symbolic capital
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represents how a particular form of capital is viewed by agents equipped to recognize its
specific characteristics (Bourdieu, 2006, p. 111).

The concept of space is another crucial element for Bourdieu in interpreting agents’
actions in the social realm. As a spatial metaphor, the field serves as the site where
commodities, knowledge, and social positions are produced and exchanged, and actors
struggle to acquire various forms of capital (Swartz, 2015, p. 167). While habitus shapes
the actions of social actors from within, the field establishes the boundaries of this
action from the outside (Wacquant, 2016, pp. 63-65). According to Bourdieu, the social
universe comprises numerous fields, each possessing distinct characteristics. Each field
experiences constant “conflict and struggle” with different variables while functioning
with its specific types of capital and hierarchical structures (A. Kaya, 2016, p. 418).
Furthermore, the field is crucial for uncovering the system of various predispositions
towards which the agents within it are oriented by their habitus (Bourdieu vd., 2014, p.
91).

Wacquant (2016, p. 63) refers to spaces as power structures that impose rules, struggles,
and autonomous spaces with their own set of rules. The fact that fields have their own
rules requires those who want to enter the field to accept them. According to Bourdieu,
spaces hold different values in the eyes of those who seek to enter them, and this value
is often perceived as an illusion (Bourdieu vd., 2014, p. 104). It can be argued that each
digital monitoring platform also contains various types of capital worth obtaining for
viewers. To access these forms of capital, users must possess the qualities demanded by
the field. In the case of digital monitoring platforms, this requirement sometimes involves
economic capital for membership. At the same time, at other times, it is influenced by the
quality of the content on the platform.

While Bourdieu explains the concept of the field in his sociology, he also focuses on on
how production takes place in art. He explains this by exemplifying the production in
literature through two different sub-field structures. Among these sub-fields, the limited
production field includes what the agents do to present their productions for critical
appreciation by other agents, not for economic expectations, but for symbolic capital
such as recognition, appreciation, and gaining a position in the field. On the other hand,
large-scale production includes those that operate with economic expectations, and the
agents produce their products for consumers (Bourdieu, 2004, p. 115).

Before examining MUBI, one of the digital streaming platforms that particularly appeal to
cinephiles, it is necessary to underline a few points about the aforementioned economic
and symbolic capital. Firstly, we will analyze the characteristics of digital streaming
platforms. Then, we will discuss the emergence of classic and new cinephiles in light of
technological developments. Finally, we will examine MUBI’s broadcasting journey and
explore its economic and symbolic capital.

The Field of Digital Streaming Platforms and Cinephilia Culture

Internet-based digital streaming platforms, Video on Demand (VoD), enable viewers to
consume content anytime and anywhere. These platforms, called Over-the-Top (OTT)
video services, vary in content creation and revenue generation. In addition to these
models, the Premium Video on Demand (PVoD) option has also gained prominence.
Particularly during the COVID-19 pandemic, when cinemas were either closed or
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operating with audience restrictions, film production, and distribution companies offered
the initial screenings of new films on digital platforms (Tezcan, 2021).

Platforms such as Netflix, BluTv, and MUBI function as stand-alone video-on-demand
(VoD) services. These services are referred to as platforms that can be subscribed to by
paying a fee without any additional requirements (Tezcan, 2021). In his study, Hagener
(2016) discusses how watching films and cinephile culture have transformed due to
the proliferation of digital streaming platforms. The widespread utilization of internet-
based platforms represents a technological advancement in one aspect and a shift in the
viewer’s experience in another.

Hagener (2016, p. 186) analyzes the sources of online film viewing on digital platforms
using three main models: free platforms, paid subscription platforms/video-on-demand
(VoD) sources, and illegal platforms. The platforms in the first free model primarily consist
of user-generated content, including YouTube, Vimeo, and Dailymotion. The options in
the second model are based on subscription fees and provide exclusive, professionally
produced material. Platforms like Netflix, MUBI, and Amazon Prime are included in this
group. The options in the third model are free but operate illegally.

Technological advancements and the widespread adoption of the Internet have given rise
to new platforms and viewing experiences. These changes in viewing experiences have
also raised questions about the relationship between the audience and the film. Since the
inception of cinema, there has been a fascination with examining the connection formed
with films. The origins of classical cinephile debates can be traced back to discussions
about the work of avant-garde artists and examples of art cinema. At the center of
these debates was the magazine Cahiers du cinéma. This environment revealed the
academic value of studying cinephilia. However, in the subsequent period, the culture of
cinephilia was ignored by the emerging discipline of film studies (Elsaesser, 2005). This
process, particularly the new environment that accompanied the events of 1968 and the
counterculture era, marked a turning point for cinephilia culture. Under the pressure of
new political priorities, film theory rejected the perceived structure of cinephilia in favor
of stricter scientific methods, and the study of cinephilia was disrupted (Andrew, 2000).

The changes and diversification of viewing practices in the digital era have stimulated the
study of cinephilia culture. These forms of thinking and writing about film encompass
communities of cinephiles with varying levels of expertise, whether amateurs or experts.
Film access has increasingly shifted towards television and, more importantly, home video.
The introduction of the first VCR machines in 1975 radically transformed the habits and
rituals of cinephiles. As noted by Barbara Klinger, the conditions that facilitated cinephile
culture would now be “repositioned and rearticulated in complex interactions between
media industries, commodity culture, and the private sphere” (2006, p. 55).

Susan Sontag characterizes these developments as a series of negativities and refers to
them as the death of cinephilia. According to her, “If cinephilia is dead, films are dead
(...)- If cinema can be resurrected, it will only be through the birth of a new kind of love
for cinema” (1996). There are also concerns that the spread of new viewing forms will
destroy the authenticity and aura of the cinema screen (Quandt, 2009, pp. 297-298).

At the opposite end of the negative impact of new communication technology on the
cinephile are those who take a positive approach to new possibilities. While classical
cinephile advocates argue for artistic elitism (Jullier & Leveratto, 2012; Ng, 2009), those
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with a positive approach to technology argue for the democratization of cinephilia
(de Valck & Hagener, 2005, p. 13). The proliferation of new technologies impacts the
cinephile’s experience regarding film access and community building. Increased access to
films is among the characteristics of the contemporary cinephile (Jullier & Leveratto, 2012,
p. 149; Ng, 2009, p. 150). Digital platforms have revealed that the cinephile experience
can occur in places other than cinema halls, so it is possible to reconceptualize cinephilia.
Cinephile culture has differentiated from the classical cinephile culture with new
media opportunities (de Valck, 2010, p. 138; Jullier & Leveratto, 2012, p. 153). Another
change in cinephilia with new communication technologies has been the emergence of
a heterogeneous perception of cinephilia by abandoning its homogeneous conception
(Jullier & Leveratto, 2012, p. 147; Ng, 2009, p. 150).

Marijke de Valck also argues in her study that the proliferation of new communication
technologies has positively impacted cinephilia (2010). The emergence of digital film
cultures has witnessed the revival of cinephilia on a truly global scale. In the twentieth
century, concepts such as “new cinephilia” (Shambu, 2020), “cinephilia 2.0,” or “digital
cinephilia” (Jullier & Leveratto, 2012) have been coined.

According to Shambu (2020), who argues that new communication technologies,
especially the Internet, have enriched cinephilia culture and created new cinephilia, the
advantages of the Internet are as follows: Firstly, the interpersonal practices of bloggers
are the most prominent writing style through which twenty-first-century cinephilia
can become legible. Secondly, Shambu emphasizes that the Internet has reversed the
relationship between a diminishing number of active writers and many passive readers
that defined the classical age of cinephilia (2020, p. 20). Thanks to the Internet, new
cinephilia has moved away from elitist approaches and created a more democratic and
multifaceted dialogue through the increasing use of social networking platforms (2020, p.
4). Blogging and sharing film-related images have created a treasure trove of online micro-
criticism that organizes film-related thoughts into heterogeneous forms of Exchange
(2020, pp. 21-29). Jullier and Leveratto (2012), in their article “Cinephilia in the Digital
Age,” define “cinephilia 2.0” as the diversification of film streaming platforms, increased
access to cinematic information, the proliferation of cinephile activity spaces, changes in
cinephile interactions, and the transformation of archiving thanks to new media.

The new cinephilia’s authenticity, subjectivity, and marginality have transformed
masculine predispositions and hierarchical levels. On the other hand, classical cinephilia,
while based on auteurism, rejects the position of male-essentialist auteurs (Shambu,
2020, pp. 32-34). Jenna Ng (2009, p. 150) states that “these developments broaden
cinephiles’ film horizons, providing unprecedented access to foreign works and offering
enhanced cinephilia worlds for new generations.” According to Campbell (2009, p. 15),
the main struggle of today’s cinephiles is against commercialization. Campbell adds that
the cinephile’s struggle is not for culture and taste but to defend autonomy and the right
to use technologies without commercial or institutional constraints.

With the decline of big-screen cinemas, the rise of small theaters, and the spread of
digitalization, film festivals have become the last refuge for cinephiles. Film festivals “offer
a seductive return to the classic cinephile with the promise of a unique, unrepeatable
experience, providing a rare opportunity to see films on the big screen before they
vanish or only reappear on DVD” (Czach, 2010). Due to the decline of other screening
opportunities and venues, the film festival’s big screen has emerged as a privileged
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venue for art cinema cinephilia. Both North American festivals (Sundance, TIFF) and
European festivals (Cannes et al.) have consistently emphasized their cinephile image by
showcasing challenging films (Czach, 2010, pp. 139-140). As film festivals expanded their
activities during this period, the ideas generated by films multiplied and led to collective
viewing networks where cinephile culture thrived (Arenas, 2012, p. 20). Film festivals are
crucial sanctuaries for cinephiles, occupying a space on the boundary between traditional
forms of viewing. They serve as a threshold between the era when the only access to films
was in cinema halls and the digital film streaming platforms (Elsaesser, 2005, p. 40). Film
festivals are becoming a staple for contemporary cinema-goers (Hagener & de Valck,
2008, p. 25).

Casetti and Fanchi distinguish between cinephilia and telephilia. Cinephilia and telephilia
were born in different historical circumstances. Cinephilia is the name of a project
articulated in the 1960s to restore cinema as a work of art. The distinguishing aspect of
cinephilia is the “rarity and originality of the work, as well as exclusion from commercial
circuits for mass consumption.” On the other hand, telephilia refers to a set of attitudes
that demonstrate a deep identification or relationship with the medium of television or a
longing for it. It pertains to the new viewing experience that emerged in the second half
of the 1980s with the proliferation of recording and reproduction Technologies (Casetti &
Fanchi, 2004, pp. 38-41).

Another field of study in the literature on cinephilia and cinephile culture is the distinction
between film consumption and taste. Studies have been conducted on cinema and film
consumption using Bourdieu’s concepts of taste and field. These studies have generally
focused on how film consumption takes place, how cinema is a field, and how the taste
for the film is shaped (Cagle, 2016; Culloty, 2016; Fowler, 2016). In the literature on
cinema studies, some distinctions are also made between film fans and cinephiles. Pierre
Bourdieu’s idea of “distinction through taste” (2021) comes to mind when considering
the differentiation between film fans and cinephiles based on their viewing preferences.
Chinita (2016, p. 29) explores the distinction between film fans and cinephiles by
differentiating between high and low cultures.

MUBI’s Broadcasting Adventure

Founded by Efe Cakarel, a Turkish entrepreneur, in 2007 under the name The Auteurs
and later renamed MUB]J, it can be said that the platform has gained a significant position
in the global arena (Smits & Nikdel, 2019, p. 24). The MUBI platform characterizes itself
as innovative and pioneering. The platform also defines its mission as “promoting art
films and increasing the diversity of online film culture” (BBC News, 2020).

Frey (2021) analyzes MUBI’s broadcasting adventure by dividing it into three periods. In
the first period (2007-2012), MUBI aimed to promote “a singular cinephile understanding
and an auteurist vision, supporting the art of film and ensuring that films reach audiences.”
Financial concerns were of secondary importance for the company during this period
(Frey, 2021, p. 54). Since its early years, MUBI has maintained close relations with various
components of the cinema industry, such as festivals, distributors, and producers. It has
also identified its target audience as followers of arthouse cinema (Frey, 2021, p. 57). Each
digital streaming platform has its film screening policy. For instance, platforms like Netflix
and Amazon predominantly offer popular and mainstream films in their portfolios, while
MUBI focuses on the arthouse film genre (McDonald & Smith-Rowsey, 2016). According
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to Cakarel (BBC News, 2020), MUBI “set out to show independent, classic, and arthouse
films.”

Initssecond term (2012-2020), MUBIimplemented several innovations in its broadcasting
policy. The platform transitioned from a pay-per-view, partially ad-supported model to
a completely ad-free service. Furthermore, MUBI adopted a broadcasting approach that
involved screening 30 films per month. Throughout this period, the company enhanced
its broadcasting policies and expanded its involvement in various aspects of the film
value chain, such as finance, production, and DVD distribution (Frey, 2021, p. 69). In
2019, MUBI made production attempts with the film Port Authority, followed by Farewell
Amor in 2020.

In its third period (after 2020), MUBI experienced a positive development in terms of the
number of subscribers and viewership rates, despite the lockdown during the Covid-19
pandemic. In this period, the company continued the “film of the day” feature and
introduced the opportunity to discover hundreds of other films that viewers could access
on the site (Frey, 2021, pp. 71-72). Additionally, the company acquired a majority stake in
The Match Factory to develop further its role in production, which it had initiated earlier
(Yossman, 2022).

Another essential feature of MUBI in its broadcasting adventure is how the films are
selected. At MUB], films are selected through a curation process. Conceptually, curation
means “selecting and sorting, combining or separating, collecting, filtering or prioritizing”
(Bhaskar, 2016). However, this does not mean that MUBI conducts a completely data-free
process. The company uses country-specific information to determine which types of
films are the most popular in the 200 regions where it is available. Algorithmic selection
is sometimes used in this respect. However, the final programming for each country is
determined by a team of around 50 people (Cakarel, 2015). MUBI’s unique position on
the digital streaming platform arises from the diverse film viewing preferences it offers to
the audience. In contrast to Netflix’s “watch everything you can” model, MUBI offers only
one new film per day and aims to make each day’s film feel like a festival-like premiere
(Thomas, 2017).

MUBI was closely involved in film festivals as well. Company officials were present at
prestigious events like Cannes and Toronto. MUBI distributed the films showcased
at these festivals, thus reinforcing its feature as an art film platform. The MUBI brand
is now more focused explicitly on art film content, targeting a particular audience and
industry segment (Frey, 2021, p. 56). Another service offered by MUBI to its subscribers
is The Notebook magazine. Through this publication, subscribers can learn about films
and festivals, and read articles on various films. The platform was developed to inform
cinephiles about the latest “quality” auteur films. Additionally, MUBI has created an
online blog to provide information about films screened at international festivals (Smits
& Nikdel, 2019, pp. 26-27). This approach of engaging with audiences through social
networking on digital platforms has introduced a new interaction between cinephiles and
new media/web culture. According to Hessler (2018), MUBI Social embodies the ultimate
symbol of what Menarini and Tralli describe as the convergence of cinephile culture and
social media.
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MUBI’s Economic and Symbolic Capital

In addition to algorithmic recommendation systems, which have emerged as a type of
video-on-demand (VoD) platform due to technological innovations, new platforms like
Jaman, MUBI, BFI Player, and FilmStruck have gained widespread popularity. These
platforms are often referred to as niche platforms. They have their business paradigms,
marketing rhetoric, philosophies of taste, choice architecture, and audience engagement
(Frey, 2021, p. 1; Hessler, 2018, p. 5). As Lobato (2019, p. 64) points out, they specifically
target cinephiles and operate globally by catering to small audiences in multiple countries
as long as the license conditions permit.

The first issue to be considered when analyzing the economic and symbolic capital of
MUBI is the change made by the company officials to the company’s name. According to
Hessler (2018), the company’s initial name, The Auteurs, implied a classical auteurist
and elitist approach, while MUBI is neutral and appeals to all kinds of content and
audiences. Cakarel (2021) also explains that they chose the name MUBI to avoid any
exclusionary meaning and to appeal to a broad audience. This explanation indicates that
MUBTI’s initial broadcasting policy aligned with classical cinephilia, and the platform’s
name was determined accordingly. The name MUBI emphasizes diversity and the new
cinephile culture by moving away from an auteurist and elitist understanding. It can also
be stated that the company effectively utilizes its name in establishing symbolic capital.
The company officials’ statement announcing the company’s vision on the website
emphasizes the target audience they have identified: “MUBI is not only about discovering
great new cinema or classic masterpieces. It is also about discussing and sharing these
discoveries, which makes us like a little café... where we get together and think about
alternative endings, directors’ fictions...” (MUBI, 2023).

MUBTI’s initial focus in building its economic capital is determining the films to be
screened. In this regard, the company adopts a curatorial approach. According to Hessler
(2018, p. 5), MUBI’s decision to incorporate curation into its marketing strategy is based
on three primary expectations of the digital film exhibition and distribution network.
These expectations include showcasing new films to align with the demand for constant
innovation, acknowledging the dominance of producers and distributors, and the
necessity to promote original productions. Initially, due to its limited economic capital,
MUBI acquired the right to screen only select films that garnered significant attention,
meeting the audience’s expectation of continuous innovation. Implementing the “one
film a day” policy exemplifies this innovative approach by acquiring the right to screen a
limited number of films.

MUBI symbolically reinforces its presence in this field by participating in film festivals,
thus maintaining its importance for its target audience. In line with the significance of
festivals for new cinephiles (Czach, 2010), MUBI actively follows the leading festivals,
resulting in increased economic and symbolic visibility. Furthermore, MUBI has
collaborated with reputable institutions associated with arthouse cinema and festival
culture in Tiirkiye, such as the Istanbul Film Festival, Filmekimi, and Atlas 1948 Theatre
(Gazete Duvar, 2021). Through these partnerships, MUBI positions itself as a cultural
trendsetter in Turkiye’s digital cluster, effectively augmenting its symbolic capital in
digital screening. Additionally, MUBI defines itself as “not an elite cinema, but cinema for
everyone” (Cakarel, 2021) while continuing to cater to cinephiles through its screening,
distribution, and production efforts. This platform policy aligns with the pluralistic and
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democratic understanding of cinema expressed in the new cinephile debates (Jullier &
Leveratto, 2012; Shambu, 2020).

Another issue that needs to be considered when analyzing the economic capital of MUBI
is the approach of economic sub-fields. When approaching any company or organization
within an economic field, it is necessary to consider that company in conjunction with
the economic sub-fields in which it operates and the national/global economic structure
(Goker, 2014, p. 298). According to Cakarel, the platform’s share in the digital audience is
as follows:

The companies operating in this field are those whose primary business activities differ. For
instance, Netflix has been primarily engaged in DVD distribution for many years. Conversely,
Amazon is involved in entirely different ventures. Unlike these companies, MUBI’s core
business is centered around films. We entered this industry independently and built it from the
ground up. Since 2020, MUBI has experienced approximately threefold growth. Currently, five
hundred million people worldwide are subscribed to digital platforms. By 2025, this number is
projected to reach 1.2 billion. As MUBI, we have identified fifteen percent of this figure as our
target audience (BBC News, 2020).

Companies like Netflix and Amazon, which operate on digital platforms, broadcast their
content with substantial budgets and revenue from various sources. However, MUBI
stands out as a company whose primary capital lies in film exhibitions. Cem Altinsaray,
director of MUBI Tiirkiye, describes this situation as follows:

We are not a big, rich company, but an independent platform showcasing independent films.
We need more than millions of dollars in marketing capital. We are progressing with very small
steps. The pandemic has had a positive impact on this process. During the pandemic, while
people were confined to their homes, content became increasingly important across platforms.
The content on these platforms often shared similarities. MUBI began distinguishing itself by
featuring lesser-known directors and films (iKSV, 2022).

One concept that must be considered when analyzing a company’s economic and
symbolic capital is metal capital. In particular, it is easier for a company to thrive in the
field with the economic capital of the state and its power. In this sense, an agent acting
in the field without a meta-capital can only act autonomously if it possesses its meta-
capital (Couldry, 2014, p. 667). MUBI operates in the realm of digital spectacle with its
autonomous capital. Thus, as Couldry emphasizes, media can possess meta capital to
legitimize their representations and categories of meaning in social life (2014, p. 668).
MUBI’'s meta capital is expanding into other areas beyond its revenue from subscription
fees. These initiatives encompass digital screenings, film distribution, and producer roles.

Besides screening and distribution, MUBI also takes on the producer role. Altinsaray
(IKSV, 2022) discusses MUBI’s involvement as a producer, highlighting their production
attempts with the films ‘Port Authority’ in 2019 and ‘Farewell Amor’ in 2020.

Weare currently engaged in distribution and production, a process thatbegan with broadcasting
and has continued with curating. This process has naturally evolved due to the complexities
of obtaining permission to screen and distribute successful films. Consequently, to bring these
films to the audience, we have taken on the role of producers and partners right from the
start. A production department has been established in London where incoming projects are
evaluated. We participate in producing 15-20 percent of a film rather than the entire film.

Cakarel (BBC News, 2020) states that the production aspect of MUBI is necessary: “It
is not possible to watch the film Roma anywhere other than Netflix, so MUBI has to get
into the production business. MUBI should produce Alfonso Cuaron’s new film so we can
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show it here.” MUBI’s most recent production endeavor was “the acquisition of a majority
stake in The Match Factory, one of the leading companies in arthouse cinema” (Yossman,
2022). Thus, MUBI is involved in a venture that impacts its symbolic and economic
capital in the film industry. MUBI’s strategy aligns with that of the production company,
which primarily focuses on arthouse cinema, further emphasizing its target audience of
cinephiles. Studies profiling the MUBI audience (Aboulaoula & Biltereyst, 2021; Evans &
McDonald, 2013; Frey, 2021) have observed that the viewers are urban, upper-middle-
class, and well-educated cinephiles.

While analyzing the economic and symbolic capital of MUBI, it is important to consider
the platform’s mode of production in the cultural field. At this point, Bourdieu’s (2004)
conceptualization of limited and large-scale production spaces can be applied. The limited
sphere of production entails being open to experimentation and innovation, producing
products that cater to refined tastes, and possessing symbolic capital primarily in the form
of prestige and artistic fame. On the other hand, the large production area encompasses
popular cultural products, with the primary focus being on acquiring economic capital
(Johnson, 2023). It can be argued that Bourdieu’s notion of limited and large production
areas applies to popular films and independent cinema, serving as examples within the
realm of cinema. This distinction between Netflix and MUBI can also be observed in the
context of digital platforms.

In his study on the digital distribution of arthouse films, Herbert (2011) also mentions
platforms’ limited and large-scale production structures. He emphasizes that large-
scale production companies aim to dominate the market. In contrast, limited production
companies comply with competition laws but tend to develop criteria for evaluating
their products within the limited production area (Herbert, 2011, pp. 23-24). A
company that operates within the limited production area implements policies in line
with its understanding of the environment. In this regard, MUBI has chosen to enhance
its presence and visibility in the market by actively participating in film festivals and
expanding its distribution networks from there. Thus, the company aims to create value
through exclusivity in this field (Herbert, 2011, p. 14). It can be said that MUBI has
increased its capital in the digital platform field, particularly by developing its symbolic
capital.

Although this is a general view of the production areas of digital platforms, it would
not be correct to separate these boundaries with strict lines. It can be said that Netflix
aims to appeal to audiences outside its field by undertaking the production of Roma
(2018, Alfonso Cuar6n) and The Irishman (2019, Martin Scorsese). On the other hand,
it is observed that MUBI aims to enhance its economic and symbolic capital by acquiring
production companies. Additionally, the company’s interest in festivals contributes to its
economic capital through the screening and distribution of new films and the emergence
of new projects through its production role. Furthermore, it enhances its symbolic capital
by providing visibility in these areas.

The platform’s site structure and ancillary media texts, such as the Notebook magazine,
are also important when analyzing the economic and symbolic capital of MUBI. According
to Jonathan Gray (2010, p. 18), media ancillary texts reveal many of a media text’s less
noticeable and even conflicting meanings. Engaging with ancillary texts encourages new
ways of understanding or engaging with a text. For example, when analyzing the Notebook
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magazine, one of MUBI's media subtexts, it can be said that the new cinephile community
has been created for writing, reading, sharing, and interacting with films.

Gonclusion

The study investigates how the economic and symbolic capital of MUBI, which showcases
examples of arthouse and independent films and identifies the new cinephile as its target
audience, is formed. The study focuses on how the platform’s relationship with various
components of the cinema sector, such as festivals, and its policies in the cinema value
chain, impact its position in the digital monitoring field and its economic and symbolic
capital. Additionally, the study explores how these factors contribute to constructing the
new cinephile culture.

The impact of new communication technologies and the internet on cinema has led to the
proliferation of devices on which films are watched and the diversification of the viewing
experience. In this process, digital streaming platforms have also become widespread,
and platforms catering to different target audiences have started broadcasting, especially
following Netflix's success in the field. It can be said that MUBI, which targets arthouse
and independent films and supports the new cinephilia culture, has secured a place in
this industry. During the same period, discussions on cinephilia culture began to emerge.
With the influence of technological advancements on cinema, there has been a shift from
the classical cinephilia culture, which includes an auteurist and elitist understanding, to
the new cinephilia culture that embraces technology. Consequently, while analyzing the
economic and symbolic capital of MUBI, the characteristics of the new cinephile identified
as the platform’s target audience have also been taken into consideration.

The company, which has set a small area in the cinema sector as its target, has maintained
its relations with various sector components, including festivals, producers, and cinema
enthusiasts in the public eye. As a result, it has built its symbolic and economic capital.
In particular, the symbolic capital has been enhanced through factors such as the change
in the platform’s name, indicating a shift from traditional cinephile to the new cinephile,
gaining visibility by participating in festivals, and selecting films with the endorsement of
curators.

It can be said that the company, which showcases independent and arthouse films
outside of popular cinema, increases its symbolic capital by giving the impression that
it prioritizes artistic concerns rather than commercial priorities within the limited
production area, as expressed by Bourdieu (2004). This situation is seen as a space for
the new cinephile taste of the urban upper middle class and educated segment. It has
been observed that user comments about films in the company, on Defteri magazine and
website, function as media subtexts that reflect the characteristics of the new cinephile,
such as writing, reading, and discussing films. It has been concluded that this aspect also
contributes to the symbolic capital of the company.

In line with its target audience, MUBI aims to gain visibility in a broad range of areas
where cinephile culture exists, including distribution, production, festivals, and cinema
magazines. Consequently, it aims to acquire economic and symbolic capital by creating its
meta-capital. By entering the screening and distribution business, MUBI has recently been
actively involved in the film industry, engaging in magazine publishing and production.
The platform presents films at festivals and has gained visibility in all areas related to
cinema.
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It has been determined that MUBI has successfully carved out an entire space for itself in
the digital platform industry, catering to its target audience. To achieve this, MUBI initially
establishes its symbolic capital in this domain and leverages it to build its economic
capital. Furthermore, it has been observed that MUBI has strategically developed its
symbolic and economic capital by catering to the interests of the contemporary cinephile.
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Dijital Cagda Yeni SinefiI_AIanl Olarak MUBI’nin Ekonomik
ve Sembolik Sermayesi Uzerine Bir Aragtirma

Murat SAHIN (Res. Asst. PhD)

Genigletilmis Ozet

Yeni iletisim teknolojilerinin ve internetin yayginlagsmasi bircok alani etkilemis ve
beraberinde cesitl i yenilikler getirmistir. Bu yeniliklerin sinema tizerindeki etkilerinden
birisi film izlenilen aygitlarin ¢ogalmasi iken bir digeri ise izleme deneyiminin ¢esitlenmesi
olmustur. izleme deneyimi sinema salonlarindan cikarak farkli ortamlarda yasanmaya
baslanmistir. Internet tabanli olan ve Talep Uzerine Video (VoD /Video on Demand) olarak
ifade edilen dijital izleme platformlari, izleyicinin icerigi istedigi herhangi bir zaman ve
mekanda tiiketmesini ifade etmektedir.

Yeni iletisim teknolojilerinin yayginlasmasi izleme deneyiminin ¢egitlenmesini sagladigi
gibi kiiltlirel bir degisimi de beraberinde getirmistir. Film izlemeyi bir ritiiel olarak
goren ve bunun o6tesinde yasamini filmlerle kuran, filmler hakkinda konusan, yazan ve
topluluklar olusturan sinefiller de teknolojik gelismelerden etkilenmistir. Yeni sinefil
olarak kavramlastirilan bu sinema tutkunlar1 teknolojiyle etkilesimli bir konumda
bulunurlar.

Yeni iletisim teknolojilerinin yayginlasmasinin sinefil kiiltiri tizerinde olumlu ve olumsuz
sonuglar1 olduguna dair literatiirde tartismalar bulunmaktadir. Olumlu yaklasimda bu
yeniliklerin sinefiller i¢in sinema lizerine yeni tartisma ortamlarinin olusumuna katkida
bulundugu, filmlere kolaylikla erisimin miimkiin kilindig1 ve filmler iizerine elestiri
yazilarinin yazilmasina olanak tanidigi tizerinde durulmaktadir. Diger taraftan yeni
iletisim teknolojilerinin sinefili kiiltiiriine olumsuz etkisi oldugunu savunan ¢alismalarda
ise sinemanin otantikliginin kayboldugu ve sinemanin sonunun geldigi belirtilmektedir.

Dijital alanda o6zellikle Netflix'in etkinligi sonrasi farkli hedef Kkitlelerine yo6nelik
platformlar da yayina baslamislardir. Daha ¢ok arthouse film o6rneklerini gosteren ve
hedef kitlesi olarak “cok sayida film izleyen yeni filmler kesfeden, ayni zamanda tiim bu
kesifleri tartisan ve baskalariyla paylasan” ve bu 6zelligiyle “yeni sinefil” ya da “Sinefil
2.0” icin yayin yaptig1 anlasilan MUBI'nin sinefili kiiltiirii icin 6n plana ¢ikan bir platform
haline geldigi sdylenebilir. Bu ¢alismada kendini yeni sinefiller i¢in yayin yapan bir
platform olarak gordiigii anlasilan MUBI'nin gosterim, dagitim ve yapim politikalarinin
nasil olustugu, platformun sinema alanindaki paydaslarla etkilesiminin ne anlama geldigi
ve sinefili kiiltiird i¢cin nasil bir alan halini aldig1 tizerinde durulmustur. Ozetle calismada
MUBI'nin ekonomik ve sembolik sermayesini nasil kurdugu Pierre Bourdieu'nun alan
yaklasimiyla agiklanmaya ¢alisilmistir. Calismada genis bir litaretiir taramasiyla elde
edilen bilgiler platformun o6zellikleri dogrultusunda betimsel analiz yontemiyle analiz
edilmistir.

Dijital izleme platformlarindan biri olan ve o6zellikle sinefiller i¢in icerik bulunduran
MUBI'nin ekonomik ve sembolik sermaye baglaminda analizi yapilmadan 6nce asagida
birkag hususa deginilmistir. Ilk olarak dijital izleme platformlarinin ve 6zelliklerinin neler
olduguna yer verilmistir. Daha sonra klasik sinefil ve teknolojik gelismelerle ortaya ¢cikan
yeni sinefil kavramlari ele alinmistir. Son olarak ise MUBI’'nin yayin sertiveni ve ekonomik
ve sembolik sermaye analizi yapilmistir.
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Calismada, arthouse ve bagimsiz filmlerden drnekler sergileyen ve yeni sinefilleri hedef
kitlesi olarak belirleyen MUBDnin ekonomik ve sembolik sermayesinin nasil olustugu
arastirllmaktadir. Calisma, platformun festivaller gibi sinema sektoriniin cesitli
bilesenleriyle kurdugu iliskinin ve sinema deger zincirindeki politikalarinin, dijital
izleme alanindaki konumunu ve ekonomik ve sembolik sermayesini nasil etkiledigine
odaklanmaktadir. Ayrica bu faktorlerin yeni sinefil kiltiirtiniin insasina nasil katkida
bulundugu ortaya c¢ikarilmaya calisilmaktadir.

Yeni iletisim teknolojileri ve internetin sinema tlizerindeki etkisi, filmlerin izlendigi
cihazlarin ¢ogalmasina ve izleme deneyiminin cesitlenmesine yol acmistir. Bu slirecte
dijital yayin platformlar1 da yayginlasmis, 6zellikle Netflix'in bu alandaki basarisinin
ardindan farkli hedef kitlelere hitap eden platformlar yayin hayatina baglamistir.
Arthouse ve bagimsiz filmleri hedefleyen ve yeni sinefili kiiltiiriinii destekleyen MUBI'nin
de bu sektorde kendine yer edindigi sdylenebilir. Ayn1 donemde sinefili kiiltiirti tizerine
tartismalar da ortaya ¢ikmaya basladi. Teknolojik gelismelerin sinemay: etkilemesiyle
birlikte auteurist ve elitist bir anlayis iceren klasik sinefili kiiltiirtinden teknolojiyi
kucaklayan yeni sinefili kiiltiirtine dogru bir kayma yasanmistir. Dolayisiyla MUBI'nin
ekonomik ve sembolik sermayesi analiz edilirken, platformun hedef kitlesi olarak
belirlenen yeni sinefilin 6zellikleri de g6z 6niinde bulundurulmustur.

Sinema sektoriinde Kkiiciik bir alan1 hedef olarak belirleyen sirket, festivaller, yapimcilar
ve kamuoyundaki sinemaseverler de dahil olmak tizere gesitli sektor bilesenleriyle
iliskilerini stirdiirmiistiir. Bunun sonucunda da sembolik ve ekonomik sermayesini insa
etmistir. Ozellikle sembolik sermaye, geleneksel sinefilden yeni sinefile gecisi ifade eden
platformun isim degisikligi, festivallere katilarak goruntrlik kazanmasi ve kiratorlerin
onay1yla film secmesi gibi faktorlerle giiclendirilmistir.

Popiiler sinemanin disinda bagimsiz ve arthouse filmleri gosteren sirketin, Bourdieu’niin
(2004) ifade ettigi gibi sinirl tiretim alani igerisinde ticari 6nceliklerden ziyade sanatsal
kaygilar1 onceledigi izlenimi vererek sembolik sermayesini artirdigr sodylenebilir. Bu
durum Kkentli iist orta sinif ve egitimli kesimin yeni sinefil begenisi i¢in bir alan olarak
goriilmektedir. Sirkette, Notebook dergisinde ve web sitesinde filmler hakkinda yapilan
kullanic1 yorumlarinin, yeni sinefilin yazma, okuma ve filmleri tartisma gibi 6zelliklerini
yansitan medya alt metinleri olarak islev gorduigii gozlemlenmistir. Bu yoniiyle de sirketin
sembolik sermayesine katkida bulundugu sonucuna varilmistir.

MUBI, hedefkitlesi dogrultusunda dagitim, yapim, festivaller ve sinema dergileri gibi sinefil
kilturintn var oldugu genis bir alanda gorunurlik kazanmay1 amacglamaktadir. Boylelikle
meta-sermayesini olusturarak ekonomik ve sembolik sermaye edinmeyi hedeflemektedir.
MUBI, gosterim ve dagitim isine girerek son zamanlarda film endistrisinde aktif olarak
yer almakta, dergi yayinciligi ve yapimciligr yapmaktadir. Platform, festivallerde filmler
sunmakta ve sinemayla ilgili her alanda gortntrlik kazanmaktadir.

Anahtar Kelimeler: Sinefil, Alan, Ekonomik Sermaye, Sembolik Sermaye, Dijital Platform,
MUBI.
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