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In the 50th International Antalya Golden 
Orange Film Festival accompanying the 
exhibition of Manaki Brothers’ photog-

raphs was a special screening compiled 
from the restored copies of their films. 
At this event and by the panel on Ma-
naki Brothers, the importance of their 
films for the Balkan geography and for 
our country’s history of cinema became 
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apparent. We interviewed the director of 
Macedonian Cinematheque, Igor Starde-
lov, with Burçak Evren. This interview re-
minds us the importance of the sense of 
aesthetics of the directors as much as the 
importance of their films for our history.

Burçak Evren: Based on the historical 
facts and the situation that Macedonia 
was in those days, we define Manaki 
Brothers as Ottoman moviemakers. 
What do you think of this definition?

What nationality they were is not impor-
tant, what is important is the quality of 
their work. They shot their films with pro-
fessional 35mm film camera. Their works 
belong to the Balkan culture. Of course 
they were Ottoman citizens at that time. 
They were born and lived in some place 
which is today in Greece and then they 
moved to the Monastery region (Bitola, 
today) in 1905. They lived there until 
Milton died in 1964. In 1955, Milton Ma-
naki gave all of their archives, documents, 
photographes, and film footages to the 
Republic of Macedonia.

B.E.: Those films they shot were prob-
ably shot in Ottoman territories. 
What can you say to verify or disprove 
this opinion?

It is correct that they were Ottoman ci-
tizens. It is a fact that there were a lot 
of different nationalities living together 
at that period. But, what is the point of 
this fact?

B.E: We don’t make this statement for 
national reasons; we just want to state 
a historical fact. We think a mistake 
was made when the beginning of Turk-
ish Cinema was marked with Bitola 
visit of Sultan Reshad, while it should 
have been based on the date Manakis’ 
start filming. What do you think about 
that?

I can conclude that the beginning of Tur-
kish cinema is 1905 or 1907, not 1911. If 
you count Manaki Brothers as Turkish or 
Ottoman citizens then you cannot count 
the visit of Sultan as the beginning. At 
the beginning of the 20th century, there 
were 7 or 8 titles by a cinematographer 
whose region is Macedonia. This cinema-
tographer was Charles Rider Noble. He 
came to this region, which is Macedonia 
today, after the Armenian uprising and 
shot 8 titles. We did not count these 
films as the beginning of the Macedonian 
cinema. So Manaki Brothers were the first 
cinematographers at the Balkans. They 
were born and lived here.

B.E: We can’t call Noble as a Balkan 
director. He was not born in Macedo-
nia, and he hasn’t work there a long 

I can conclude that the beginning of 
Turkish cinema is 1905 or 1907, not 
1911. If you count them as Turkish or 
Ottoman citizens then you cannot count 
the visit of Sultan.
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time. Is it right to define him as the 
first Balkan director?

No, he came from England.

B.E: Did Manaki Brothers take sup-
port from Ottoman Empire in Monas-
tery for the films they shot between 
1905 and 1911? Do you have any 
kind of document for this?

I am not aware of any written document. 
There are a few stories but they are just 
stories. Yanaki, older brother bought the 
camera and film print in London and Pa-
ris. They developed their films by them-
selves. I cannot imagine what kind of sup-
port they could get from Ottoman autho-
rities except for the permission to wander 
freely through the Ottoman Empire to 
take photos and make movies. Bitola visit 
of Sultan Reshad was cinematographed 
by another guy, not just Manaki Brothers. 
He was Serbian who came with Serbian 
delegation and shot many cities of Ma-
cedonia. I saw the shots of him in Austria 
and even in one shot Yanaki Manaki got 
in the frame.

B.E: Were there any news about the 
screenings of their films on the visit of 
Sultan Reshad in the newspapers of 
that time?

Yes, there was a piece of information in 
a newspaper in 1911 that the film about 
the visit of Sultan Reshad was shown in 
Scopia. But in that newspaper, there was 
no information about the cinematograp-
her. So maybe it was the film of Manaki 
Brothers or maybe of that Serbian guy.

Barış Saydam: You said that the 
brothers bought the equipment from 
London and Paris. To make a film of 
Sultan is an action that requires his 
permission. Do you think that there 
could be such permission among these 
documents?

Yes, there are many official documents 
with stamps. It is also interesting for me 
in a lot of shots of the film, the camera 
was so close to the Sultan. Since there 
were no objectives, no zoom, they must 
have been very close to him.

B.S: Since their films are of high qual-
ity in sense of aesthetics what do you 
think was the inspiration of Manaki 
Brothers’ cinema?

Older brother Yanaki was well-educated 
for that period. He finished high school 
and he taught painting and calligraphy. 
Also he started as a photographer. He 
knew aesthetic signification because of 
his education and his experience as a 

They knew everything about the visit 
of Sultan; the exact days, the schedule, 
the places he would go. In my opinion, 
they were prepared and they decided 
to put the camera on the right location. 
Moreover, they had known the exact 
meter of film in the camera would be 
spent.
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photographer. When you look at their 
photographs you will see that there are 
factographic portrayals and also that a 
few of them are very beautiful, aesthe-
tically. They did not just shoot photog-
raphs, they made art in these photos.

B.S: Photography is an immobile art, 
taking a photo of a moment. But their 
films also captured the motion well. 
The motion is a very important aspect 
in silent motion pictures. Especially 
during the visit, when Sultan was in 
the train, they shot within the train. 
In literature, this is called “vision-
ary shooting”. In England, George A. 
Smith achieved this in the late of 19th 
century (A Kiss in the Tunnel, 1899). 
It is quite interesting that Manakis 
were also capable to do that shooting. 
It means a very strongful perception.

From one side, they were self-educated. I 
do not think that they watched so many 
films before starting to filming. They 
did not have any experience. They knew 
everything about the visit of Sultan; the 
exact days, the schedule, the places he 
would go. In my opinion, they were pre-
pared and they decided to put the came-
ra on the right location. Moreover, they 
had known the exact meter of film in the 
camera would be spent. They had not 
planned just the time and locations, they 
had also planned the amount of film they 
would used. They knew when and where 
they had to change the cassette.

B.S: Manakis had realized at the be-
ginning of the cinema that the editing 
would have to be made during the 
shooting.

This is also the result of this planning. 
The way of shooting, when the camera 
will start, stop, everything is a part of 
planning. They could not intervene the 
trip of the Sultan. In another case, where 
brothers prepared the shooting for a ro-
yal wedding, in one moment one guy in 
the wedding gave a signal for shooting.


