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Abstract 

         Film, as a multifaceted medium, serves not only as a vehicle for 

storytelling but also as a significant platform for philosophical inquiry, 

bridging the gap between abstract concepts and visual representation. 

Through cinematic techniques, filmmakers can evoke profound questions 

regarding existence, morality, and the human condition, inviting audiences to 

engage in reflective thought. This relationship is evident in how films often 

incorporate themes that challenge viewers to confront their assumptions about 

reality and identity. 

In the context of human cognition's receptiveness to a multi-sensory 

environment, cinema emerged as a significant aesthetic revolution within the 

domain of moving images and the broader art world. Its universal appeal and 

extensive reach prompted thinkers such as Walter Benjamin to assert that 

cinema represented the sole art form destined to thrive in the future. Similarly, 

Eisenstein embraced this viewpoint, regarding cinema as the most suitable art 

form for a post-industrial society. This perspective was subsequently 

elaborated upon by other intellectuals, who recognized cinema as a vital area 

of study and a significant concept.  

This study seeks to explore the initial connections between philosophy and 

cinema, subsequently examining the hypotheses that film can contemplate. 

Do all literary forms engage with thought in a uniform manner? Is it possible 

for philosophy to alter our perception of film as an artistic or media entity? 

Conversely, can cinema provide us with alternative perspectives on 

understanding philosophy? Additionally, this inquiry raises several other 
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questions that could serve as a foundation for future researchers to investigate 

within a field that has not yet received extensive attention  in the Middle 

Eastern sphere in particular. 

Keywords: Philosophy, Cinema, Image, Pictorial thinking 

 

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 



~ Wisdom Journal For Studies And Research volume 05 Issue 05 /30-09-2025 

ISSN print/ 2769-1926    ISSN online/ 2769-1934 

139 

 

 
 فضاء مجهول  نطاقطبيعة الفكر ما بين الفلسفة والسينما: است

 ا.م.د.دلشاد مصطفى رحيم
 كلية الفنون الجميلة ،جامعة السليمانية ، العراق

dilshad.razawa@univsul.edu.iq 

 :  الملخص  

وبما أن صراعات السينما تشبه إلى حد ما صراعات الفلسفة، فمن الشائع أن يقال إن التفكير 
الخامس قبل الميلاد. إن الفلسفة الأفلاطونية تعتمد في الأساس على  حول السينما بدأ مع أفلاطون في القرن  

التمييز بين الحقيقي والزائف، الثابت والمتغير، المدرك والمحسوس، ومن السهل أن نقول إن هذه هي بداية 
طون،  التفكير في فن يتعامل مع الواقع على نحو مماثل. عندما تتم مقارنة السينما بمشهد الكهف الخيالي لأفلا

 فإننا نفهم كيف تتعامل الفلسفة الكلاسيكية، أو تلك التي تعتمد على وجهة نظر أفلاطون، مع السينما. 

ومن البديهی أن نرى أنه منذ نشأتها، كانت السينما، باعتبارها فناً جديدًا ومثيراً للاهتمام، موضوعًا للكثير 
من الجدل و النقاش والأبحاث في مجالات أخرى خارجها. وبطبيعة الحال، فإن هذا الاهتمام يأتي من طبيعتها 

الفيلم ليس قديماً جداً، وبالتالي فإن الفلسفة التي هي مجال غير مستقر ومتغير باستمرار. إن تاريخ نشأة  
الكلاسيكية لا تتعامل معه بشكل مباشر، والمقارنات اللاحقة مع كهف أفلاطون تجعل هذه الفرضية أكثر 
وضوحاً. ورغم أن بعض المناهج الفلسفية استخدمت فيما بعد كشكل من أشكال تحليل الأفلام، إلا أنها  

   هذا الحقل لتتيح فرصة امكانية التعامل معها كنوع من الموضوع الرئيسي.لم تتمكن من اكتساب مكانة في

وفي إطار انفتاح الفكر الإنساني على هذا المجال المتعدد الحواس، اعتبرت السينما ثورة جمالية مهمة في عالم 
الصور المتحركة والفن بشكل عام، وتم التعامل معها على هذا الأساس. إن شمولية هذا الفن واتساع نطاقه  

حيد الذي يمكن أن يوجد في المستقبل. وهذا تجعل مفكراً مثل والتر بنيامين يقول: إن السينما هي الفن الو 
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هو نفس المنظور الذي يتبناه آيزنشتاين بشأن السينما، التي يراها الشكل الفني الأكثر ملاءمة للمجتمع 
بعد في نظر مفكرين آخرين وعاملوها كمجال   فيما  الرؤية  الصناعي. وقد توسعت هذه  البشري ما بعد 

 ومفهوم جدير بالاهتمام .

تحاول هذه الدراسة إجراء تحليل أولي للعلاقة البينية ما بين الفلسفة والسينما، ثم تتناول الفرضيات التي  يمكن  
للفيلم نفسه أن يفكر فيها. هل كل الانماط الفيلمية لها نفس الإتجاه في التعامل مع الفكر؟  هل يمكن 

فنية أو إعلامية؟ ومن ناحية أخرى، هل يمكن  للفلسفة أن تلمس  وجهة نظرنا تجاه الفيلم باعتباره ظاهرة  
للفيلم أن يقدم لنا طرقاً مختلفة لمعرفة الفلسفة؟ مع بعض الأسئلة الأخرى التي قد تكون بداية لخطوة مختلفة  

 للباحثين الآخرين للتعامل معها والعمل في مجال يبقى إلى حد ما في الظل.

  .الكلمات المفتاحية: الفلسفة، السينما، الصورة، التفكير الصوري
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The Research problem and Questions  

One of the main problems of Middle Eastern and Kurdish art in general, 

particularly cinema, is the absence of critical thought. Although cinema has been 

the subject of debate among world thinkers for some time since its inception, it 

has not been approached in this way within our context. The theory of film has 

been regarded as an unnecessary field and has never received the proper respect it 

deserves, which has prevented filmmaking in this domain from developing a solid 

theoretical foundation. Consequently, film has often been treated as a product 

outside of intellectual reflection, primarily as a medium of pleasure, and, in some 

cases, used as a tool laden with ideology. This study aims to address this obstacle 

and offers a pathway for filmmakers to discover new forms and genres that can 

utilize film as a tool of thought, interpreting philosophy's perspective on film as a 

significant site of intellectual engagement beyond ourselves . 

Significance of the Research: 

Both cinema and philosophy have not been adequately explored among 

Middle Eastern and Kurdish intellectuals. While philosophy has been taken 

seriously by a number of writers since the end of the last century—whether 

through translation or original work—cinema has not always been regarded 

as a form of popular art. Consequently, the relationship between these two 

spheres remains largely unknown and somewhat unexplored. The academic 

community has only touched upon this connection through limited efforts. 

Therefore, the researcher aims to make an initial attempt to address the silence 

surrounding this space and, at the very least, break the taboo associated with 

it for future researchers. This research is of particular interest to filmmakers 

and students of filmmaking and could serve as a foundation for challenging 

simplistic and biased views of film as merely a medium for entertainment, 

encouraging a broader understanding of its potential as a tool for thought. 
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Scope of the study : 

This study identifies the boundaries of art and its relationship to philosophy, 

deals with images and their relationship to philosophy, and then enters the 

realm of cinema and philosophy. His theoretical efforts do not open the 

boundaries of any other field and remain only within the framework of the 

arts and make cinema an escape from dealing with philosophy.  

The History of the Relationship between Imagery and Philosophy: 

In any type of research and examination of the history of human thought, we 

can see that the position of the image in philosophical texts has always been 

temporary and unstable. Thinkers have dealt with it in varying ways and have 

adopted different positions. Some consider it synonymous with illusion and 

deception, while others see it as the sovereignty of truth and its 

manifestations. From Plato to postmodern thinkers, images have been a 

pervuasive presence in their thinking. 

If we examine the realms of human thought closely, we can see that the image 

holds a significant position in philosophical discourse, epistemology, 

existential philosophy, and even in the natural sciences. According to 

Aristotle, "the soul never thinks without an image" (Abdul Hamid, 2005: 8). 

This suggests that mental images play a crucial role in empowering cognition. 

However, based on the Platonic principle of idealism, all forms of visual 

perception, including what is seen through the eyes, are considered as mere 

sensory perceptions that lack depth and are easily manipulated by the outward 

appearance of things. In the days of classical philosophy, the image was often 

seen as an enigma of illusion and deception. As a result, this perspective 

became the foundation for the rejection of the image because it was 

considered superficial and not intrinsic. 

Some thinkers constantly insist that philosophy is protected beyond the 

strongholds of reason and cannot be overcome by any human mental 
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upheaval, or in other words, “philosophy is the discourse that embodies the 

essence of the logos and adheres to the extreme desires of reason and upheaval 

and illusion” (Suilhi, 2019: 2). An image whose Platonic interpretation is an 

imitation of an original being cannot be valued as the human mind 

understands it. The image is a copy in every way, that is, two steps away from 

the original, which is thought itself, so it cannot be allowed any closeness and 

comparison in Plato's view. 

On a different level, throughout human history, humans have dealt with 

images on different bases and levels. Therefore, fundamentally, images have 

been constantly linked to civilisation throughout the centuries. Generally, the 

modern human's depiction of ancient Babylon and Greece or the Middle Ages 

is indebted to the visual; that is, the image takes the place of reading (Slassi, 

1995). In addition to this, it is somewhat rare in the world of classical 

philosophy for a true image to be formed, and it has always existed outside 

the realm of philosophical reasoning. However, when critical philosophy 

emerges, like image philosophy, particularly at a time when rationality 

creates another layer for imagination, memory, and language to intertwine, it 

leads to manifestations in all forms and types that are presented in the essence 

of meaning and the strength of reasoning and the beauty of aspect and the 

price of human behaviour. The ideology of images receives a different 

valuation and has a different interaction within the various philosophical 

fields. 

No ambiguous cut can be made regarding the fact that the world of images is 

a creative universe, and this is based on an idea; the image is not merely a 

means of understanding the world, but rather it goes deeper and engages in 

the re-examination of creation. The human world transforms from a static 

reality into a dynamic and living one. Once again, the image plays a crucial 

role in interacting with reality, and the task of fixing the transient moments 

of life is therefore essential. The image in essence captures our existence in 

both time and space, meaning we take a snapshot of ourselves in a location to 

retain and record time while also distancing ourselves from the recollection. 
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In a way, Bergson suggests that "an image is nothing but a moment that is 

serialised in continuous transformation, which means that our understanding 

here acts to suspend the unfolding of a real reality in the form of a different 

image" (Bergson, 1984: 286). 

Indeed, many philosophers see us as being more preoccupied with in pausing 

and encapsulating time in the image, and the issues we face regarding the 

location are minimal. However, in contrast, we can emphasize the importance 

of revisiting places. Many times, we are in a specific moment, for example, a 

journey to a country, a place that we will not revisit in life, and we feel that 

our existence in that place is significant. Hence, we consider that memory as 

firmly established within our own history. This suggests that the fear of a 

place represents a form of phenomenological anxiety inherent to human 

nature, which informs our recollections. The philosophical dimensions of 

time, place, and human existence influence this notion of fear associated with 

fixation on a moment. Furthermore, our anxiety regarding the passing of time 

and not returning to places carries a phenomenological significance ; is this 

not the same anxiety that philosophy encapsulates and interrogates ? Indeed, 

these questions often lead to further inquiry, deepening the engagement of 

researchers who may explore these matters in varied contexts. 

In the context of the relationship between philosophy and imagery, Umberto 

Eco explores the idea that the intellectual realm of human cognition is 

interpreted visually in a specific way. This interpretation is informed by an 

artistic sensibility, whereby the artist transmits their experience into a 

globally encompassing image of the external world. This process significantly 

influences the individual's perception regarding their subjective stance in 

relation to the surrounding events. (16 Echo, 2005). Therefore, the visual 

expressions of modern humans are a form of expressing their attitudes 

towards the phenomena they wish to bring to light, and images are their tools. 

Just as a thinker conveys their thoughts through writing or language, Eco 

helps us understand this situation when he observes that "humans perceive 

themselves and the world around them through signs, and they express them 
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through other signs, which leads them to achieve a continuous 

communication process" (Eco, 2005: 16). This type of communication 

broadens the sense of vitality and attachment to life and the surrounding 

world. From this perspective, it is important to examine the fact that today is 

an era of dealing with the culture of images and moving away from the verbal 

and oral culture rooted in writing. 

At present, when the image conveys a particular essence, it is essential to 

acknowledge that continuity of human connection has become the 

cornerstone of meaningful creation in collaborative enlightenment. Anyone 

capable of understanding images, controlling production, and engaging in 

marketing can manage their strategies according to their own priorities (Fadil, 

1997: 5). Therefore, the power of the image is never inferior to the strength 

of any other form of discourse; it can partake in various influential modalities, 

and the nature of this influence depends on the level of impact it achieves and 

what type of image is produced within it. Whenever the argument of the 

power of the image arises, Roland Barthes is powerfully present. “Barthes 

views the photographic image as a message, a message that inherently carries 

another message, which he calls myth, meaning a constant contextual 

connotation that intensely challenges the prevailing intellectual current and 

the connotative values that these current produces” (Kamal, 2001). Therefore, 

when we transition from the realm of still photographic images to moving 

images, we readily understand that the power of moving images is greater. 

Hence, when cinema emerges as an influential force and executes its play 

through images, it cannot be regarded as a force beyond the capacity of 

philosophy. This implies that film, fundamentally based on moving images, 

possesses a broader scope for generating more diverse concepts and a greater 

openness towards the world of human thought. Consequently, striving to 

decode this relationship further expands the power of moving images within 

the art world. 

While it may seem that the influence on an image varies according to distinct 

contexts and mediums, for instance, it is not mandatory for the philosophical 
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interpretation of an image to align with that of an artistic medium. However, 

generally speaking, there exists a collective impression regarding the 

capability and potency of images across various mediums. Although within 

the realm of classical theories, terms such as realism and reproduction 

sometimes confront challenges, subsequent developments along with 

advancements in the scientific understanding of life continuously transform 

the engagement with images, leading to profound shifts in their philosophical 

considerations.  

Cinema and Philosophy: A Dialectical Relationship  

Daniel Frampton says in the preface to his book "Film philosophy": 

In 1896, Maxim Gorky, the great Russian writer, 

prepared to view a film with the cinematograph 

of the Lumière brothers in Russia. Later, in a 

brief article for a local newspaper, he reflects on 

his experience and states, “Last night, I was in the 

show of the ‘Siberians’. Oh, if you knew how 

strange it was there! A world without sound, 

without colour. Everything there—the earth, 

trees, people, water, and air—is of one colour, 

pale grey. The sunlight, with the colour of pale 

grey, descends from a pale grey sky, until the  

colour of the eyes becomes pale grey, the 

appearance of people is pale grey, and the 

branches of trees are a pale grey darkness. That 

is the life of the ‘Siberians’, a silence without any 

sound.” (Framptón, 2009: 13). 

Here we understand that in the context of a mysterious element, the nature of 

an element becomes ineffective and requires further clarification and 
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exploration. Although the age of cinema has extended into a century, 

philosophy often acts as a general and collective framework for it, and there 

is a notion presented in literature that art is not merely an object of 

consumption. Therefore, upon its initial emergence, the engagement with it 

was rather superficial, without delving into its detailed aspects. From Gorky's 

perspective, we understand that what we see on the screen is not authentic, 

and we are faced with a world where shadows and illusions are the primary 

constituents. This view is not far removed from the Platonic perspective in 

classical philosophy that was imposed on images, deeming them copies and 

inauthentic. 

Although the power to produce moving images falls in such a way that one 

kind of light enters the vision and is followed by another kind of light, such 

that one image is followed by another quickly in the same way, it can be noted 

that “the word cinema is derived from a Greek phrase meaning moving; thus, 

the visual image is a sensation of motion in which the stationary is 

transformed into a moving and changing one, and this is the hypothesis that 

Plato's philosophy rejects and that modern philosophy accepts” (Hafni, 2003). 

It is no coincidence that Plato's vision of the cave is considered to be the 

beginning of the emergence of human thought in the cinema; the similarity 

between the new phenomenon and Plato's view of the situation has created. 

In fact, if we analyse the situation more closely, we see that the cave described 

by Plato in early classical philosophy corresponds to the shape of the camera 

“the cave, as described by Plato, has a long, narrow passage that ends in a 

small opening, and the people of the cave may not notice this passage; the 

camera is a dark cave that only the light enters through a small opening, this 

is a lens” (Mansur, 2003: 266). So that analogy cannot be made as long as the 

analysis of science and the human mind is not overwhelmed, and deep roots 

remain unchanged. 

Thus, it should be noted that if in some cases the philosophy is based on a 

Platonism that essentially sees the image as the abstract imaginary producer 
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and an abnormal copy of reality, it deals with the cinema because, according 

to the classical view “the world of fantasy and shadows and monsters is the 

world of senses in which people live; the world of images and perceptions is 

the world of false senses, a world similar to the real one but of a lower rank” 

(Alzin, 2024). In contradiction of this context, some critical theorists of 

cinema and critics themselves have entered into philosophy as an external 

force and a self-imposed hostility to film, not even considering participation 

in film analysis as a legitimate activity. This problem, as Jacquino La Gira 

argues, stems from the fact that "the encounter between aesthetics and film 

theory, which did not take place, is due to the frustration of the philosophical 

debate about film" (Al-Khatab, 2006:47). In this sense, philosophy is 

deficient at the level of film; not film is the phenomenon that deserves the 

contribution of philosophy in its articulation and construction. 

There is a philosophical distinction from the earliest emergence of cinema as 

a secondary analysis, but this type of analysis seems to have neglected cinema 

philosophy due to its comparative treatment of philosophy with other arts. 

While a significant number of thinkers work in other artistic fields and make 

important philosophical reflections (e.g., Hegel and Aristotle), cinema does 

not take this dimension into account in comparison, leading film critics to 

argue that cinema is beyond the intellectual imagination of philosophers. 

However, it should be noted that the cinema itself, in the eyes of philosophical 

thought, is a new phenomenon that many thinkers of the world have not yet 

grasped. Therefore, classical philosophy cannot say anything about cinema. 

The arguments regarding the image in art have been made as arguments about 

cinema because the image is the primary component of the film. 

The generalisation of philosophical neglect to cinema is certainly not true in 

all cases, because after the first film screening of the Lommer brothers in 

Paris in 1895, Henry Brigson devoted the last chapter of his book Creative 

Evolution in 1907 to discussing the illusion of cinematography. Brigson 

thus becomes one of the first philosophers to introduce cinema into the 

discourse of philosophy. Brigson believes that the cinema machine shows us 
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a false motion in moving the image at 24 frames per second. On the other 

hand, the relationship between philosophy and cinema can find another 

basis. If cinema is an aesthetic product and aesthetics is a living part of 

philosophy, then there is a common space between the two human acts, and 

they can merge at a certain point. 

Furthermore, it should be emphasized that the philosophy and ideas of 

intellectuals overall have not allowed the field of movies to remain in exile 

from reality. Since certain philosophers view film differently, one can argue 

that (however, philosophy takes film as a serious field of scholarly 

engagement: beginning with Henri Bergson and Maurice Merleau-Ponty, this 

tradition culminated in recent decades in the approaches of cognitive film 

studies " in the tradition of analytical philosophy as represented by David 

Bordwell, Noël Carroll, Murray Smith, etc"    ( Herzogenrath, 2017 : viii  ). 

Later, when the philosophy critique theory created at the Frankfurt School 

emerged, cinema arrived with another importance and interpretation and 

perspective. Since Theodore Adorno is so worried about being aware of the 

wave of images presented on the screen that he lacks the opportunity to take 

a critical stance, cinema functions negatively that changes the viewer's 

position and aids to degrade critical thinking's activity. By manipulating the 

viewer's consciousness through regulating his emotions, Adorno contends 

that cinema blends all the strange and unusual elements to produce sensory 

shock. Therefore, film has the ability to change the viewer from a conscious 

being engaged in the production of meaning to a passive receiver with no 

room to reflect and give meaning and knowledge of meanings. He creates an 

image—a form and kind that is usually static—in order not to lose the potency 

of the impact. Adorno is stronger on the film audience, arguing that we do not 

need such a great emphasis to grasp and accept the product. Since the 

audience has already embraced what comes after hearing a pop song or when 

the kind of star or movie is presented, thus one might somewhat arrive at the 

point of hearing and seeing unconsciously; any other activity is unattainable. 

(Haw, 2005: 128).  
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While Walter Benjamin concurs with many of Adorno's points of view, he 

also sees cinema as having a good role in that the camera may execute actions 

not inherently apparent, such as slow motion and close-ups. In other words, 

the methods in a cinema camera that let the normal eye to record and capture 

images cannot use the same ability to capture images in this way. Of course, 

many realism movie directors—including Vertov—agree with this viewpoint. 

Simultaneously, Benjamin argues that if film is so tied to a revolutionary 

civilizational project, it can greatly influence collective consciousness given 

its capabilities beyond other arts. (A painting encourages the viewer to ponder 

when one compares the screen on which a movie picture is presented with a 

screen While the spectator can look in front of himself to consider his ideas, 

this does not occur in front of the movie screen that can't rescue him) 

(Benjamin, 2008: 45). Under this view, Benjamin hopes to argue that the 

viewer has no time for attention since the constant motion and shifting scenes 

occupy all available space, looking at these fleeting images requires a strong 

mental presence, and this is not an easy task. 

Phenomenologists, specially Merleau-Ponty and Ever, have joined this 

argument, focusing on comparing the mechanism of camera action to human 

perception to prove their thinking about the dual transcendence of self and 

subject. The camera light that falls on things and records them is similar to 

human consciousness that does not work without things, because all 

consciousness is consciousness of something. Film depicts human existence 

and interrelation with other humans, re-discovers the world and re-presents it 

in a new and interesting way. Cinema's attempt to come to terms with 

phenomena is the same mechanism as that of human consciousness, and they 

are similar in much of their mode of functioning. 

Gilles Deleuze’s contribution to this field is broader and deeper than that of 

most thinkers. Deleuze sees art as the experience of philosophy and 

submission to philosophical concepts and philosophy as the light of artistic 

experience, Concepts, like moving shapes, are in constant motion. Art is a 

laboratory of thought where ideas are produced and tested. This approach to 
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art, including cinema, opens up another perspective on philosophy's treatment 

of cinema,  Deleuze tried to establish a relationship between philosophy and 

cinema, without philosophy dominating cinema ) For Deleuze, cinema thinks; 

Film is a medium for philosophical research and exploration. This view 

distinguishes Deleuze from other philosophers) (Herzogenrath, 2017:161). 

Therefore, film cannot be subjected to philosophical views and theoretical 

concepts, but creates its own philosophy. The extent of cinema and 

philosophy is the common ground where all sciences meet. The idea exists as 

an autonomous entity prior to assuming a structured form, subsequently 

generating a form for itself. If it adheres to linguistic structures, it constitutes 

literature; if it manifests through lines and colours, it qualifies as painting, if 

it's a motion picture, it becomes a movie, this is the common ground that 

allows for a balanced relationship between all cognitive spheres. Basically, 

images are not easy to form, especially cinematic images, because (the 

creators of images, especially cinematic images: writers, directors, 

photographers and editors have a heavy duty because they are the conscience, 

thinking and influence of a generation that sees, hears and reads little) (Shimi 

, 2003 : 18).  

As a result, any analysis today involves a more extensive investigation of th

e environment in which the image itself is formed, followed by an 

investigationof the nature of the receiver exposed to the 

image, because detecting the impacts of this exposure is difficult and transnt

, whether they are cinematic images or any other different format. Currently, 

through different platforms, we come across many images every day, and we 

encounter them in all kinds of ways that distract us in such a way that we have 

no ability to analyse and determine the real images. Therefore, the emergence 

of any philosophical or intellectual theory of dealing with images is complex 

and requires further elaboration that may require reaching out to different 

fields. 
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In general, therefore, philosophy as a critical theory did not devote a method 

to dealing with film, nor may we even find a theory that directly aims to 

explain the relationship or common ground between philosophy and cinema,  

Consequently, for philosophy cinema was among the fields considered to 

address issues of knowledge and existence, so in cinematic film, most 

thinkers seek those topics that are in the service of those issues that 

philosophy itself values, not that the value is transferred to cinema as a 

phenomenon outside the field of human thought. 

 

Do films think? 

Whenever we are faced with a similar question, we may think of it as an 

easy question with a ready answer, but in fact it is not, because dealing with 

the relationship between thought and film itself is a complex task, especially 

on the assumption that, yes, film thinks or is an active medium for 

accommodating the attention and thoughts of people of an era whose image 

and identity itself is in question. 

  Many studies that utilize philosophy as a foundational framework for 

analysing cinema initially present themselves as intriguing, offering novel 

forms and frameworks that captivate the reader. Nevertheless, these studies 

often fail to establish a robust connection with the field, thereby limiting 

opportunities for further exploration. Such works frequently impose specific 

philosophical concepts onto a film or interpret a film solely through the lens 

of a particular philosopher, aligning the filmmaker with that philosopher's 

thought and approach. This practice confines the film within a narrow 

framework, focusing exclusively on dialogue, plot, and thematic elements, 

while neglecting the significant aspect of the film's expressive visual 

language. 

   While the themes and storylines of films or genres may have been explored 

in previous works, what sets this particular film apart is its narrative language, 
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structure, and depiction process. A critical inquiry is whether the film itself 

engages in a form of thinking. Does the film possess an influence comparable 

to that of thought? Can it generate thought independently, beyond the 

confines of a specific philosophy or philosopher, and outside the artistic 

process? Filmmakers such as Hitchcock, Béla Tarr, Bergman, Tarkovsky, 

Robert Bresson, and Yasujirō Ozu arguably create philosophy or thought 

through imagery without directly adhering to a particular philosophical 

framework. Can Bergman provoke contemplation on interpersonal 

relationships through his visual storytelling? Does Béla Tarr not question 

human existence and activity? Do Christopher Nolan's perspectives shape our 

understanding of time? 

   These inquiries, among others, suggest that cinema possesses the capacity 

to generate thought through the medium of visual imagery, independent of 

direct influence from specific philosophical doctrines and their theoretical 

frameworks. The evocative power of images can offer viewers a novel 

perspective on life and its context. However, one must consider the origins of 

these images in the minds of filmmakers. Are they not derived from the 

filmmakers' experiences, readings, observations, and introspections? In 

essence, what foundational elements underpin the creation of these images, 

and to what extent does thought contribute to their formation? 

  Deleuze explicitly asserts that "images, movements, perceptions, and 

movements are actions produced under the force of the changes produced by 

thought, and images are taken to new meanings and transcend movement" 

(Deleuze, 1989: 172). Consequently, it is challenging to discuss the 

production of an image outside the framework of thought. In certain respects, 

the images produced cannot be distinguished beyond their connection to the 

generation of discourse. This is because the image serves as a cultural element 

with which discourse begins and subsequently concludes through the process 

of interpretation. This discourse is inherently biased, as the recipient accepts 

those interpretations that align with their latent inclinations and opposes those 

that conflict with their conscience (Hafni, 2003: 24). 



~ Wisdom Journal For Studies And Research volume 05 Issue 05 /30-09-2025 

ISSN print/ 2769-1926    ISSN online/ 2769-1934 

154 

 

  From the perspective of symbolists, the recipient is invariably the interpreter 

of the meanings embedded within an image, drawing upon their own cultural 

context, which is often shared with the creator. Consequently, the creation of 

a film necessitates profound contemplation, as it may not convey an explicit 

ideological or political message, yet it cannot be devoid of meaning. Meaning 

is inherently linked to thought, positioning film as a medium that both 

embodies and stimulates intellectual engagement. This is predicated on the 

notion that an image serves as a visual articulation and creation, employing 

thought and language as mechanisms to depict thought and meaning derived 

from cultural education. Thus, the image is inherently pluralistic and 

collective, amalgamating various elements and encapsulating multiple 

meanings. It performs the critical function of concentrating meaning within a 

singular structure. Therefore, the cultural reflection inherent in the image 

renders it amenable to diverse interpretations, as the dimensions of continuity, 

communication, and multiplicity of meanings enable the recipient to actively 

participate in determining its significance and values (Afaya, 2019: 34). 

  Since cinema is the newest of the seven arts and philosophy has a history of 

working with most other arts and certainly has the ability to adapt to the new, 

especially since there are common points of argument between philosophy 

and cinema, cinema works on both concepts of motion and time that 

philosophy has previously argued strongly about, so this situation makes 

Deleuze talk about it “cinema critics became philosophers from the moment 

they began to formulate the aesthetics of cinema. They did not act as 

philosophers, but later became so” (Deleuze, 1997). 

In the simplest definitions of philosophy, we can be certain that it is a way of 

thinking. Thus, if a film can work in the realm of philosophy, it opens up 

space for thought. Thomas Wattenberg believes that “film can provide new 

philosophical ideas and concepts. Films can create arguments, provide 

counterexamples to philosophical views, and introduce new philosophical 

theories.” (Wartenberg, 2007:9). Accordingly, every assumption about what 

a film can think is not rejected and is a valid possibility. 
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The practice of thinking in film does not require a film to devote itself to 

direct expression as much as the background itself can do. At the end of his 

book Cinema 2: The Time-Image, Deleuze notes that “we often doubt the 

usefulness of books about cinema theories, especially today when the times 

are bad; Godard meant that when the writers of the new wave wrote, they did 

not write about cinema; they did not theorise about it, but it was just a way of 

directing film for them” (Deleuze, 1989:280). 

The process of film in conveying human thoughts is not significantly different 

from the mechanisms of thought itself, based on Aristotle's assertion that 

people think in images. If we accept this assertion as readily understandable, 

we can conclude, upon further reflection, that while the working factors may 

differ in some respects, they are similar in their underlying structure. Susan 

Langer, referencing an opinion by R.E. Jones, emphasizes that Jones argues, 

“moving images are our minds made visible and audible, stemming from a 

rapid sequence of images. Our minds operate with speed and movement, akin 

to a burning flame of memory—rapidly shifting from one subject to another. 

Cinema closely mirrors the speed of our thinking” (Langer, 1977, p. 415). 

The analogies between film and the human mind are extensive and 

multifaceted, with a history that dates back to the 1930s. Various thinkers 

engaged in the enchantment of images have offered differing perspectives on 

this relationship. Frampton notes that this line of thought has been present 

since the 1930s, highlighting Moni Dubois's assertion that the cinematic 

image serves as a magical focal point for the primary image within the cosmic 

mind, akin to states of wonder, magic, and ritual. In other words, film 

transports viewers to a realm distinct from their immediate reality, leaving a 

profound impact on their emotions. Frampton delves deeper into this 

connection, stating, “When narrative, concept, and emotion are completely 

blended together, these moments become a unity between recording, sending, 

and living; observation, thought, and feeling are harmonized, and cinema 

transforms into a display of a mental universe, as if it were an intellectual 

recording device” (Frampton, 2019, p. 37). 
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 In this type of argument, many thinkers engage in the discourse, aiming to 

persuade us that film constitutes a form of thought or a unique mode of 

philosophy that operates through its own distinct form, style, and mechanism. 

Consequently, the profound impact of film fosters a philosophical dimension 

in our thinking, transcending a singular level and style. As Sinnerbrink (2011) 

asserts, "film is more than just a source of philosophy or a useful method of 

describing philosophical themes and problems" ( Sinnerbrink, 2011:11). 

Indeed, the capacity of film as a medium to articulate thought extends beyond 

mere representation, encompassing significant contributions from various 

thinkers. As Astrak notes in his pivotal article titled as Pen, “We are now able 

to film an essay about Descartes' method” (Agel, 2005, p. 158). Astrak's belief 

in the power of film as a vital centre of thought has inspired him to express 

himself creatively. He perceives film as a distinctive tool endowed with 

unique capabilities, a perspective that leads him to liken it to a pen, thereby 

elevating film to the status of a thinker. Merleau-Ponty, on the other hand, 

presents a different argument: “Film does not think but is perceived. 

Consequently, Merleau-Ponty concluded his involvement with the Institute 

for Higher Cinema Research in 1945. This suggests that cinema is 

fundamentally a matter of perception, albeit in a very unique manner” 

(Zernik, 2009: 120). 

    In contrast to Merleau-Ponty's perspective, Duhamel argues that he can no 

longer think freely because moving images have overtaken his thoughts. He 

observes that the viewer's mental process collapses in response to these 

images, which are characterized by sudden and continuous changes on the 

screen. This creates a shock that, similar to other shocks, requires a 

heightened state of awareness to dissipate (Dyrk, 2006: 56). 

    According to these expressions, the film exhibits a degree of autonomy in 

certain situations, enabling it to engage viewers without constantly prompting 

them to engage in philosophical contemplation. However, in other instances, 

it necessitates interpretation. We recognize that even if a film lacks this 

autonomy, it can still stimulate thought among viewers, preventing them from 



~ Wisdom Journal For Studies And Research volume 05 Issue 05 /30-09-2025 

ISSN print/ 2769-1926    ISSN online/ 2769-1934 

157 

 

passively consuming the content. It is important to remember that one of the 

film's primary objectives is to evoke a sense of joy in the viewer. 

Nevertheless, regardless of the level or quality of this joy, it is crucial that the 

film does not convey a political message or ideology; it must not be devoid 

of meaning. Thus, with the presence of meaning, thought is engaged, and we 

remain connected. 

Finally, David Bordwell emphasizes a crucial aspect of the relationship 

between meditation, philosophy, and film when he argues that “Film analysis 

has no value if it is presented outside cinema clubs. Selective thought, even 

when it focuses on a national film, does not create the conditions necessary 

for producing national thought. A film does not carry the same meaning when 

millions of people view it as it does when only hundreds watch it” (Al-

Khattabi, 2006: 16). Bordwell suggests that the philosophical contemplation 

of films has little impact on the public sphere and is primarily relevant to 

those engaged in such reflection, as cinema is ultimately a popular art form 

rather than an exclusive domain for the elite. The average viewer typically 

does not concern themselves with the philosophical dimensions of a film; 

instead, they attend the cinema to enjoy the visual experience without delving 

deeply into the philosophical context of the work. Consequently, cinema has 

often served as a means of domination and control over the audience, as it 

tends to limit opportunities for critical thought and reflection. 

Alongside Bordwell's perspective, Ayfre argues that not all films possess the 

capacity to provoke critical thought in their audiences. Consequently, 

generalizing the relationship between cinema and philosophy can be 

misleading in certain contexts. Ayfre observes that “most films are, after all, 

either ‘propaganda,’ which positions the filmmaker as an authority and 

encourages the audience to submit, or ‘pornographic,’ targeting the 

audience’s instinctive needs during the act of film viewing” (Andrew, 1987 : 

237). Therefore, the experience of viewing does not consistently align with 

the philosophical positions proposed, nor does cinema always address the 

needs of contemporary individuals. In neither scenario can film maintain its 
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integrity without becoming a mere tool or a diversion that serves the pre-

existing agendas of propaganda or human sensuality. Ayfre emphasizes the 

importance of serious cinema that has the potential to effect change in the 

world around us, provided we allow the imagery to resonate within us and 

perceive the world through the lens of cinema. This conviction inspired Ayfre 

to pursue extensive research in film, a project he was unable to complete due 

to his untimely death. 

Of course, various approaches to the intersection of film and philosophy have 

continually influenced human thought and world culture. Engaging with 

Ayfre's perspective in certain contexts may be interpreted as constraining the 

scope of philosophy within the diverse genres and trends of cinema by 

attempting to identify what is philosophical in a given work or where it is 

cinematic. Such an assumption appears to underestimate the genuine role that 

philosophy can play in furthering our understanding of cinema. Moreover, if 

we confine ourselves to this perspective, we may find that the role philosophy 

can assume is valid in some instances (such as in certain films) but 

inappropriate and challenging in others. Consequently, the mutual 

engagement of cinema and philosophy fosters a dynamic that benefits both 

significant domains. 

New Developments in Film and Philosophy: 

Although the relationship between philosophy and film may suggest that 

philosophy engaged with cinema relatively late, it is closely aligned with 

Henri Bergson's initial explorations, which coincided with the emergence of 

cinema. While cinema enabled Bergson to discern the distinction between 

spatial time and duration—concepts that later became foundational to his 

philosophy—the European philosophical movement in this domain remains 

active and continues to evolve to this day. 

What is occurring in the world today represents a continuous lineage of 

European philosophical thought, extending to the writings of contemporary 
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thinkers such as Jacques Rancière and Slavoj Žižek. In the realm of 

philosophy, particularly in the tradition known as analytical philosophy, the 

philosophical analysis of film emerged in the 1970s. This approach has 

significantly enriched philosophical discourse, as Stanley Cavell articulates: 

“Film is made for philosophy; it alters or illuminates all that philosophy has 

posited regarding appearances and reality, actors and characters, as well as 

doubt and anxiety, presence and absence” (Cavell, 1999: 25). 

The interaction between cinema and philosophy has long been the subject of 

extensive exploration, revealing profound insights into human experience and 

artistic expression. Film serves not only as a medium for narrative and 

emotional engagement but also as a philosophical canvas through which 

complex ideas about existence, ethics, and aesthetics can be examined. 

Furthermore, filmmakers like A. Zvyagintsev exemplify this interaction, 

demonstrating how creativity in cinema can be analysed through 

philosophical frameworks, thereby enriching our understanding of the human 

condition (Temlyakova et al., 2005). 

Meanwhile, theorists such as Noël Carroll have made significant 

contributions to this dialogue, strongly arguing for the aesthetic dimensions 

of film and exploring how philosophical considerations shape the 

interpretation of narrative and cinematic genres. Ultimately, the relationship 

between film and philosophy encourages viewers to engage critically with 

both elements, fostering a deeper appreciation of the connection between 

these influential genres. 

The intricate relationship between film and philosophy is often highlighted in 

the exploration of themes such as existence, identity, and the nature of reality. 

Films like Andrei Tarkovsky's (Solaris) delve into philosophical questions 

surrounding reason and personal identity, engaging with concepts of 

Cartesian dualism and Lockean theories regarding the essence of the self. 

Upon closer examination, some critics argue that Tarkovsky's cinematic 

techniques enhance the psychological depth of his narratives, where 
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characters grapple with their inner conflicts and societal expectations. This 

synergy between visual art and philosophical discourse illustrates how film 

can serve as a powerful medium for profound realization, prompting viewers 

to reflect on existence and the complexities of human interaction. 

Consequently, this form of artistic expression leads us to recognize that film 

is a significant vehicle for engaging with philosophical concepts and human 

thought. As a result, the incorporation of philosophical themes in film not 

only enriches the cinematic narrative but also deepens our understanding of 

philosophy. 

If Socrates and later Plato and Aristotle, sought to distinguish between 

different types of discourse to determine which aimed at truth and which at 

fraud or error, it is now evident that the forms of discourse themselves are 

undergoing a transformation. This change is reflected in George Steiner's 

question:  Are we moving from a historical period in which words prevailed, 

and from a classical era rich in literary expression, to a period in which 

language dissolves and forms of 'meta-language' emerge? (Arms, 1992: 306). 

All these evident changes rely on significant technological advancements that 

have positioned images, particularly in cinema, as a compelling alternative in 

a context where truth is often contested. Consequently, part of philosophy's 

role has been to identify the boundaries of deception within contemporary 

foreign culture, aiming to mitigate its influence and control over today's 

world. Thus, distinguishing between various forms, styles, and genres of 

cinema is essential, as they contribute to fostering a consciousness capable of 

discerning truth from illusion and falsehood—an endeavour that has long 

been central to philosophical inquiry. 

We have already discussed some of the arguments put forth by the leaders of 

the Frankfurt School and the critical theory movement regarding cinema and 

its influences. Adorno, Max Horkheimer, and Herbert Marcuse are prominent 

figures in this socio-philosophical movement. Among them, Adorno's beliefs 

are particularly intriguing and distinct, especially his assertion that cinema is 

a significant contributor to societal folly. Alexander Kluge, a key figure in the 



~ Wisdom Journal For Studies And Research volume 05 Issue 05 /30-09-2025 

ISSN print/ 2769-1926    ISSN online/ 2769-1934 

161 

 

development of the New German Cinema and a friend of Adorno, aptly 

articulated Adorno's perspective: “What bothered Adorno was the image. He 

was the enemy of the image, as he stated, and what he aimed to defend was 

the invisible image—an image that interacts in an infinite circle and does not 

yield to the stability that confines it” (Früchtl, 2022). 

Josef Früchtl offers a comprehensive analysis of the ideas of the Frankfurt 

School, with a particular focus on the works of Adorno and Horkheimer. In 

Dialectic of Enlightenment, Adorno and Horkheimer explore the reasons 

behind humanity's descent into a new wave of barbarism. They argue that the 

Enlightenment has inadvertently given rise to a profoundly destructive 

discourse that undermines its foundational principles. The two philosophers 

contend that this destruction and brutality are evident in the emergence of a 

repressive state. They illustrate their argument by referencing fascism and 

Stalinist communism, which also manifest in Western societies through 

various expressions of capitalism and liberalism, especially in the form of the 

cultural industry. 

They perceive various forms of literature and art as new creations designed 

to immerse individuals in a sense of happiness. These products represent a 

different category of goods prepared for purchase to satisfy specific needs, 

which, in this context, pertain to comfort, happiness, or self-indulgence. They 

serve as an ideological facade for the economic and social conditions 

prevalent in their industrialized forms. “This assumption prompted Adorno to 

express in (Minima Moralia) the sentiment of the 1940s: "With every visit to 

the cinema, with the utmost awareness, I come out stupid and worse” Früchtl, 

2022). 

Of course, this perspective on modern and postmodern philosophy of cinema, 

particularly as articulated by Horkheimer and Adorno, does not preclude 

alternative viewpoints that emphasize the role of film in shaping 

consciousness. In this context, we encounter an argument suggesting that film 

can indeed be philosophical, as posited by thinkers such as Deleuze, Stanley 
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Cavell, Stephen Mulhall, and Robert Sinnerbrink. Cinema can serve 

philosophy not merely in ancillary roles—such as presenting philosophical 

problems through lecture scenes—but rather in its own distinct manner, 

employing unique methodologies and engaging in ways that cannot be 

reduced to those of traditional philosophy. Consequently, a counterargument 

emerges, advocating for the establishment of a new branch of philosophy 

known as the philosophy of film. 

Philosophy of Film as a New Field of Thought: 

The philosophy of film has become a significant aspect of contemporary art 

philosophy. Although philosophers were among the academics who 

published research on modern art in the early decades of the 20th century, it 

was not until the 1980s that a substantial shift occurred. Several factors 

contributed to this resurgence in the field. Changes in academic philosophy, 

along with the evolving cultural role of film, have compelled philosophers to 

recognize film as a legitimate art form and a serious medium on par with other 

artistic disciplines. Consequently, the growing interest in film as a subject of 

philosophical inquiry has established the philosophy of film as a vital area of 

aesthetic research. 

Of course, it is important to note that there is often confusion between film 

theories, the theoretical aspects of film, and the philosophy of film. Some 

individuals believe that these concepts align or complement one another. 

Consequently, they view the existence of “film philosophy” as superfluous, 

asserting that one film is established in academic centres within the field of 

film studies, as this discipline diverges from film theory. From this 

perspective, the philosophy of film is unnecessary and occupies a space 

previously filled by an alternative discipline (Wattenberg, 2005:11). In fact, 

the assumption that film theory and philosophy follow two parallel lines 

toward understanding film is a more accurate expression. On the other hand, 

film theory is sometimes involved in the production process, while 
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philosophy operates behind that process; its domain is the realm of 

observation rather than creation. 

If we consider cinematic thinking as a criterion and a premise for the existence 

of philosophy in cinema—understanding that the foundation of philosophy is 

thought—we must recognize that thinking itself is not merely a cinematic 

product. Rather, it can be regarded as one of the essential components of 

cinema. Film cannot exist without thought; there is no separation between the 

two. Cinema embodies thought, and thought serves as the foundation of the 

cinematic realm (Frampton, 2009:295). Consequently, cinema requires a 

principle of thought that continually intersects with the domain of philosophy. 

This intersection represents the realm of film philosophy, where this 

particular form of philosophy engages and may not find a place within the 

broader context of philosophical discourse. 

Whenever we assert that modern philosophy closely engages with cinema, 

Gilles Deleuze is frequently cited in these discussions. Although Deleuze 

perceives philosophy and film as two distinct spheres that address the same 

material yet diverge in their approaches, he remains a foundational figure in 

film philosophy. From Deleuze's perspective, “the most interesting paradoxes 

is that cinema emerged at the same time as philosophy was attempting to 

conceptualize movement. There were two parallel projects: the first 

introduced movement into thought, while the second introduced movement 

into the image. Both projects developed independently before any 

convergence was possible” (Deleuze, 1995:57). At the same time, Deleuze 

presents a compelling argument regarding the power of cinema to awaken the 

human mind. He posits that cinema is one of the most potent tools available, 

as it—through movement and imagery—captivates our minds and stimulates 

our capacity for thought. A form of cinema that fails to engage our thinking 

selves is not true cinema; rather, it is akin to a mirage that briefly appears and 

vanishes without leaving any lasting impression on us. 
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However, with the contributions of Deleuze and numerous other thinkers in 

modern and postmodern philosophy, a new realm of thought emerged in 

which film serves as a primary tool. In this context, cinema can transform into 

an extraordinary domain of thought that has yet to be fully explored. It 

actively creates a world that mirrors human existence but imbues it with 

distinct content and meaning. Consequently, it necessitates a unique form of 

thinking that arises from its own essence to investigate the space generated 

within this imaginative realm. Thus, cinematic thinking is cultivated, wherein 

a cinematic mind operates to uncover the uncertainties present in the real 

world while contemplating the cinematic universe. As a result, the work of 

film philosophy transitions from the virtual realm to the tangible world, 

engaging in the discourse that philosophy employs in human life. The 

Slovenian philosopher Slavoj Žižek underscores the importance of engaging 

with cinema, stating that “cinema conveys great mistakes and sometimes 

convinces us of poisonous ideas, and sometimes shows us a false mask that 

harbours significant errors and is silenced” (Ahmad, 2012). Accordingly, film 

collaborates with thought and participates in a complex interplay that is, in 

part, a manifestation of ideology. 

On the other hand, we must recognize that the philosophy of film does not 

seek to dismiss the pleasure that viewers derive from watching, nor does it 

aim to separate cinema from its role in providing enjoyment and comfort. In 

other words, it does not intend to distance cinema from its artistic potential in 

favour of serious intellectual expression, which may be the aspiration of many 

thinkers who wish to direct cinema toward a state of philosophical 

contemplation. Rather, it represents a different approach—one that seeks to 

create a space for reflection and to awaken the kind of lost consciousness that 

has become troubling today due to media saturation. Engaging the audience's 

attachment to a well-crafted media image of high-quality paves the way for 

an ideological orientation that serves a particular group. 

The philosophy of film empowers viewers by liberating them from the 

passive constraints of viewing. It gives him a kind of philosophical and 



~ Wisdom Journal For Studies And Research volume 05 Issue 05 /30-09-2025 

ISSN print/ 2769-1926    ISSN online/ 2769-1934 

165 

 

emotional perspective that has the ability to critically analyse images and their 

compositions and play an active role in the reception process. In other words, 

the viewer is not an open vessel for receiving and emptying ideology, but an 

active and analytical character who does not give in to the wave of images. 

This dispels Adorno's fear of the process of watching films, while changing 

Luther's assumption that the wave of images puts the viewer in a passive state. 

Therefore, Luther speaks of the establishment of such a relationship, or rather 

the provision of the philosophy of film as an active space “The arts should no 

longer be reduced to their dimensions of pleasure and comfort. The 

relationship between philosophy and its environment has become stronger, 

whether it is science or literature, technique or art” (Lyotard, 2016:30). 

In this context, it is important to note that cinema, as a form of mass art, does 

not remain static; rather, it has made significant advancements, particularly 

in the second half of the twentieth century. It has established a prominent 

position among other artistic disciplines, leading to a situation where other art 

forms are eager to adopt its techniques. The application of specific cinematic 

techniques in novel writing and the influence of cinematic language in 

photography are explored in detail. 

Research Results and Finding: 

After careful consideration of the differences between philosophy and cinema 

in the 21st century, it has become increasingly important for thinkers and 

academics to explore the potential of film to transform our thinking or to 

provide a foundation for alternative perspectives. In this study, we have 

reached the following conclusions: 

1. Until the 20th century, the image was primarily a subject of artistic 

exploration. However, this perspective has shifted dramatically, to the 

point where contemporary civilization can now be characterized as a 

civilization of the image. Today, images permeate all aspects of human 

life; the media, cinema, and the Internet are nearly inconceivable without 
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them. Images have evolved into a method for reading and interpreting 

visual content, leading to the establishment of a scientific discipline known 

as iconology, or the study of images. 

2. Film compels us to engage with the concept of image-movement. 

Consequently, the function of cinema extends beyond merely conveying 

philosophical ideas; it also equips us with skills for philosophical thinking 

and actively stimulates our emotional and psychological comprehension. 

3. Film serves as a significant medium for the production and transmission 

of knowledge. 

4. The philosophy of film has emerged as a significant area of philosophical 

and aesthetic inquiry. Scholars have focused on aesthetic concerns related 

to film as an artistic medium, the philosophical discourse surrounding film, 

and investigations into the philosophical themes present in films, as well 

as the notion of film as a form of philosophy. 

5. The philosophical concept has gained other manifestations that are far 

from those of traditional philosophical practices, because it has connected 

itself to new fields of knowledge and has escaped the puzzle of such an old 

view—in the sense that philosophy changed to finding itself in an art 

painting or a cinematic image. 

6. While film can inspire contemplation, some genres exist purely for 

propaganda or escapism, precluding philosophical depth. 
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