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ABSTRACT

AN ARCHITECTURAL HISTORY OF THE MOVIE THEATERS IN ANKARA

KAYMAZ, Elif
M.S., Department of History of Architecture

Supervisor: AssisPrd. D r . Pelin Yoncaceé Ar sl

September 2019,90 pages

The purpose of this work is to study the movie theater as a product of the
architectural culture of the 20th century and to develop a comprehensive discourse
which allows for an understanding andaission of such spaces, their social and
spatial conditions and meanings in different times and places. Starting from the very
experience of the spectator, touching the topics of the historical and architectural
formation of the space of public exhibitiand the practice of moviegoing, finally

a conversation between modernity, cinema and architecture is established in
relation to the movie theater, looking specifically at three distinct periods of movie
theater construction in the city of Ankaflth e ©ée pas a staged i s
theoretical comprehensive approach which allows us to recognize the inherent
agencies of the movie theater: the owner/managevernance the architect,
architecture itself, the cinema industry, and the audience. By iagofitis
perspective, this case study undertakes the task of understanding how those

elements intersected, gelled and mutated in the local case of Ankara.

Keywords: Movie TheatersArchitectural History Ankara Modernity

an



Oz

BKR MKMARLI| RKUMARKMKARAS DAKK SKNEMALAR

KAYMAZ, Elif
Y¢é¢ksek Lisans, Mi mar |l ek Tari hi B

Tez Y°%°neticisi: Dr . ¥Jr. L yesi Pel |

Eylil 2019,190 sayfa

Bu -al ékmanén amacé, Ssinema yapieihitar éné 2
ol arak incelemek ve bu mek®©nl arén sosyal
-ekitli zaman ve cojrafyal arda al gél amay ¢
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mi mar |l ék araseénda bir diyalog kurul makt a
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CHAPTER 1

INTRODUCTION

Such a bustle and a hurry,
Ober the 6living pict
Rivals rushing full of worry
I n these advertising
But itds a wonder
How the constant flood of life
Ob6er the screeal keed)s mov
With the countless varied scenes beside.
o0tis far from perfect it
0tis very hard wupon
The jolty wobble no improvements,
Smooth running films a surprise.
Still successful beyond reason,
Spite of all its erring ways,
Holding first place in season
l's the o6Livitng Pict ul

1.1.Background

We know that movie theaters have been scattered around cities and towns for more

than a century. The Nickelodeon, opened on Smithfield Street in Pittsburgh,
Pennsylvania, on June 19,08 has been registered as the first movie theater to

hold public screenings of pictures. Howe
was used to address the place purposefully designed to exhibit films; film
exhibitions were held in bars, pubs, theaterslti-functional halls, and even public

baths. Therefore, the early movie theatre was the product of a long standing
tradition of architectural design for theaters where the main hall was dominated by

seats facing the stage. A movie theater, in its bdhgecf i ni t i on, i's fAa [
people go to wat ch 2 Whil the plateo gets thenlbagsicr t ai n m

motivation for its users as entertainment; the main medium of this entertainment is

! British Journal of Photography, 4 December 1896

2 Collins English Dictionary



cinema. The functional aspect, an art form, is put in serviee;ptiblic aspect

creates a common place where people share an experience and tharipraétl
management Awher e t he process begun by
c 0 n s u miHerzog, h981pf a movie theater. Both aspectsateea network of

affects for the architectural design and later appropriations. Therefore, the movie

theater holds a wide array of relations, from its establishment to its management,

up until its transformation and/or demolition, as in many cases prédsientkis

thesis.

1.2. The Aim of the Study & the Organization of Chapters

The primary aim of this thesis is to stu
architectural culture of the #&entury and to develop a comprehensive discourse

which allowsfor an understanding and discussion of such spaces, their social and

spatial conditions and meanings in different times and places. In order to do that,

the thesis articulates an answer to the question of what are the proper contexts for

movie theater histy that give us the most complex and thorough view of how
architecture operates. Based on the very
both an art form and an industry in relation to audience, and more individually in

relation to the spectator andshier experience in the movie theater, constitutes the

first context. The birth of the cinematograph, and later the public exhibition and the

practice of going to movies, especially in metropolitan areas, all coincide with

t houghts pert ad.niThhgu st,o tfihmeo dseercnantdy cont ext
establishing a relationship between modernity, cinema and the movie theater. The
inclusion of a discussion of modernity protects us from false generalizations about

movie theaters; mainly about the distiocis and comparisons between urban/rural,

west/east and different time periods. These discussions are very much embedded in
architectural history writing and the perception of time and space. Postcolonial
approaches whi c h, as p rparticularizesuniyersak t at e d
narratives and gl obal(Cryslker, 2012are adaptegto par oc h

develop a main argument which will allow the construction of a framework. As



these contexts are constructed and fed bi e#lter, we arrive at an architecture

where all of above is covered and contained.

The movie theater is a place where social and spatial constellations interact with

each other in an ewehanging fashion. Therefore, the approach towards
architecture isn need for a complex revisiting. Hilde Heyn@®13)suggested an
alternative scholarly paradigm fAarchitec:
brought about by the concept bitecmreasfiar chit
i nstrument o, the fAconcei stageoy which sosigh at i al
life unfolds, the impact of social forces on architectural and urban patterns is
recognized (because the stage is seen as the result of social forces) Whisaate

ti me spatial patterns are seen as modi f
(Heynen, 2013)Thus, from the beginning of the emergence of the mere thought of
undertaking an architectural project, through its boddprocess, later its use and
management, the agencies involved in the process establish a network of
relationships where the role of each of the agency transforms, displaces, outgrows,

and disappears with the passing of time. Therefore, this irregulamndgym of

agencies has toetaken into consideration with dealing with the movie theater, an

architectural habitat which differs in every example.

Consequently, these three contexts (cinema, modernity and architecture) allow us
to set a frame in which tstudy movie theaters by tracing the changes in time and
space alongside the recognition of its particularities. By adopting this frame of
thought, the study draws a conclusion for the first part of the thesis and analyses
movie theater as an architecturshace and decodes its inherent agencies;
owner/managetegal powerarchitect, architecturejnema industry, and audience.

The third chapter of the thesis is devoted to movie theaters in Ankara. A
retrospective architectural study is conducted basetiediscussion which took

place in the first part. Ankara, after having a relatively small town, was declared as
the capital city of the Turkish Republic on October 13th, 1923. The ideals of



modern Turkey were invented and inserted in Ankara, a city &ageast its urban
plans, architecture and complementary public functions. Film exhibition as a part
of social life and as a leisure activity was warmly welcomed by the people of
Ankara in the beginning of 1920, which witnessed their first screenings at
Karacabey Hamam and Millet Bahgesi. In later periods, putpoiie movie
theaters, open air theaters and other niuftctional halls had been built all over
the city. This study focuses exclusively on the purgmsé movie theaters of

Ankara by compilig available information and mapping them.

In this chapter, a periodization of movie theaters in Ankara, from the early 20th
century until 1980s is formulated. The changing roles of the agencies, their
interplay, the urban, political and economic develeptprocesses of Ankara, the
locations of movie theaters, the architectural trends of the era are the main
determinants to specify the periods. Each period is examined by focusing on
specific movie theaters which are considered to be exemplary for thed peri
comparable with other theaters in term of the roles of the agencies involved,
significant in their architectural value while marking a beginning or an ending for

the history of the movie theaters in Ankara.

The movie theaters of the first period (892945) are analyzed in line with the

radical modernity brought and implemented by the state and its organs into the
urban environment and daily lives of the people of Ankara. Yeni Sinema with its
particular moviegoing practices and architectural orgaticma as a reflection of
thesoci al and spatial characteristics of
managed by the state as a part of the bigger cultural center are studied in detail in
terms of their architectural features and the roles of the agencies involved.

The second griod covers the movie theaters built following the Seedfadld-
War until the 1960s. The expansion of building activities and flourishing social and
cultural life coincides with the increase in the numbers of movie theaters as well

not only in the city ceter but also in the districts. On the other hand, cinema



continued to be perceived as an art form eventually valuable for cultural
development of the society not only by the elites of the modernist state but also by

the individuals who shouldered the et responsibility towards the Turkish

society whether they are architects, business owners or filmmakers. Blyuk Sinema,

the movie theater which is under the focus for the period, was a fruit of the similar
circumstances of | at eonaty®dtrépseneurkKaadzAbidin G¢ v e n ,
Mortak, the modernist architect partner e
for the first time. While the coll aborat
decade of movigoing in Ankara is discussed in this paftthe chapter based on

the roles of agencies involved.

While the penetration of cinema into the everyday lives of the people and into the

urban environment, following the 1960s, a dramatic increase, which continued until

the early 1980s, in the numberSmovie theaters in Ankara started. Coinciding

with devel opments Kat M¢l kiyeti Kanunu ar
city of Ankara, new sultenters, new residential areas and new ways of building

practices were established. The urban developmasitmotivated by the economic

gains of the entrepreneur/contractor to the maximum degrees. In line with these

devel opment s, the focus was given into
Sinemasé; a residential bui lethérgingsulvi t h a
center Tunal é& Hil mi Street. The owner a
architect Nejat Tekeliojlu for the archi

type of the building not only became an epitome of the populist modernity of the

peiiod, but also became apretoy pe f or Ner gi z6 two ot her ¢
Tunal & Hi |l mi Street. To the extent that,
heaveno in 1970s.

The last chapter, starts with an overview of the last three decades robtie
theaters in Ankara. While the dramatic change is reflected both in locations and
building types, the conclusion insists on advocating that the study of the movie

theater as a universal building type in the history of architecture is doomed to



overlok the spatial specifics embedded in its local conditions and cultural
meanings. However, constructing a discourse which recognizes various agencies,
their involvement, their reflective roles, and their interdependent network allows

for the discovery of thachness of the architectural realm of movie theaters.

1.3. Definitions of Terms

There is a neetd provide clearance for the terms which are repeatedly used in this
study and/or may be subject to distinct meanings in different cultOies.
following pages willexplain some of the concepts which are crucial to gain a better

understanding of the topic.

Starting with the spatial and architectu
theaterd refers to a place dickenpficss@d of d
lounge (regardless of its size), and (at least) one hall with a screen and seats. Either

It has been purposefully built from scrat
has been transformed and arranged accordingly. The mairceséhis space

provides is the exhibition of films in exchange for an economic fee. Even though

the same architectural and functional elements (and sometimes even more) may be
fulfilled, the term used for these buildings or places presents cultural nuances:

movie house, movie palace, cinema hall (in Indian English), picture house, the
pictures, film house, film theater, cinema. Spelling difference between US and UK
occurs with theater and theatre. Even th
term, British spelling is still widely used when naming movie theaters. In UK,
6cinemad, ot hmeaninghmaovi ¢s, ool gti malart or b
mo v i%)gadsd refers to movie theater spatially. In Turkishemasimilar to the

British use of tle word refers both to the ddrm and the place. When it comes to

the naming of movie theaters in Turkey, if the chosen word as the name is an

8 Cambridge Dictionary



adjective sinemais attached to it; for examplBjiyukSinemalf the word is a noun,

then the name becomesa@un-phraseSes Sinemas

Screening room/hall can be identified with a screen and seats as a part of a
multifunctional complex; a house, a cultural center, schools, campuses, museums
etc. This case, since the service provided may not be necessarily motivated by
economic gain pese, should be discussed in different terms. However, the

architectural decision to install a screening hall at any given time or place may be

observed in relation to the developments of movie theaters, cinema or TV.

Since the term nmwmae araytoh maaes,eandotherefarg g e s
experiences, it can be associated with an audience. On the other hand, the term
Amovie hall o, as the place inside the mo
situated, is the site of spectatorship.

Three other anceptsare spectator, viewer and audience. The author of the book
Spectatorship: Power of Lookingon Mi chel e Aaron (2007) tr
spectatorship studiesodo while drawing att
accounts of the descriptiori spectatorshipThe discussions are held around the

guestions of what happens to the individual in cinema, what are the aspects that

allow for an engagement and what elucidates the interpretation of the individual for

a film. Aaron(2007)sees spectatorship as a site of conflict between methodologies:

The battle between, say, the unconscious processes of gayalysis, or the social
processes of cul tur al studi es, to best e
remans centr al is the question of the spect
and activity in participating in the pleasures of text, in determining the meaning of a

film and, even, the meaningfulness of cine(@aron, 2007, p. 1)

Aaron continues by poting out a major distinction which gives us a better
understanding of the three concepts;



Seeing spectatorship as a site of conflict is hardly new. Fundamental to an
understanding of what a spectator is, is to note what it is that is, that a spéator

is not a viewer. The viewer, according to cultural studies, is the live breathing, actual

audience member, coming from a specific sdggtorical context. This viewer

exists in sharp contrast to the alpectator
machinations of cinema, of 197006s cl assi cseé
that bridging the seeming chasm between spectator and the viewer represents the

terrain of spectatorship studi€¢daron, 2007 p. 1

Whil e the notidef oiedshpascedtomothe indivi
and intellectual relationship with the textual aspect of the film which is being

screened, the term Aviewero conveys a mc
alongside fellow viewers; while cinema bothea® ar t and an i ndustr

carry social and cultural connotations.

AAudi enceo (taking into consideration th
types of media) is defined by the theoreticians as a construct by rhetoric in order to

create ad manage the masg€ng, 1975)However this concept has been revised

by such film scholars, who recognize the effect of audience in content and the
diversity of audiences regardless of their size in numbers and theirgmederin

media. Resorting to cognitive theories, Bordwell and Thomp20h2) presented

a more active picture of the audience. They claimed a position for the audience in

which the involvement of such audience in prodgcmeaning, following and

articulating on the narrative, bringing pieces of edited scenes and forming a plot

with theories and claims. The key point in their analysis was that if the audience is

able to do so it is thanks to the formal features relatdeetoonstruction of the film

and the meaning which is produced. Therefore this view is not on the cultural and
social side of the spectrum but rather on
i's the focus. Il n t hi s ettosigifythe pedple whoe ma a u
considered as a group and coming from a defined smoaomic background,

watch (or have the potential, interest and intention to watch) a film together or

separately in a movie theater and harbor the capability to geneeateings,



practices and uses by establishing a relationship with films, with each other and

with the given time and space.

AiMoviegoingo and fAmoviegoero are two relzé
of audience studies and film studies, referringh® activity of going to movie

theaters to watch films on a regular basis, as a habit. The concept has been used
often in fAnew cinema historieso studies
order to include all kinds of places of film exhibition. Cegsently, moviegoer is

an individual who has the habit of going to movies as a routine practice.

1.4. Limitations, Delimitations and Assumptions

The main limitation of this study concerns the restricted coverage, in different
cultures, related to the aitdctural character and fashion of places of film
exhibition. This is mainly because the birth of cinema (and its rapid embracement
by society through film exhibition sessions as leisure time activity, technological
and artistic developments) first tookape in North America, the UK, France and
Germany and subsequently spread from these regions. Therefore, discussions about
the early years of cinema and film exhibition discussions are mostly based on a
western discourse. However, throughout the thesisqjand the case study focuses

on Turkey) the adaptation, perception and implementation of wesased
theories and observations are clinically studied bearing in mind-eooiwomic and

political differences/particularities.

Thest udy 6 s a rcasls stiicéydimitadrt 2ol Afrmo vi e deveralat er s 0
reasons. First of all, the 6émovie theate
film exhibition institution which bears a clear goal for its economic motivation,

together with the function ahe place. Although in time, these definitions have

been blurred or have outgrown themselves, they are still structurally eligible to base

further intellectual interpretations and spatial modifications. The second reason is

the lack of comprehensive stadion the topic, especially on moviegoing places in

Turkey. The lack of balance in gathered information especially about movie



theaters in Ankara reflects itself while giving context about the period. However,

this also proves that with a rich set of inf@tion it is possible to narrate a better
understanding of the period, the architecture and praciites, this project, an
architectur al h i g asaffirgt stagé to @ mooevnclesivetstudyat er 6
which would also include more ambiguousnis and places of film exhibition,

such as the early examples of bars, schools, bathhouses, hotels, open air cinemas,

traveling cinemas, and so on.

1.5. Literature Review& Commentary

When architecture historian Spiro Kost¢f985)wrote that architecture was the
Amaterial theater of human activityo, an
his argument by stating that architectural history writing basically consists on

writing a coherent narrative about that eral theater and its use. In this way, this

approach towards the history of architecture and urban landsgapther words,

the particular spatial organizatiorisees them as central to the organization of social

life. In the early pages dihe Place bthe AudiencéFaire, Jancovich, & Stubbings,

2003) i t is noted that Afhi story does not t
organized spatially, and spatial relations are therefore both open to, and a necessary
elementin,pl itics in the broadest sense of tF
explanations, a movie theater is to be studied alongside its use; and movie theaters

as architectural produétse. in a neighborhood in a particular time periaghich

regulate social @anization.

The show starts on the side wélkR96)an architectural history book about architect
Ch ar | e“desigrs eridsbuildings written by Maggie Valentine, provides a
framework for the contradictioresulting fom t he &éi nsaned amoun

theaters in the world and how little amount of research have been done about them

4S. Charles Lee (1899990) is still recognizedsaone of the most prolific and distinguished motion
picture theater designers on the West Coast especially in Art Deco period. He contributed to the
designs of more than 400 theaters overall.
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comparatively. She writes (1996) that A me
the significant contribution of the theatre environment scial, film and
architectur al history. o While film histo
fil ms, architectur al hi storians Ahave eit
the architectural style of the movie theatre as mere folly or haseribed it as a

variant or derivative of legitimate or live theater andrdpean operfouse

architecture (Valentine, 1996)However; the generic movie theater established

and matured its form within a dialogue resultingni the experience of watching a

film and in line with technological developments in the industry.

In the contemporary world, the economic and social reality of the cinema industry

and the role of mass entertainment in urban life do not exclusively diemethe

movie theater. However; this has been the case only in the last three decades. In her
article, which starts with a quote attributed to Le Corbusier (an architect who both
made a filnf and built a movie theat®ri Ar chi t ect ur e yatwad f i | m
arts of - Bruno (2002)bmreg® together architecture and cinemand
correspondingly, the movie theateo argue that they practically shaped each other

interactively:

Cinema, the art of projectionmerged from the visual culture of modernity as a
medium of luminous transport. The invention of the light space of film was a
transformative moment in the cultural panorama of modern life. A new geography
of visuality was being produced as film was bomg architecture was at tleenter

of this transformation(Bruno, 2002)

5 L'architecture d'aujourd'hui(Architecture Today) (1931) Diréed by Pierre Chenal in
collaboration with Le Corbusier. The film consists of four parts with various examples of how
architects employ concrete and create living places. However, the center piece of the film is Le
Corbusier and his architecture in whidtey show us how to live a modern life in balance with
nature and technology.

*Neelam Theatre built in late 1950s in Chandigart
attempt left unfinished at the rooftop of Marseille apartment block and remamheds a concrete
screen.
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In another field of academia, that of film studies and history, Sumiko Higashi

unl eashed a new and |ively discussion wi
or a Baedeker Guidetoh e Hi st 2004 Hmashi dalls fonam awareness

regarding the increasing number of researches about exhibition, distribution and
perception of audience which do not implement an empirical research but a
histaricist one. Richard Maltby2007) based on his previous research and interest

in the field, finally named the new tren
Hi storyad. He defines hisgedistwntehi am d&ae
hi story of textheaf orekat if oc ssocalghistoryne ci nem
of a cultural h st i t(2007) Bhasé efforts concerned not so much with the

textual features of films buather on the context that their exhibition creates with

the involvement of an audience, reception, spectatorship, exhibition service, place,

or distributon-basi cally a O0social experience of
i require mainly empirical search and data. Therefore, Richard Maltby, with his

definition, emphasizes the interdisciplinary nature of the field and encourages the

inputs of scholars coming from the fields of urbanism, architecture, sociology,
demography, ethnography efthe bookCinema, Audiences and Modernity: New
Perspectives on European Cinema Hist¢®p12) edited by Maltby with the

collaboration of two other film scholars who are also leading figures in the field of

New Cinema Histories Da&#l Biltereyst and Philippe Meers, is an inclusive

collection of articles from various fields.

In an era when academics and critics have been predicting the end of theatrical
exhibition since the early 1960s, through innovations related to the distnilaunib
exhibition of films, cinema has lost its audience in great deal of numbers, mainly
with the increase in accessibility and affordability of TVs. The impact of the

decrease in theater audiencean be observed in the spatial organization of cities,

" The numbers from a research in North america shows; In 1930, more than 65% of the population
went to the movies weekly. In 2014, The graph shows a steady percentage below 10% of the U.S.
population that averaged going to the uies weekly since around 1964. Source:
http://www.businessinsider.com/mové¢tendancevertheyears20151
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the closure of cinemas, converted exhibition halls, a decrease in central trade
function, the downturn in the sidmisiness of cinema etc. In short, urban centers
suffer this loss much more than rural settlements. The interdependence between
cinema and urbamodernity has been discussed widely and intensely by scholars
firstly because, the invention of the cinematograph took place in-189ra of
modernization accompanied by urbanization and fastened industrialization. Thus,
the interference of two aspis in time and space (beginning of"2@ntury and the

urban sphere) laid the groundwork for the emergence of movie theatres, the activity

of movie going and the establishment of a movie industry.

Both from the field of architecture and cinema contidms in relation to
modernity have been a vast interest to this study. From the field of architecture;
Hilde Heynen contributed with her bodkchitecture and modernity: a critique
(1999) bridges the gap betweerchatecture and social sciences in relatim
theories of modernity while giving clear explanations of the terms and concepts
have been used in the discussions. Esra AKdaanslation Theory and The
Intertwined Histories of Building For Seovernance, 2018)bringing the
translation theory into the discussion of moderantghitectureallows for a more

comprehensive analysis especially in the cases ofwestern contexts.

From the field of film studies, Tom Gunnir{$999) recently retired film scholar

who has over hundred publicatiopsesents a modernity theory where he discusses

the history of the early cinema and modernity are intertwined histories and both are
driven by the notion of the culture of shocks. Thus, byodhicing the concept

Aci nema of attractionso, he claims that
practice of moviegoing arthe reflections of modernity. Along with Gunning,

scholars likeCharney & Schwartz (1995), Friedberg (1993), Rabinovitz (1998),

Singer (2001) contributed to the discussion of cinema and modernity. Miriam

8 Discussed bZharney & Schwartz 1995, Friedberg 1993, Gunning 2000, Hansen 1994, Rabinovitz
1998, Singer 2001, etc.

13



Hansen(2012) a wellrespected film scholar, focused on the topic of cinema as an
experience and gave a critique by turning to Frankfurt Sciwbdé describing

cinema as a public sphere generditedhe conditions of modernity.

Studies in the field of architecture al
exclusively about movie theaters in a given time and space (including architectural

detailst he architectds vision, a comparison \
to more contemporary examples of cineb@sed architectural projects
(compilations intended to inspire architects and designers). While the first examples
generally start with ahort history of cinema and movie theaters without proposing

a theoretical discoursasin Gr egor y A MovidairiglineAmérga : a

sourcebook in the history of film exhibitigg002) J e s s e ThHeoSowtherd

Movie Palace Rise, Falland Resurreatn( 2003 ) ; RiCoémas d InGr ay 0 s
Britain : A History Of Cinema Architectur@011),the second kind of examples

focus on technological advancements by placing cinema in algtmmtext:

Charl otte Her zogbs AThe Movi e fRtal ace a
Architectur al n&t R& ebExhibigiah & Filin readef2002);

ChrisvanU f f e Cirema Buildingg2006).

Researches about Turkeydéds moviegoing pl a
of architecture or film and cinema studies/e notably mushroomed during the last

decade. In the case fs t a Mustafd Gokme(1991)was the first to take on the

task of compiling the movie theaters of Istanbul (their locations and owners) based

on the proarement of building plans. The book, which does not provide any
particular narrative about the cultural and social conditions of these theaters,
functions more as an inventory for futur
1999 Burcak Evren publisheitie bookEski Istanbul SinemalaD ¢ Kk  kraét ol a
writing the stories of some movie palaces as a memoir. In the last decade two books
based on highly detailed archival sources have been published: they deal with the

early years of moviegoing and exhibitions. The first ofaiss'ten Peréya Sinema

v e Rum Si (R0&4dnlaycSald Bazis and Yorgo Bozis; the second is
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Sinemanén Ksltlaawi@@ule'rad i KI k eY @047 writtenMac er al
by the leading figuer o f Anew cinema hi st oNekiles O i n
E r dan.pli Ozuyar, film historian, also published series of bdaksout the early

moviegoing inOttoman and Republican Period in Turkend selection of literature

on cinema in Ottoman magazines.

The academic literature about moviegoing and movie places in Ankara, on the other
hand, is not as abundant. In 2013, Bre | ¢ ugj] i n his PhD di sse
Position Of The Cinema In The Development ®tiblic Sphere; In The Case Of
Ankar a o, ovides basit hisfonical information about movie theaters in
Ankara, argues for the importance of movie theaters in the establishment of urban
public sphere by considering cinemas as a mass communication tool which affects
the public spacé an effect whiclspreads riding on the process of modernization.
He also analyses cinema as a form of spatialization brought about by emotions,
information and ideology, and thanks to its nature, which is based on distribution,
production, etc. Therefore, the decisionwdfat is to be seen or not seen is a direct
consequence of the public sphere. Another conclusion he arrived at in his
dissertation is the creation of the abstract and material publicness of cinema through

architecture, which eventually contributes to theation of public sphere.

Gulseren Mungan Yavuztki, an independent researcher, contributed to the
literature with three interrelated articlsabout movie theaters in Ankara. She
provide materials from her personal archives: cinema magazines, tickets and
leaflets; as well as a diary of a famous writer (Nurullah Atac) and his moviegoing
routine in Ankara. Turan Tanygr Si ne mal ar, @anotéer indeperildn? )
researcher and writer specialized in the urban history of Ankarsstructed a

9 Ozuyar, A.,Sessiz Donem Tki Sinema Tarihi / 1898922 (2017);Har i ci ye Kori dor |l ar
Sinemga2019)

O Yyavuztirk,G.fAnkarad a bi r B¢y ¢ k Si nfenkaa rVaadrddaé oY a( y2e0ndl 9a) n; m &k
Der gil erinin Kés®&t daAmikm-reasdidoaG(n2ros@@de; man
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rather complete story of movie theaters
cultural social life. Vakur Kayaddd999) a scholar in the field of communication
sciences, publ i s h evig theaters. &imilailycan eral Aistckya r a 6 s
book has been published tackling the memoirs of Behi¢ Kbdksal, a cinema
projectionist who worked in the most prestigious cinemas of Ankara starting from

the late 1930s. Even though these sources do not providedatddrmation about

neither architectural nor building processes, their importance relies on the fact that

they are filled with anecdotes, personal observations and pubtioogiregarding

those theatersSinemada Son Adam: Makinist Ramazan Cetin: AnkaiSi ne mal ar é
Tarihi was published in 2008 based on the memoirs of another projectionist of

Ankara.
Umut KkKumnu, an interior architecture sch
findings of the project ASivil nBmamar i Be

(which happens to be the case study of
Apartment Blocks) by drawing attention to the aesthetics and design of the building
alongside the image of modernity represented by the buildings. The research project
AAmk adda Kz Bérakan Mimarlaro had a dos
Tekeliojlu following a panel in 2017 wher

had been analyzed together with the s@@onomic conditions of the time.

Over the years the loAgsing architecture magazine of Turkéykitekt, published

articles about plans, regulations, foreign cases, competition calls, and opinion

pieces dealing with movie theaters. These articles provide a great deal of insights

about various approaches towardewve theaters in different periods, while

positioning the architectural practice of movie theaters within the market conditions

and trends in desigiror example, irArkitekt Mi mar  HiaSkiknéebmsa Bi nal ar
(Cinema Building)was published in 193fo give and compare examples from
Europeds cinema buil di ngsmowe tieaters washn T ur K ¢
increasing. The articles about movie theaters, especially in 1930s,gteaidnain

sets of information. The first set dealt with the opinion and information delivery,
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the second set consisted of various movie theater projects both in Turkey and in

Europe.

Movie theaters which have been closed down, demolished or transféomed

different purposes have also been immensely romanticized as nostalgic places by
thenaudiences, a point addressed by researchers as thy adopt oral history
techniques. Annette Kuh{2002) a scholar whose interestdi@articularly in the

memory aspect of audience studies, although pointing out the value of individual
stories also warns researchers of exagger
unleashing of heartfelt emotions towards past. For this stadyofficial

interviews! were conducteavith therraudiences for any of the movie theaters

mentioned in this thesis, since it mostly sits outside the scopleewésearch.

However, the results of oral history studies in the field of architectural history in
Ankarawas used as a sourcehe most useful source for developihgs study is

the PhD dissertation @¢f &€ | ga IRwe;s ui olfje Tunal i -1880st mi Av e
The Formatiorof a Public Placeiddn k ar ao i n which the inter
of T u n HilmeAvenue focus on the everyday places and practices in the given

time period covered by this thesis.

11 Even hough, an official interview was not conducted, A meeting was held with Ayhan Nergiz
(the owner of the two movie theaters of the case study) and Zafer Géker (the manager of the movie
theaters) in a sociaontext about their building activities and cinemanagement.
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CHAPTER 2

THE MOVIE THEATER

Ne i -1i ndeyNem dzea nbasnséoni,t ¢ n d
Yekpareg ni Kk bRar -aanléann m@k ak éxk
Bir garip riyarengiyleUy umuk gi b her «ke
Ruzgardaucantiybii®@eni m kadar hafif ¢

Bakeéem %Sjuktuemiuz, bucaksez defji
K-im muradébms éer most suz bir
Koku bende , linmu ks adrgmaykaé ks e z me kKt e

Mavi , ma s marvti a P amelterimye K z

Ahmet Hamdi Tanpinaf2002)

2.1. A Cinematic Situation

In this part of the chapter,t h e Aici nemawill be decodd:utteet i on o

architectural condition of the movie theater, regardless of the presence of audience

watching a movie; the cortéin of spectator whose motivation; experience and

presence in the movie theater; and finally the meaning created by the user; the

architecture and the liminal experience. Overall, the aim of#uisof thechapter

is to answer th questionwhat happens movie theater and who/what does it?

Roland Barthe§1989)

in his mostly personal ,essay,

describes the conditions taking place between the end of the filraxénty the

movie theateras aspectator. The nine paragraph essay features a condensed

interpretation of the experience of being in a movie theater, while referring to some

2Nezi h H20Dpjeaands Ahmet Hamdi 6s poem asmosie descri pt

theaterThe subject of the modernity who is in a
the m{yedkparnda m&nbil puaerb-ilail gaghiviee k a k &
€ kK &€ k, )@restiagshé nrcher body iz theemotiegheatem in the

SwWi mmi ng
mas mavi

in
bir

D »n

|
n

middle of moving images and sounds flowing through their time.
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vital questions in film theory. Roland Barth@989) equates leaving the movie

t heater to fMpowomiirg .o WitA ofi ntelypaoticsonetimat i on o
which fithe darkness of the theater preced
to street, from poster to poster, finally burying himself in a dim, anonymous,
indifferent cube where that festivalf af fects as a film will |
1989 p 344.

Rol and Barthes places the spectatorods en
Aci nema si t uafi whemtbe ideanof goihgeto asntoviegheedtes pops

up i n t he s pVeen hedshecheadsstowardsriodthe movie theater and
therefore arrives at the streets in the vicinity of the movie theater, his/her
surroundings also become a part of that experience. Therefore, the location of the
movie theater mat t ed sun did romntgo otdh ei nwalyo t(hi
philosophical terms) the spectator stumbles on various images, posters of the movie
he/she is about to see (maybe they appeared weeks ago on a magazine, or maybe

right outside of the movie theater.), leaflets advertisimgrtiovie theater, tickets

specifying the starting times, and so on. These visual mediums that lead the
spectator to the movie theater are the part of the service which movie theaters and/or

cinema industry produce besides the movies themselves.

INnRolandBar t hes 6 (ID&¥s ctr iipst ifiothhe darikniecd s of t |
the movie the thing that seduces the spectator; moreover, after all those streets and

posters he/ she has surpassed, Afinallyo
hi m/ her serl,f ainmbonfiyanodus, i ndi fferent cubebo
Afestival of ef fectso) wild be exhibiterct
movie theater fAanonymous and indifferent

be i n that tdaskuhe ollowingiquestions: Withaoti without darkness,

how can the movie theater be defined ar
Aicubeo to the city outside (i f 1t 1s at
the spectator in his/her seatd to itself? Is there any way we can identify ourselves

with the fAanonymityo of a movie hall? D
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spectators, and not to the architectural unit holding the ties of different human and
nonthuman agencies? What makes thé deni t i on of Aci nemati c
Roland Barthes relatable and common for all moviegoers, while cities, buildings,

halls are architecturally and socially completely unique?

Architecture and cinema meet at the movie theater with the purpose of hosting a
audience. Spectators bring the city and its affects along with them into the movie
theater. Bruno, in her booktlas of EmotionsJourneys in Art, Architecture, and

Film (2002) raises similar thoughts on the issue;

The story, set in the space of a movie theater, begins with architecture. We embark

on an urban tour with a visit to the interior of a movie house. Initially empty, still,

and frozen, the theater sl owl ywolkustomes en:
asit is activated by the people who come to inhabit it. The chairs begin to move as

music fills the movie house and sets it in motion, and as the spectators of the city

film move into the theater space. The ci
architectwal space of a movie theaté@Bruno, 2002, p. 23)

The relational conditions are generated by the architecture, the cinema, the city and

the audience in the theater space. The rhythm of the city is found in theobeam

|l ight projected on the screen. Therefore
Barthes or Aempty, still, frozend theate
who carry the city on their shoulders and into architecture. The layers of
relationshipsestablished in the movie theater, according to these two writers, are
based on architecture and cinema and on |

screen in relation to these two factors.

On a different standing point, we find Pritzker Przi@ning achitect Jean Nouvel

expressing his thoughts about what links architecture to cinema and vice versa. In
addition to that he also connects the architect and the filmmaker as competent pairs

of knowl edge of Atransversal i tsyherand e X

commentary on the issue by quotingther translatingNouvel;
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to experience a sensatiiio be moved to be conscious and be as perverse in

traversing the emotion as in analyzing iecalling i® fabricating a strategy to

simulate and amplify it imrder to offer it to others and enable them to experience

the emotiod f or t he pleasure of shared pleasur e
cinema, in the dimension of time and movement. One conceives and reads a building

in terms of sequences. To erect dding is to predict and seek effects of contrasts

and linkage through which one passes. ... In the continuous shot/sequence that a

building is, the architect works with cuts and edits, framings and openings ... screens,

planes legible fronobligatory poirs of passagé? (Bruno, 2002, p. 69)

What Naivel provides as a different layer of discourse on the space of the movie
theater reorients the discourse towards t
While Bruno and Barthes speculate on the recepgiabgt an already built (purpose

built) architecture, a form of already produced moving images and an audience

ready to observe andban s u me wh at 6 sNowel takeh ane step lbaeke n

and looks at the production processes of architect and filmraalerspouses them

in their motivation regarding their final product. The will to generate pleasure,

emotion, movement in a shared space (as an experience of the user) is eventually
materialized in the architecture (of the movie theater) as well as inbfjlnts

creators the architect and the flmmaker. In the movie theater space, the observer

of the fAcontinuous shot/sequenceodo of arc

moving images on the screen.

Going back to Roland Barthes, it is in his descriptioof fAa ci nemati c
(where the spectator is driven by darkne:
fil mo. The fascination |ies in the idlen

theatelii the site of availability. He writes (1989),

Inthis urban dark that the bodyds freedom i
possible affects emerges from a veritable cinematographic cocoon; the movie
spectator could easily wgupumdapor lludrgtic t he si

BBruno cites to Jean Nouesl|l cciiLasncenchstes@2nBup
in CitesCines, Paris: Editions Ramsay, 1987 (exhibition catalogue), her translation.
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is because | am ended that | work and glow with all my desi(Barthes, 1989, p.
346)

The spectator, by limiting his physiologic activity and becoming one with his or her

seat and the surrounding ar chithebeamamur e, 0]
of light and shadws enabling the film. Therefore, fascination, enchantment,

fantasy, disengagement with the reality all occur within the movie theater. When

Barthes wrote his essay (in thed-709, cinema was by far a substantial part of

everyday life, besidesbeingand ust ry and a common habit.
fascination of filmo was not to be founo
rather in the surrounding conditiolsNevertheless, the account given by Maxim

Gorky about his first experience in a moviedteg suggests similarities even more

than half a century before Barthesdé. I n 1

his first experience with movie theaters as such;

Last night, | was in the kingdom of shadows. If only you knew how strangeoit is t

be there. ¢é it is not |ife but itds shado
Here | shall try to explain myself, lest | be suspected of madness or indulgence
symbolism. é& The extraordinary i mpression

my ablility to describe it with all its nuance@opple & Kember, 2004, p. 3)

An experience so complex even leaves Maxim Gorky hesitant, doubting on his
ability to put wha't he went t hrough i nt
cinematic experience lies beneath the interplay of darkness, light and shadows. The
il lusion of motion and the sheer spectre
pessimism (with which we still regard the developing mass media in contemporary
soci@edy@ d&di senchant ment wi t fPopple&t ai n a:
Kember, 2004, p. 3Me anwhi | e, referring to a movie
shadowso, reveals the 1 mportance of ar c|
Aki ngdomo holds every aspect of the expe

14 Barthcompares watching a movie on B¥ home and watching it in cinema. At home, spectator
cannot detach herself from the saunding, therefore, the receptiveness level is quite low, thus the
fascination.

22



Architecture, the structural procurement of the function, while once regarded as a
0kingdomdébd in the early years of <c¢cinema,
(as he invention and the experience became more mature and common in time) to
more modest monikers: first to palace, then to arena, then to house etc.

As Gorky mentions in his text, fihrne spect
createsatensioninspact or 6s mind between the reality
also blurs the boundaries between a realistic execution and fictional meAsim.

the site of spectatorship, the movie theater enables cingmaavisual medium of

representing / manipulating £fionalizing reality to presena realm of imaginary

also distressing attractions. Film had the skill to show the incredible and the

unlikely. Therefore, the screen and the hall became the site for the representation

of the fantastic and unusual.

The reognition of spectatorship in regards to the experience of film excludes the
assumption that the O6apparatusd of film
technological tools such as camera/projector. A&20607) in her book (where she

theorizes the pectatorship andthe conditions of cinematic experience),
conceptualizes the triangulation of projector, spectator and screen. She addresses

the complexity of the experience by suggc
three: of the technical (projeot), the physical (seated spectator in darkened
auditorium) and the psychic (the psychological effects of this configuration and of

the film viewed) o (Aaron, 2007

Even though her point of view is more defined than that of Bruno and Barthes,

Aaroni s wi lling to welcome the integration
operations and the creators of films and
effects of t his configurationo. Spectat
Apsycholexgiscal tehfef recognition of the ind

the fascination generated by the darkness, the duality of reality and fiction and the

disconcerting attraiins. However, as Aaron stated,
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Recognition always, ultimately, grounded in misrgnition. It is a process of
ideology that represents, an approximation, a generalization, a vagueness received

as accuracy. It represents, as Althusser
relationship é to thei rsystemafbubjecoforndationi ons of
hi nges wupon individual s6 acceptance of a

they have been interpellated as; that, crucially, they have exercised individuality and
choice (that is, agency) in assuming this identity. lloigy then is the willing
acceptance of things not really true, it is an embracing of illusion, and the illusion of
agency. What better place, then, to explore ideology than inaimedground of
illusion: cinema(Aaron, 2007 p. 8)

Cinema eventually works ideologically to
of i magined relations that depended upon
its reproduction (Aaron, 2007, p. 9)Eventhough the aims of this thesis do not

i nclude a discussion on the philosophy o
work and the way Aaron utilizes it pave the way for the conjoining of the effects of

material and social conditions with psychologicaé®in the space of the movie

theater.

In this thesistheinterest lies on the diversification of these effects generated in the

movie theateri namely social, material and architecturdly decoding these
configurations and then bringing them together thié while keeping the
architecture of the movie theater at the
cinematic situationo, and the huaman scal ¢
will concern with questions regarding the social and spatiehsions of this

experience in retrospective. The intien of the cinematograph sdtet bases for

the creation of movie theaters where people come together with an aim of watching

a film. However, the act of people coming together to watch a spectéiglet@nd

shadows was not exclusive to cinema alde next sectiotooksat the precursors

of cinema in order to locate what is truly inherent to the cinematic

situation/experience which is shared from theater to theater.
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2.2. Light and Shadows: Prectsors of Moving Image

Movie theaters as purposefully built material spaces to exhibit films emerged
through the invention of the cinematograig magical invention which enabled
moving i mages that were Obigger than | if
of proper movie theatres, enthusiastic entrepreneurs of different times and places
were gathering people to screen various sorts of moving images in bars, cafes, halls
and private saloons. Even though, they consisted in light and shadow illusions, they
may be a starting point from which to discuss the possible preparatory effects they
had on the public before cinema. The historical roots of cinema can be traced in
many ways depending on the approach, including those researching the
technological developmé&n which finally resulted in the invention of
cinematograph; the epistemological survey on the establishment of a certain kind
of visual art; or literary review of the artistic form. However, for this study what is
most relevant is the evolution of the Ed@ractice of bringing people together in a

place, in front of a screen, so that they may be amazed by the movement of light.

Regarding the precursors of film and its exhibition, the very first examples can be
found in 500 BC, in China. Chinese philokep Mo Ti described the inverted
image on the wall that was produced by light going through a tiny(Gel&am C. ,

2007) Aristotle also mentioned a similar image a century later. Anthemius Tralles,

a mathematician and archstefrom the Byzantine period of Constantinople,
experimented with optics and lensekich would date the origins afamera
obscura( t h e ° d a mkhe 6trocentudy/Phis device enabled light to be shed

on a surface or a screen, wittethelp of a smalhole or lengCeram C. , 2007)
Thecamera obscuravould be used and valued in various ways over the centuries,
but the relevant point in here is that it enabled the use of a screen. Where there is a
screen, there are spectatar Screen i s an el ement whi ch
especially when images are projected on it with the help of light and illusions.
Moreover, when there are people gathered in front of this screen devoting to it, fully
or partially, their attention,hen we can start talking aboutlas gathering as a

publicevent Since the screen has images that are the representation of materials or
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abstractions, it carries its own message. The delivery of this message and the
peopl eds r ecept imenhe definitian tof maediai exeéhdngeyandb e ¢ o

communication

Figure 2 The Magic Lantern. An aquatint print Figure 1 Robert's phantasmagoria at the Cour (

depictinga magic lantern entertainmeny 3. Capucines in 1797Source: Internet Archive)
Johnston, 1822 AlBource: London Museum)

The magic lantern was invented by Athanasius Kircher in 1671. He used painted

images on glass plates and managed to project them on a screen with the help of an

oil lamp and lenses. The moveneithe screen or the magic lantern would give a

motion to these images which would fascinate its spectators. In Mteeh8ury

came the phantasmagorias, possibly the most similar experience to watching a film

on the screen. The term comes from thenEingohantasmagorigin itself derived

from the Ancient Greeki Y3 Uy psh@ nt asma, #Aghod&bd) Y+ posS
(agor 8§, fiassembl y, -igaa? heyWingor) e ¥#? ,t hfiet os usf
p ubl i(Esaesser) 2018 hantasmagorias, some might argue, perhaps belong

to a differentype of entertainment, closer to a circus. However, even the word itself

is particularly telling: gathering and/or speaking publicly. Moreover, the concept of

ghost carries by itself the notion of enchantment.

The technique used in Phantasmagoria wasra bf horror theatre that used one

or more magic lanterns to project frightening images such as skeletons, demons,
and ghosts onto walls, smoke, or séransparent screens, typically using rear
projection to keep the device out of sight. Mobile or pdetaibojectors were used,

allowing the projected image to move and change size on the screen, and multiple
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projecting devices allowed for the quick switching of different images. As Mervyn

Heard wrote in his book Phantasmagoria (Heard, 2006)fial t hough t he
phantasmagoria was an essentially live form of entertainment these shows also used
projectors in ways which anticipated 20th century fdamera movemerdsthe

'zoom', 'dissolve’, the 'trackigh o t ' and superimposition. o

On Féruary the 12 1892 Léon Bouly got the patent for an invention of his named

the Cinematographa motion picture film camera. He was referring to a Greek

word signifying the Awriting i n movement ¢
the Lumiére Brothex. The duo would work on the machine while also resorting to
Thomas Edi s o nidhslinguistit eodt of svlich @ls® harkens back to a

Greek word kinesis meaning motion and exhibitionkineto ("movement") and

scopos ("to view") (Ceram C. , 2007)it is obvious, when analyzed both
etymologically and culturally, that the emphasis of this new groundbreaking

invention always was on its motion, on the possibility of images being moved.

The heritage of the cinematograpbinght all those formers meanings into the early

movie theaters: the dark roomphantasmasgathering, to speak publicly, magic,

light, writing in movement, motion and exhibition. Therefore, based on the key
concepts involved; cinema has always been akBobhto wi ng &é magi cal 6
images to the public by using light in the dark. Arranging, appropriating, then
finally designing the ideal place for it in the city; adapting the such practice into the
everyday life of individuals as a form of entertainment a&mlire; and the creation

of a whole industry engineered to produce the artistic, textual and visual material it
would rely oni all these dimensions were sufficient to make cinema an undeniable

phenomenon in 20th century

2.3. The Movie Theater and the Sarces of Its Architectural Style
This sectionprovidesa brief summary regarding the history of places of movie
exhibition and discuses how movie theaters as we know them are the result of

tradition, progress, economic and architectural efficiency andlsaggpropriation.
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Le Sortie Des Usines LumiefEmployees Leaving the Lumiére Facomas the

first film of Louis Lumiere. It was shot on 19 March 1895, only a month after the
Lumiére Brothers had purchased the patent of the cinematograph. The Brothers
organized several private screenings on 28 December 1895, in the Salon Indien of
the Grand Café in Paris. There were 33 people present for their first public
exhibition, consisting of a total of ten film pieces. Le Salon Indien of the Grand
Café was a rawo in the basement of said establishment. Simple chairs were aligned

facing the wall where a screen sayfhe cinematograph was placed among the

chairs of the rear rows. This felicitous
regardechs the birthop u b | i ¢ (Popptee&i{embeér, 2004)

Figure 3 The Lumiere Cinmatographe was Figure4 A Scene from the fillne Srtie Des Usines
introducedn 1895 (Source Universal History Lumiére- screened at the Grand Café (Sourh#ps:/
Archive/lUnhiversal Images Group via Getty theguardian.com/film/2016/may/23/rediscovering
Image$ lumierebrothersearly-cinemapioneer$

Still in its experimental period, the first place to host a film screening was the
basement floor of a café in Paris. A public plaeecommercial place without any
access to ligt, an urban gathering site functioning as an edtaevgs turned, with

minor arrangements, into an exhibition hall. In fact, thanks to the mobile and
portable cinematograph any place could have served as an exhibition hall should
there also be a screerhd early years of film exhibition mostly depended on the
possibilities of exhibitors. They had to travel around with their cinematograph to
show their films. Therefore, the traveling shows were result of the efforts and

capabilities of the exhibitors, wheer e f aced with the task ¢
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placeso. Town halls, |l odges, churches, s
halls, fairs, street carnivals, amusement parks, circuses, parlors, pawnshops,
museums and restaurants were among the plases by traveling exhibitors.

Following the footsteps of individual exhibitors, entertainment institutions and
commercial businesses were the first to integrate film exhibition into their programs

as a new entertainment medium with deserved the highesiblgosxposure. As

Charlotte Herzog1981) stated, in her research about the roots of architectural
formation of movie places in U.S. A, fdpeoj
the other amusements. And in caseriwvies failed, business would continue as

before. The earliest outlets were located in business and entertainment districts,

were easily accessible to their audiences and has the physical and architectural

facilities needed to attract entertainmeatkers (Herzog, 1981, p. 18)

AND CAFE DE PARIS - Acudémie de Billards HENIN

A H, Plerre, propridtalre Soupers chauds et frolés - Oevert 12 nult
TéL 08g
Art ot Phots, 3. ree Vaillant, Dijon

Figure5 The postcard athe Grand Café in Paris, 1900 (Source:
http://www.pariscinemaregion.friwpontent/uploads/2016/08/grand_caf&900
carte_postale_paris9.jpg

Between 1909 and 1915, vaudeville theaters had emerged as the most suitable
spaces for the exhibition of movies, since they met all the necessities required by
early cinema screenings: ASi gimilarushge e at er s

structures, their designs were often closely related, except that in movie theaters the
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stage area and scenery were only present in a very basic form or could be eliminated

al t og ¢Uffdlea,r2008) The archiecture of a vaudeville theater generally

Afal most al ways had an enclosed vestibule
into this | obby and was pa(Hdrzogp 198ltphe f r am
20). Ticketoffices had been a very important architectural element in this economic

rapport between owners and audiences. Therefore, having the ticket box outside of

the main lobby in later (and proper) movie theaters became a conscious decision

aimed at increasingpé visibility of the films exhibited, the accessibility to tickets

and the approachability of the person who was selling the tickets. In a way, the

ticket box was an architectural extension of the movie theater which enabled a first

contact with the publiand the street. This contact was supported extensively with

l ights, signs and posters advertising thi
al | passers pause and to dr @ezog, h98us ands
p. 20) In vaudeville theaters, mostly advanced and-velight out interior designs

were adapted: lounges, lobbies, foyers, passageways, check rooms, writing rooms,

tel ephone rooms ,gelad iseaskingdgmagionesr 2003)a n d

The exaggerated academic forms of architectural motifs and designs gave these
places a 6pretty facebd alongside fantast

be imported into the movie palace.

Moreover, on the other side of ti¢lantic another space which would become
commonplace for the exhibition of film would be the store theater, the origins of

which go back to the invention of tkimetoscopeln October 1888 Thomas Edison

wrote that he was e x pwhich does fotthereyye whap on an
the phonograph does for the ear, which is the recording a reproduction of things in

motion, and in such aformastobebdthecap, pr acti c é8bweand conyv
1967) His tinkering gave itsriiit as thekinetoscopeand 6 years after the first

mention of the idea, the firgtinetoscopegarlor was opened on April 14, 1894, at

1155 Broadway in New York City. It was a simple store with a ticket booth located

next to the door. A bust of Edison, neadut of plaster, was placed inside, and

posters and papers announcing what awaited inside were exhibited on the windows
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of the store. The architectural organization was very similar to what would be a

common film exhilttion place, the store theater.

Figure 6 A Kinetoscope parlor in San Francisco, cir ~ Figure 7 TheCastle Theatre wascated at

1894, analogous to a movie theatource: Washington, opened in 1904, stayed in operat
https://cmsassets.theasc.com/Kinetoscope over a decade as a store theater. (Source:
1.jpg?mtime=201809232254p2 http://photos.ciematreasures.org/production/pt

0s/214206/1500300956/large.jpg?150030005¢

In many stores and facilities where films were exhibited, the places which had been

temporarily separated for the exhibition of films eventually started to become more

permanent and finally received the name
mostly as h e e t curtain, whil e 6theateroé6 refer
moving to the side of the | ocationds eq!

musical instrumentgHerzog, 1981) These fAscreen adileater so
took over the whole spacof these establishments. Téiere theaters started to

appear as places for the exclusive screening of films, without additional or side
programs. Advertisement sheets and film posters were used to cover the windows

of stores to eliminate the ligh{Herzog, 1981) Still, in some cases part of the

window was left uncovered so that pasdgys€ould peek through and get a glimpse

of the attraction taking place inside, which often would be enougivaken their

curiosity and lead them insidelerzog, 1981)The architectural arrangements had

been adapted in a way that the changing of functions would be most efficient
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economically and spatially. Therefore, the entranceesite the ticket booth and

the seats were far from being permanent but rather movable and adaptable.

On the other hand, traveling shows, ci
where most ordinary people first experienced moving pictures, haduall
disappeared, and the transitory nature of these performances became regularized
and fixed to oppledKemnber, 2000 this peod, g widich

the transitional nature of these places was overcome, @@oages came into the
picture. Benjamin HamptofL970) in hisHistory of the American Film Industry
defines penny arcades as;

Store rooms from which the windows and doors had been removed, or set back, the
wide entrace hospitably inviting passeby to enter and enjoy the marvels of
talking machines and animated pictures. Usually the entrance was decorated with
garish circudike posters, and a mechanical piano or a giant rasicassisted by a
leather lunged barken advertising the entertainmefitierzog, 1981, p. 25)

That is to say, the architecture of penny arcades was welcoming in an intriguing
way, as well as spatially continual and esthetically attractive insofar it promised

doses of entertainment to the giag public.

As early as 1908 between two and three million people in the U.S. visited movie
theaters daily and soon a new medi um,
entrance fee of which amounted to five cents), replaced dime novels (a literary form
of narrative stories named after its cheap price) as the primary form of simple
entertainment for the masses. Particularly after 1903 the nickelodeon, a more
established and permanent version of the store theater (or whatever was still being
used, whether ibe warehouses, arcades, museums or parlors), started imposing
itself on the burgeoning film exhibition market, with a seating capacity from ninety
to six hundred seaPopple & Kember, 2004)Iit was the culmination of technigs

based on the presence of a ticket office, the open front, gaudy poster and light

displays, and aggressive sales technique of the traveling show, the concurrence of
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the penny arcade and dime museum; and the spirit of the Kinetoscope parlor and
store thater(Herzog, 1981)It combined them in a program of iconographic motifs

and created an architectural form which was to identify the exterior theemovi

palace and the movie theat@terzog, 1981)

Figure 8 Theentrance and the ticket Figure 9lInterior of a nickelodeon theater in Pittsburg. It was
booth of "Nickelodeon" of Pittsburgk claimed to be the first nickelodeon in the United Stg&surce:
in 1905. http://photos.cinematreasures.org/production/irest$93/1434)

(Sourcehttp://photos.cinematreasurt
org/production/images/892/143473:
7/medium.png?1434732847

The nickelodeon box office was either a separate isolated unit located at the front
and center of the vestibule with the doors behind or it was part of the building and
engaged in the center of the back wall of the vestibule with the entranceiand ex
doors on each side The second type allowed for the vestibule to serve as shelter
during inclement weatheftHerzog, 1981his was an advantage since nickelodeons

did not have marquees. Both of these formats had the boe ¢diting the street

and immediately accessible to the buying public. And no matter how these models
were later adapted in the movie palace, this relationship between the placement of

the box office andi¢ket sales remained important.

During World War I,the ascent of American regular movie theaters and store
theaters was challenged by thecsa | | ed 6éat mospheric theate
was inspired by the imaginary and flamboyant movie sets, which eventually
determined the aesthetic movie theatersld/embrace. In Europe, this trend gave
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some movie theaters a distinct character compared to theaters which generally

i mitatedBafftopeuenesa yl e of the Paris Opera
(Uffelen, 2009) A significant European example of this distinction is Hijman Louis

de Jongbs design of the Tuschinski Mo Vi €
1921.

Figure 10 Universum, Berlin, cinema building by
Erich Mendelshn, 1928
(Sourcehttps://artchist.files.wordpress.com/2016/1
niversumcinemaschaubc3bchn-berlin-by-erich-
mencklsohr29.jpg
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Figure 9 The postcard of uschinski Theater,
Amsterdam, ca. 193%ource:
https://famé6.static.flickr.com/5159/73946917
_e211bb3715.jpg

Figure 8 CinemaRex in Paris by Auguste Bluysen :
John Ebersonphoto from 1950s
(Sourcehttps://c8.alamy.com/comp/K369H6/rex

cinemaparis-K369H6.jp9
While the interior decoration of movie t
fairy-t al e 0, t hitectumpatteraslinlEurape stanted to increasingly focus

on Art Deco. Together with the evolving technology of the cinematograph, the
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i ntroduction of movies with sound (6talk
public, grand theatres embracing this r&wle, like the Rex in Paris (opened in

1932 and designed by Auguste Bluysen and John Eberson) started to emerge. The
theater harbored 3300 seats, and featured a prestigious interior designed by Maurice
Dufrene. In Berlin, Germany, the transition to a mwdstyle was also noticeable

in movie theaters; one of the best examples of this style is the Universum, built by

Erich Mendelsohn in 1928. Advanced methods of air circulation (which would be

one of the main design problems afflicting movie theaters) prenaded by a tall

ventilation shaft(Uffelen, 2009).The semicircular form of the building also

provides the angle for the main hall and positions the audience in front of the screen

with a curvy background.

As movie theaters gained more importance ialyc economically and
architecturally, new organizational and infrastructural problems emerged.
Overcrowded theaters required a better management of the human stream, who
were directed in an out of the screening hall through two gates (entrance/exit);
nights when several events were taking place in the movie theater were particularly
conflictive. One of the main design problems (which in some cases was even turned
into an opportunity) is the fact that movie halls require no outside light or windows,
and thus therefore the ventilation of air became a crucial aspect given that the
capacity of theaters often surpassed the 3000 seats mark. As an example of
alternative solution to this problem, the Tuschinski Theater stood out by introducing
Afla sophiusti @aatdechid passage systemo, whic

room in which new blocks of ice were dept

Following the Second World War, cinema buildings in Europe and U.S. generally
followed the modern architecturiaénds. While movie theaters were adapted to the
urban sphere, the opulent characteristics of the theaters, alongside the excitement
felt by the public in regards to the act of going to the movies, were eventually toned
down due to general developnts insociety and technologyHowever, in the

evenings, theaters and the scene they spawned would outshine any other facility in
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the city, and they would continue to be, for decades to come, the magnet of public
attention. However, technological advancementsiema industry would translate

into changes in the interior design of the movie theater. Uf{@@d9)writes,

The opulent decorations disappeared and the auditorium and projection area
increasingly developed into gshduldfii nvi si
distract from the film and in which the setting should not reflect on the action of

the film. The Black Box of the auditorium symbolizes the head of the director

with whose eyes the audience should experience the events obthe as

conveyed byhe screen.

However Opreciousd the experience of the
the 1960s high capacity movie theaters were starting to change substantially and
underwent structural transformations: they were fragmented into smallerediff

screening rooms or halls under the same movie theater. When the 1970s and 1980s
arrived, especially in Europe and U.S, the competition between cinemas and
television, which battled over the control of the general public and its leisure and
entertainnent, finally had a winner: the latter. Movie theaters were not the
6commondé source of evening entertainment

of this era were generally built as a part of multifunctional structures and buildings.

Moreover, after theemergence of television, technological advancements had

pushed movie theaters into new directions in screen ratio. Uff20€89)suggests

that @Ato compet e -mmifitmwastdevelepedi, asiwelinas the he 70
widescreen formats (1:1.66, 1:1.85) and Scope (1:2.35, 1:2.55), which laterally
overstrain the human eye (1:1.54) pulling the observer deeper into the happenings

on screen. o0 Eventually, existing movie t|
order to srvive in cinema business. In the following decades, the expenses
resulting from the need to keep up with the technological advancements and the
increasing monopoly of film distribution forced autonomous movie theater
establishments to make decisions alibeir business in competing with nigw

opened cinema centers run by companies in different Sibese cinema centers

would bring together diverse functions in order to support financially and socially
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their main activity, the screening of films. Ex@aent programs, bars, restaurants,

thematic exhibitions, etc. were considered as elements which would add to the main
motivation of the center. Regular film theaters located in downtown areas were

about to be challenged by even bigger establishments: the Blo mi ng o6 ci ner
compl exes6, which were generally | ocated
within the structures of shopping malls, a trend which intensified particularly in the

90s. These spaces were gener aofleisureadvert.

activities at onced; shops, cinemas, ar c:

Even though this chapter draws a very summarized and general picture of the
transforming situation experimented by movie theaters in western countries,
architectural traces offits transformation can be identified in many different cities.
For example, The History of Moviegoing, Exhibition, and Recepgtion
HOMERS Project gathers the projects of the historiesotiegoing places. The
projects about Brussels, London, AmsterdampriLyand many mone show

significant amounts of closed movie theaters.

Film exhibition in generalhas taken a course towards becoming a medium of
entertainment, activism, social engagement, education, etc. in many different
countries to this day. Nowadayseveral spaces other than conventional movie
theaters, such as cultural centers, museums, galleries or university campuses, are
used for film exhibitions, obeying to a wide array of different purpesemetimes

with economic motivations and sometimeghwout. With the expansion of the
Internet and movie streaming channels like Netflix or Hulu the spatial significance

of the movie theater has returned to the agenda. In order to discuss whether movie
theaters are architecturally and socially still vatidbur contemporary worldt is

time tolook at the interrelationship between cinema, movie theaters and modernity

(which is one of the concepts most often associated with the other two).
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2.4. Positioning Cinema and Architecture in relation to Modernity

2 4. 1. ATheAnopéadeirndi onkensi ono

The discussion on cinema and modernity cameed up with the accounts of

three modernist intellectual$heo van Doesburga Dutch painter and architect;
Blaise Cendrars, Swidsorn French poet and novelist; addrei Bely, a Russian
symbolist writer and poet. These three perspectives stem from similar topics of
debate regarding cinema that have been tackled in previous sections: the fascination
of an audience, the question of reality, cinema and concept & apdcontinuous
movement. Moreover, these three accounts situate a further discussion of cinema

and modernity in different angles, which is the main purpose of this péne of

thesis.
Theo van Doesburg an Afextraordinary pan, nter 0
revolutionary modern architect, and gui

(Gunning, 2006), went to see a madvim the Netherlands in 1917. He then sent a
letter to modernist architect Jacobus Oud in which he expressed the thoughts and
fascination spaned by a chase scene and its editing, which allows for the
observation of an actor getting closer and farther repeatedly, in order to create the

continuous, evechanging, rapid effect of the scene. He wi@@06)

In an intensity of motion and light you saw people fall away into -exeeding
distances, then reappear the next moment. A continuous dying and reviving in the
same instant. The end of time and space! The destruction of gravity! The secret of
movement inhie fourth dimension(Gunning, 2006, p. 234)

Cinema had mad&heo van Doesbur(p modernist architect) question time and
space. He came to the conclusion that it was the end of both. It was also the end of
gravity. It was the opening of another dimensi@nt cour s e, Van Doe

rhetoric dealt with the effects of representation impoaedis perception; his

15 According to Tom Gunnin¢2006) he saw a slapstick comedy, probably a Keystone film, whose
title he gave as How Nathan Trapped the Mikadnd whose proper identification remains unlikely.
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observation about the continuous flow of opposite situations coming intdHide

unceasing regeneratidns the core idea of both cinema anddarnity.

Blaise Cendrars, an important artistic figure who notably influenced the modern
French literature scene, approaches cinema from a similar angle. He wrote:
ACi nema. Whirlwind of movement in space.
Like a chaneleon, the human mind camouflages itselfmaaflaging the

uni v efCergrars, 1992, p. 25Jhe voluntary surrender of the human mind to

the continuous movement is the most remarkable aspect of cinema, according to
Cerdrars. The makéelieve movement on the screen turns into a blanket covering

all questioning about the medium, the human mind and even the universe. Cinema
creates its own space out of movement on the screen and dominates the movie
theater and its audienc&he discussions on cinema and its power on space and
society coincide with modernityods power

driving forces.

Andrei Bely, a Russian symbolist writer and poet, watched the British trick film
AThat Fat a®807. fatee bezweole the follovling observations about his

experience;

Man is a cloud of smoke. He catches a cold, he sneezes and bursts; the smoke

di spersesé The cinematograph reigns in thi
Paris, New York, Bombayn the same day, maybe at the very same hour, thousands

of people come to see a man who snakzeeho sneezes and explodes. The
cinematograph has crossed the borders of reality. More than the preaching of
scholars and wise men, this has demonstrated tg@ewhat reality is: it is a lady

suffering from a cold who sneezes and explodes. And we hetd on to her: where

are weqTsivian, 1994, p. 151)

What is remarkable about the cinematograph for Bely is its power to overcome the
concepts of space andafligy as we know them. The message of the movie has
crossed the borders of countries and rea

peopl edo saw it i n different countries. T
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her 0. Then t he wo ma n oimd xBely guediched the n d at
consequences of the message delivered by the cinematograph, the conditions of the
audience in different countries and in different movie theaters. The technology of
cinematograph traveled place to place with its message andelgfivBh doubts

regarding his own place. The cinematograph made the individual become a part of

a crossnational group of audiences. Now, on top of the distortion of the reality,
visually and geographically, the fact that it is not a-tme event but rder a

continuous spectacle with different messages started to be regarded as the essence

of the medium. Modernity, similarly, is consistent in being continuous, in defining
individuals and bringing them together thanks to a medium which would broaden

their perceptions about space and reality.

These three accounts, besides providing valuable clues in regards to modernity,
share the same kind of ambivalence and cynicism towards this invention and
experience. We will come across similar notions towards treceps of
modernization and industrialization in the writings of Simmel, Benjamin and
Kracauefi highly influential theoreticians and sociologists the works of which have
been widely used in the fi$ of architecture and cinema

Van Doesbur yeposcilaimgtetweenlbeing celebratory and doomed

as he wrote AThe end of ti me- anCkndpaaa!s

cynicism, delivered by his choice of wor
movement , Aever yt haunfgl awakehihgsacertdirnt kme of i d e a
critical fascination); or Belyds Vvision

all acknowledge the wonders of its expansion and at the same resent the
circumstances of their owrmrsepamei aalow?onf u

Statements like those early examples quoted, regarding cinema and its inherent

effects on the individual, would become more abundant with time. As cinema was

going through Aremarkabl ed0 phases of trar
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(2004) provide a concise and sharp explanation regarding how this transition

intersected with modernity

Indeed arguably, it (cinema) became the arena in which the pressures of modernity
were most fully played out. Cinea typifies the emergence of a new populist
tradition that has dominated mass media culture throughout the twentieth century.
From a smalkcale and often artisanal enterprise, film production and exhibition
grew exponentially reaching millions across @eents, and branching across race,
social, gender, and age classificatidifpple & Kember, 2004, p. 5)

The fAarenaodo where Athe pressures of mo d ¢
cinema together with all sorts of asfgewithin the production, the consumption,

the cultures that emerged around it, and so on. Following this, a question arises:

how do we | ocate the fAmovie theatero in |
modernity which were exhausted? Or what othgpeats of modernity were

imported into the movie theaters, and through which agencies? Depending on the
agency, were these pressures ever perceived as pleasures of modernity? Have movie
theaters also been registered as places in which the pleasures aiipmada be
instrumentalized? If so, what was the role architecture played in this? How did
architecture operate these motivations in time and in different caseafiswer

these questionsywe need toevaluate how architecture and cinema have been

discussd in relation to modernity, especially to see if there are parallels in the
understanding of, on one hand, the relationship between architecture and
modernity, and on the other, the relationship between and cinema and modernity.

How have cinema and archdture been brought together by modernity as the main

Afarenao, in the opinion of current schol:

2.4.2. Architecture, Cinema and theTwo Sides of Modernity

AThe current, the new, and the transient
Hilde Heynen (1999) after having provided an etymological andstbrical
backgrounddfocomenndepnwi th these three d
associated with the concept of modernity. These three words are highly ratated w
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the concept of time and the nu&f®es of 061
the modern makes fAthe present different

the futureo. She then continues with a b
moderngation, modernity and modernism, which is essential to quotefarliype

purposes of this study:

The term modernization is used to describe the process of social development, the
main features of which are technological advances and industrialization,
urbanization and population explosions, the rise of bureaucracy and increasingly
powerful national states, an enormous expansion of mass communication systems,
democratization, and an expanding (capitalist) world market.

Modernity refers to the typical &ures of modern times and to the way that these
features are experienced by the individual: modernity stands for the attitude toward
life that is associated with a continuous process of evolution and transformation, with
an orientation toward a future thaill be different from the past and from the
present.

The experience of modernity provokes responses in the form of cultural tendencies
and artistic movements. Some of these that proclaim themselves as being in
sympathy with the orientation toward tifiture and the desire for progress are
specifically given the name modernism. In its broadest sense, the word can be
understood as the generic term for those theoretical and artistic ideas about
modernity that aim to enable men and women to assume coméothe changes

that are taking place in a world by which they too are char{gtynen, 1999p.

10)

Modernization, modernity and modernism, taken separately, carry meanings and
connotations coming from different fields of academia. However, Heynetesoca

the relationship among these three concepts as follows:

Modernity, then, constitutes the element that mediates between a process of
socioeconomic development known as modernization and subjective responses to it
in the form of modernist discourses andvements. In other words, modernity is a
phenomenon with at least two different aspects: an objective aspect that is linked to
socioeconomic processes, and a subjective one that is connected with personal
experiences, artistic activities, or theoretiedlections.(Heynen, 1999p. 1)
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This duality inherent in the meaning of modernity (on one hand, objective
conditions; and on the other, subjective experiences) have been discussed by
scholars in different ways. Matei Calinescu (Heynen, 1999) has cmutdhat in

the first half of the 9c ent ury fAan irreversible split
as a stage in the history of Western civilization and modernity as an aesthetic
concepto and further added that tchese t wc
ever since then. The main question asked by Heynen concerns this gap: what is the
position of architecture between meanings, definitions and modes of capitalist
civilization and aesthetic? Her book is written to answer this question and heal this

split between two realms. Briefly put, the answer is as follows:

Architectureoperates in both realms: it is unquestionably a cultural activity, but it is
one that can be realized only within the world of power and money. In the case of
architecture, aesthetmodernity cannot avoid entering into a relationship with the
bourgeois modeity of capitalist civilization(Heynen, 1999p. 12

In other words, architecture is both tied to objective conditions and subjective

experiences.

Modernity is defined alsawithin the binary concepts of programmatic and

transitory. Jirgen Habermas was on the programmatic end of the spectrum,
defending modernity fAprimarily from the
distinguishes the present age from the one that preced@dgynen, 1999, p. 12)

However, others before him had already disputed this perspective, such as poet
Charl es Baudel aire who, standing on the
the transitory, the fugitivahe contingent, the half of art of which the other half is

the eternal a(deynen,id9, p.dBnut abl e. o

Heynen resorts to Marxi st philosopher Majl
modern is to find owelves in an environment that promises us adventure, power,

joy, growth, transformation of ourselves and the wiréthd at the same time, that
threatens to destroy everything we have,
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(Berman, 1982, p. 15)Berman brings these two ends together by defining
modernity as the merged nature of these two contradictory standpoints. Therefore,
positioning architecture in Bermandés enyv

clash with each othgegives a more comprehensive set of tools to discuss it.

Film scholar and historian Tom Gunning also turns to Marshall Berman to support

his views on where to position cinema (especially early cinema) in relation to
modernity. Tom Gunning2006)o b s er ves how whil e fidescri
attractions, I emphasi zed what Marshall
modernity: its discontinuity, its sense of confrontation and shock, its explosive

nature, itsspeedamdi sori ent ation. 0 The aspect of m
very similar to Heyneno6s: both cinema an:
in this fAdissolvingo realm of modernity.
objective conditions and subjectiegperiences. Gunning further explains the flip

side of Athe systemic organization and r

Avant-garde and critical thinkers highlighted these aspects partly against more

familiar aspects of modernity that they also assumed: an emphasigstamic

organization and rationalization; maximum exploitation of resources; a pervasive

reliance on quantification and abstraction. Theorists of modernity such as Simmel,
Kracauer, Georg Lukacs, and Benjamin wished to reveal the dialectical flip side of

the processes of modernity (é) did not de
rational and systematic aspects of modernity but revealed that the process of
rationalization often entailed chaotic effects (effects that some of thém fe
revolutionary ptential). (Gunnig, 2006 p. 309

The birth of cinema coincides with the western phenomenon of modernity. Gunning
devel oped a theory for early cinema 1in
attractions solicits a highly conscious awareness of the filmeneagaging the

vi ewer 6 s (1299)iniotbes wotdy, the cinema of attractions is not about a
coherent narrative, but it is motivated by the effect of shock and fascination
produced on an audience. Gunning defdmdgoint of view by taking it further:

he states that the key role of early cinema amounts to their being the actual emblem
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of modernity. According to hinf1999) early filmmakers (the avaiglarde) were

able to capture a true sense of fascinationabouwtana : A ci nema was not
but they embraced its modernityo. The ra
transformation of <cities, al ongsi de with
apocalyptic and mil |l enni adiad8m gvokenebpther al s :

re-invention of life; and on the other hand, the absolute necessity of successive
destruction in order to rebuild the former conditions. The transformative aspects of
modernity (including that of cinema) anchored between these twocesated a

feeling of ambivalence within different agencies located in society (artists,

fil mmaker s, architects, deci sion maker s,
bold statements regarding how far cinema can be related to modernity are as

following:

Cinema, both as a practice and as a force that was understood in a variety of ways,
played a central role in the culture of modernity. Given its striking appeal to popular
sentiment, its mechanical force and play, its enlivening and contradictoigrtens
between picturing and moving, cinema methaphorized modernity. To deny this claim
would be to ignore the key role cinema played as an emblem of modernity, not only
for the avarngarde but also for the generation for whom its appearance as part of
everyady life was a novelty(Gunning, 2006, p. 301)

Gunning has often been criticized for his ambitious thoughts towards modernity

and the culture of shocks by film scholars such as Bord®@97)and Keil(2004)

in someoccasi ons. One aspect of t hese cCroi
i ncapability t o di fferentiate Apercept
transformations of modernity from the simptiaptations of human behavior to the

changes of urban and social conditions. According to Bordwell and Keil, another
controversial issue was the problematic envisioning of modernity in relation to

cinema by using a causadeffect approach. Gunning answereoth criticisms

and made his point clear by explaining that in modernity theory causality has never

been used in such simple way but rather in a transformative relational manner. In a

way, heai med at Ashowing i n what ways Sp¢
transformati ons t h@unhning 8006 . BOd)thereforemes d er ni t
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part of these factors, the historical transformations in urban environment,
transportation and communication, as well as the changiegnsnof labor,
redefined the everyddyi f e of people materially and
statements and his response to the criticisms presents a way out of the limitations

he set for early cinema and modderasii ty. B\
a noveltyo, he sets the right conditions
What happened after the early cinema period? Did cinema set itself free from the
shocks of modernity? After cinema of attractions, did cinema cease to be a part of
broader culture of conflictsPhe answers to these questions will also guide the
arguments within this thesis, with the goal of situating the discussion on modernity
throughout the 20 century, out of the western context (as in the case study), and

withint he cont ext of architectureds invol ver

Gunning puts forward an overarching answer to these questions which stems from
Bermands dwuality of modernity. Gunni ng,
fims-f rom d6attr act itigges@ change indtnegperaetioniofvthe 6

position of cinema in this duality. Cinema, as it was related to modernity by
Heynen, I's slightly removed from the Mnae
the Acapitalist ci vi |hewaadtiondrandisdépendend e o f
avantgarde filmmakers to the structural organization of Hollywood cinema; and

such film industry basing its model of development on schemes common to any

other American Industry. Aesthetic culture ended up being producdih vt
corporate industry. I n a complementary f
involves systems of containment and control as much as a new explosive energy.
Indeed, critical theories of modernity regard these two aspects as essentially

i nt er | (Gonkiegd 2006, p. 309)n further explanations, and by taking

cinema out of its narrative dominance and bringing it into the broader realm of the

city, into different forms of modernity, Gunning summarizes his tmrsias

follows:
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The new systematic organization through narrative dominance does not eliminate
the anarchic energy of the cinema of attraction and modernity; rather it sublets this
energy, using and transforming it. In other words, narrative developmante
opposed to the form of attractions, but this very dialectical opposition relates it to
other key aspects of modernity. Indeed the interaction between narrative forms and
the direct stimulus of audiences by thrills provides a fuller sense of tins fofif
modernity than the simple culture of shocks allof@inning, 2006)

After the cinema of attractions completed its full circle in modernity it ended up
creating an order narratiweise, organizatioiwise and spaceise. Gunning wants

us t o qtmg psoaeasl as areinteraction between the explosive shocks of
modernity as motive force and the transformation of these shocks into a regularized

and consistent motion, aatrsformation of shock into flaa(2006,p. 310)

Long before Gunning, d¢wral studies scholar, in 1974, Wolfgagghivelbusch

(2014) declared that the experience of riding on a railway was the emblem of
modernity. Railway signified the peak of comfort ammhvenience for travelers. A

traveler, during his or her journey, could even forget that they were in motion and

had the chance to pursue his or her endeavors. Therefore, the experience of railway
symbol i zed t he Aregul ari z e dhe camertt ofc onsi st
modernity. However, when a danger or an accident occurred due to various
situations (such as high speed or exceedaipacity of passengers or load) the
passengers and the public would be dramatically traumatized by the unexpectedness

of theevent. The shock, the traverse and the rapture produced by such a rationalized
technological invention and its experience disturbed the whole system. He
concluded that At his i nter acefihesnhe bet we e
dynamic of modernity (Gunning, 2006, p. 310)

Edwin S. RloadletJash @ the Movirg Ricture Sh¢¥902) illustrates

this situation by going one step further. The movie depicts a man watching a film
in front of the screen. Upon seg a train rushing towards him, said Uncle Josh
ducks for cover, thinking that the train will ride over him. The technology of

cinematograph had reached the possibilit
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theater; bringing a shocking element into theorality of a simple architectural

space. This was the cinema of attractions in the distress of modernity. The next step

saw modernity regenerating itself by carrying the distress embedded in every
moment of cinema and metropolis into the movie theBtentually, movie theater

became the place of that arena (of cineiu

p | e a s umo@emityimost fully played oat

2.4.3. Metropolis, Architecture and Movie Theater

In the early years of cinema as a place where it tumteda social and individual

experience, the movie theater had been mostly prominent in the metropolis. The
change brought about by modernization and industrialization in the big cities was
observed and registered by many writers, authors and scholarsigAthem,

German sociol ogi st GEe Marop8is andnddntal difee ar | vy
(1903) had already shed | ight on fAhow a
i nvol ves conf r ont (&dmerance, 2006FThad w chrel dsé ,r amigtehr
neverending circulation of goods, individuals, and images facilitated by
transportation and developing technology in media, infrastructure and economy,
hadtransformed to a point in which the omnipresent aspect of everyday life is its

strangeness and local community is disintegrated.

Ben Singer(1995) writing on Simmel and his essay "The Metropolis and Mental

Life" (a crucial text for Kracauer and Benjamin), comes to certain conclusions

about how modernity had been pérce e d : hageaob&smmebbs o.
hi ghly regarded tag for the metropoliso
addresses both #dAthe physiological and p

experier e 0 wi thin objective conditions

The rapid crowding of changy images, the sharp discontinuity in the grasp of a
single glance, and the unexpectedness of onrushing impression: These are the
psychological conditions which the metropolis creates. With each crossing of the
street, with the tempo and multiplicity of@wmic, occupational and social life, the
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city sets up a deep contrast with small town and rural life with reference to the
sensory foundations of psychic lif&immel, 1950)

Si mmel 6s depi cti on o ftainkindof pumdidilluroinatoh,i s c on't
a new situation of b e iCangdiaofomuschelartMaerday. |1 n ot
Pomerancg 2 00 6) observed, Awhat had once bee
dramatically depicted, broadcast, systematized for all to read a Kk nowo .

Pomeranceb6s thoughts on modernity and t

introduction he wrote folnis bookModernity and Cinema

The city was not only a topes of intense navigation and movement, a stuttering form,
but also the setting fomaunending circulation of talents, purposes, attitudes, and
personalities. If brightness was a torture because it vanquished meditation, so was it
a blessing because it vanquished what festered and decayed. It promised the cure: it
revealed the workings ofhe mystery as complex and beautiful and strange.
(Pomerance, 2006, p. 11)

Pomerance paints an inclusive picture of modernity for both its pressures and
pleasures. The functionalization of these aspects brings aboamttigence of

department stores, grand avenues, the railway, the telegraph, the telephone, audio
recording and the visual media, including photography and the cinematograph,
which would make fAthe world appear, mor e
ofte se media openly attracted fithe observi

special eyethe spectatarin the movie theater and in the city was subjected to

All the rich confusion of: light and electric stimulation (thus, scientific
development), tengrary and impenetrable relationship (thus, social mobility and
the omnipresence of strangers), alienation of labor from biography and history (thus,
the pervasive organization of capitalism and its form of exploitation), and onwardly
rushing movement (moweent in many directions at once, so that collision, and then
war, were inevitablé) the hallmarks of the modem world. (Pomerance, 2p062

-13)

Miriam Hansen, a grounbdreaking film scholar specializing in the epoch of early

cinema and its reception imass culture and the public sphere, brif2@M®)
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Pomeranceds point of view beyond observat
abundantly discussed how cinema studies provide inputs and insights to our
understandings of modernism and modernity busotg on migtwentiethcentury
modernityi t he fAmodernity of mas s producti on,
anni hi-and thée Brankfurt School. Hans€009) analyses the limits that

emerged between objective conditions and subjective experiences esthetia,

cultural and economic contexts of modernity:

Modernism encompasses a whole range of cultural and artistic practices that register,

respond to, and reflect upon processes of modernization and the experience of
modernity, including a paradigmatiansformation of the conditions under which

art is produced, transmitted, and consume
modernism and modernity, then, also implies a wider notion of the aesthetic, one

that situates artistic practices within a largertdng and economy of sensory

perception that Walter Benjamin for one saw as the decisive battleground for the

meaning and fate of moderniHansen, 2009. 253

Therefore, the public sphere had al so be
relationshp wi t h 6t hings, 6 different forms of |
affectivity, temporality, and reflexivity, a changing fabric of everyddg,

sociability, and leisu@ (Hansen, 2009 p. 253. Eventually, she includes

architecture and urban enemments alongside cinema as places where the
experience of modernity had been articulated and mediated in the realm of cultural
practices. At this point sh€2009)i nt r oduced t he concept
modernis®fit o combi ne t he di,ofeverydayusageywitht he qu
connotations of discourse, idiom, and dialect, with circulation, promiscuity, and

t r ans | gHamsén| 2009,tpy263)

16 vernacular modernism has a rich literature in the field of architecture. The wdReb6roth,

Dell Upton, and John Michael Vlaaten be consulted to for further research. Also, the journal
Perspedvesin Vernacular Architecturéknoxville: University of Tennessee Press) stands out as a
collection of academic works from tradition vernacular structures to modern vernacular architectures
and practices.
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Miriam Hansen(2009) after bringing the public sphere and cinema together in the

movie theater, claimshta t this is fAthe single most i
which the traumatic effects of modernity were reflected, rejected or disavowed,
transmut ed (blansem 209 p. R5&8)heepdbdic sphere of the movie

theater is an exteosiofi ekpBsoenakohwher
reflexivity creates an opportunity for in
subjects and other, i ncluding stranger so

experience lies beneath the eebangingflow in and out of the movie theateas

the architecture both affects the flow and is affected by the flow. In other words,
the technology of the cinematograph comes alongside a series of opportunities for
specific places, towns or countries. The indionms dictating the exhibition of a

film are technically fixed. However, the social, cultural and spatial practices are the
evolution of local conditions, everyday life notions, economic motivations and the

tactics and strategies of various agencies iramin the showing of movies.

244 LessonsdDeri ved From an Architectdos Accoun
Miriam Hansen, as stated above, based her theory of cinema and the public sphere

on currents emanating from the Frankfurt School and critical theespeclly in

her bookCinema and Experience: Siegfried Kracauer, Walter Benjamin, and

Theodor W. Adorn2012) where she described her main aim and methodology as
Afextrapol ating obser vat i lmahase ndtprimanlyore xt s b

explicitly concerned with film, which is how | had proceeded all along in my efforts

to illuminate key concepts in the texts
three writers in a conyverightadnicioema fimn or de
and publicness. Among these writdi& r acauer is identified a

17 According to Hansen, Benjamin used cinema tustrmict his theory about modernity. He watched

and wrote about the Soviet, Chaplin, and Disney films but not many more. On the other hand, as

fil mmaker and film theoretician Alexander Kluge
be summarizedingsent ence: Al | ove to go to the cinema; th
on t he (Hansen,2@08)0
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moviegoer, with a thick knowl éHargen, of f i |
2012)

Siegfried Kracauer was born in Bfeary 8, 1889 in Frankfurt, He studied
architecture and eventually obtained a doctorate degree in engineering. Until 1920,
he woked as an architect in GermaimyOsnabriick, Munich, and Berlin. In the
meantime he wrote philosophical studies, essays atidear He met and
befriended Adorno in 192(Koch, 2000) In 1927, his collection of essays on the
Weimar Republic, The Mass Ornamentwas published. The book was a
compilation of accounts of the places, the means, the fselimdgjthe everyday lives

of the masses. Dealing with the concepts of modernity such as public and private,
isolation and alienation, culture and arts; he wrote about what wasiaissetite
people of that erashopping arcades, filmshbooks, audiencesthe art of
photography, dancindnotel lobbiesFranzKafka, the Bible, and boredom.

Hansen (2012) suggests that AKracauer u

element within a larger heuristic framework aimed at understanding moderdity a

its developmentaiendencied (Hansen, 2012, p. 3Hansen further points out that

Kracauer, resorting to a more utopian way of thinking, saw cinemé am

alternative public sphemdternative to both bourgeois institutions of art, @tion,

and cul tur e, and t he t(Hamskn, 2012, mpab5) ar en a s
Acknowledging in the mediation its capitalist bases, he was somehow hopeful of

cinema being a medium to democratize culture. Cinensaanzart of the process

of mechanization which provides masses asgifesentation. This new medium

Ainot only traded in the mass production
horizon for the experi e(dansen, @El2p.i7H9.dustr i a

Therefore, it provided an alternative field for both the pressures and the pleasures

of modernity were involved.

What most relevant andTheWMdss @ramedfitmtheng f r om

aims of this thesis i sractioh,©n BeHirdspPictare n a me d
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Pal aceso. I n this piece, his interest f o
and how it transforms the audienc@ow architectural elements and their plays
create the fAstimul ati on idfthatKacaeewaa (it i
student of Simmel). He also muses on the culture of distraction, the programs that

were offered by movie theaters and offers critical thoughts on film as a medium.
Kracauerdés article, i n a way,ietmeateasnpl!l i fi e
operate architecturally and socially in a given time and pladgch is very similar

to the goal of this thesis. Even though his motivations in writing are not purely
academic, as an architect, as an intellectual involved with sociologynaiaad

philosophy and as hugely influential thinker and writer, it is worth taking a closer

look at this article (which deals with several focal points that have been presented

in this thesis so far and utilizes them on a case study)

Kracauer starts hisssay in an aggressive tone by criticizing movie palaces in Berlin

for not bei ngi ki mowioe btuhte abteeirnsg fipal aces
certainly has an agenda which includes the issues of mass distraction, palaces,
audience, theaters and moviedkers. Kracauer structures his article in a way that

all the players in the scene are positioned as relating to the architecture of the movie

theater. First, audience and the architecture:

Elegant surface splendor is the hallmark of these mass thaakerfiotel lobbies,

they are shrines to the cultivation of pl
The architecture of the film palaces has evolved into a form that avoids stylistic
excesses. Taste has presided over the dimensions and, in conjwittia refined

artisanal fantasy, has spawned the costly interior furnishings Gldréa-Palast

presents itself as a baroque theater. The community of worshipers, numbering in the
thousands, can be content, for its getigeplaces are a worthy abod&racauer,

1995 p. 323

Kracauer observes how the architectural excess of the movie theater, which aims at
creating a glorious atmosphere, ends up
wor shiperso. N o tsensurstricgpbut als@ othafiacibtdtorstsach t ur e

as spotlights Ashowering their beams int.
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acoustic production buttress;andhnisbwn t he r €
wor ds, Aithis total artwor k ofypasdibleect s as

meatfso0The architecture knowingly pushes

nervous stimulationo before the film starl
Kracauer , utilize the attractions by e X
disr action to the | evel of cul tureo.

The culture of distraction achieved in the movie theater brings into the fold the
management and its role. The management represents the economic facilitator

within the bigger capitalist market of a metropolis. Whatguhe inhabitants of a

city into audiences is the Agreater and t
are suflKjaeager, 8995 I n a metropol i s, as At he
circulation transforms the lifefdhe street into the ineluctable street of life, giving

rise to configurations that invade even ¢
of freetimebusyn ess necessarily corr erpcauerds t o t
1995) Kracauer, situated between audience and the management/ownership side of

the movie theater, sees the sole purpose of the interior design of the movie theater

as Ato rivet the viewerso attention to t

theabysso.

This cynic assessment regarding the architecture of a movie theai@rchitecture
which manipulates its user for the sake of the-usieths an interpretation along
suggesting what must be done to facilitate movie theaters in order tbthefil
At r ue WVwhichaigan aesthetic vocation only to the extent that isne tvith

its soci al vocati ono:

They will not fulfill their vocation until they cease to flirt with the theater and
renounce their anxious efforts to restore a bygotieireu Rather, they should rid

18 1t is not a coincidence that Kracauers es Geor g Si mmel 6s terminolog
Si mmel 6 s interpreted omthleim and also wrote a piece on Simmel which was published in
the same book with Berlinds Movie Palaces: The M:
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their offerings of all trappings that deprive film of its rights and must aim radically
toward a kind of distraction that exposes disintegration instead of masking it. It could
be done in Berlin, home of the masses who sityedlow themselves to be stupefied
only because they are so close totthéh. (Kracauer, 1995, p. 328)

Kracauerdés vision of cinemads secured po:
architecturally and sodig, is somehow celebratory in regards to the medium and

its audience. Movie theaters also have the potential to break from the institutions of
high culture which yields this dignity o
baroque theaters and thei spr eadi ng fdeternal signific
classes. The potential of cinema as a medium and of the movie theater as an
architectural space and public facilitator is defended by Kracauer as follows:

The laws and forms of the idealist culturetthaunts us today only as a specter may
have lost their legitimacy in these movie theaters; nonetheless, out of the very
elements of externality into which they have happily advanced, they are attempting
to create a new idealist culture. Distractiowhich is meaningful only as
improvisation, as a reflection of the uncontrolled anarchy of our waddestooned

with drapery and forced back into a unity that no longer exists. Rather than
acknowledging the actual state of disintegration that such shows ouglptrésent,

the movietheaters glue the pieces back together after the fact and present them as
organic creationgKracauer, 1995, pp. 32328)

Kracauer is actually seeking the ideal place for cinema anddisrene. Therefore,
he studies the very medium and comes up with a design solution. Even though he
does not hint at his education as an architect in any part of the article, he fulfills his

vocation by stating:

The twodimensionality of film produces théusion of the physical world without

any need for supplementation. But if scenes of real physicality are nevertheless
displayed alongside the movie, the latter recedes into the flat surface and the
deception is exposed. The proximity of action that hasiapdepth destroys the
spatiality of what is shown on the screen. By its very existence, film demands that
the world it reflects be the only one; it should be wrested from every-three
dimensional surrounding, or it will fail as dlusion. (Kracauer, 1995, p. 328)
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The architectural formula he came up with for the movie theater has simplicity and
passivity at its core. Film as an illusion has been left unchallenged by architectural
ornaments, various levels of s@dity and complementary events prior to its

exhibition. Architecture has been drawn away from the attention of audiences and

been utilized to produce comfortable, dim, céike places so that audience can be

detached from every other worlds they carriedwwh i n . I n this regar
assumptions would prove to be right: with time, movie theaters have transformed

into places which facilitate the film an:t

Kracauer, by designing the convergence within the movie theatiee @iudience,

the film industry, the film (as a medium) and architecture, draws a picture of the
conditions and issues of the movie palaces in Berlin. Although in that piece he had

already reflected on how cinema can survive as an illusion, in his ditiEleé | m
19280 he pointed out a biggeriprqgbuciioh ur e wh e
and consumptiorare integrated and interrelated to eadteoand must maintain a

balance:

But although film has found its way to the masses, one should not make th
producers alone responsible for their commodity. In order to survive they must try
to satisfy the needs of the consumers, and even Hugenberg can control the market
only to a certain degree. The critique of current film production is thus by no means
directed exclusively against the industry, but focuses just as much on the public
sphere which allows this industry to flourigKracauer, Film 1928, 199%. 307

By acknowledging the neautonomous character of both sides, Kracauer defines

the inherentagec i es and t hetherpubficsphargapd concluadeso

by stating that they Ali e together, die t
sense. 0 (Kracauymp88) Film 1928, 1995
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2.5.An Architectural and Methodological Approach to the Movie Theater

2.5.1. Architecture as a Stage

Film scholar Denise Cummind2004) i n her dissertation ti
Vi ewing: Fil m, architecture, exhibition,
background fo fit he paradigms of exhibition hi
Departing from the side of film studies,
Theory and Practiceo b@omBrg@he openlyCalledAl | en
for students and scholare tstudy the history of moviegoing in their local
communities), she divides the |literature
screen anfrd Mmeybinbiowil cnur aBahd csiibugdness
mo r2e On the other side, Cummings presesources produced in the field of

architecture and comes up with only a few examples: Giuliana Bi98Y)with

i Sisteeei ng, architectur? Bawi n hidnamatvd otge d
Builders (2002), whichcoves the interplaysof thef i | més j ourney i n
mediumto the architect of the cinema places and Maggi e Valenti:
AThe study of ScentugGhaates desdgnmodwher e

detailed account of the history of the fara@minema builder.

19 Her references includesior t ens e P o Motlyavgodn aTkee Dréasn Factory: An

Anthropologist Looks at the MoviMakers(1950);Laur a Mul veyds #AVi sual Pl eas
Ci n e l®75)0, Melvyn Stokes, and Richard Maltfs/Hollywood Spectatorship: Changing

Perceptions of Cinema Audiend@§01)etc.

®Her references i nc Ticket eoParddiseAmnericarGMoaie Theatens ansl
How We Had Furi199)); Mi ¢ h a e | SHanttSareensdTée Decline and Transformation of the
American Movie TheatdP000) etc.

21 Her references includednne Friedberg s Wi n d o w(1982%) o PDwmiurgd a sShaed mer y 6 s
Pleasues: A History Movie Presentation in the United Stdtes 9 9 2 ) ; Mi rBakelmndHa ns end s
Babylon(1991) etc.

21 n 2002, Batlas ofcEtations: donrkeys in Art, Architecture, and Fiwhere she

further developed her research was published by V@osks. Giuliana Bruno was awarded with

Choice: Outstanding Academic Title of the Year; Guardian: Book of the Year; 2004 Kitsarsz

Prize Winner
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The approaches developed in the film studies adopt theories and methodologies
from the field of social sciences such as sociology, anthropology, history,
psychology, media. On the other harfig approaches developed in the field of
arch tecture vary from being pure h-istoric
vi sual one I{iseasyto saytBattheriteratwe about movie exhibition
places weighs heavier on the side of film studies than the architecture. The goal is
nota comparison of numbers of publications but pointing outrtbleisiveness of

the research fielénd developing a methodology so that (if not all) most of the
aspects of the interdisciplinary nature would be ableplay out. Therefore,
attempting to carveut a context and methodology to study exhibition histories
from an architectural and urban point of vidhis studypursue the investigation

in the theoretical framework of architecture.

Even though the literature produced on the topic of exhibitstiody from the field

of film studies and new cinema histories is valuable and indispensable, the focus in

this thesis is on movie theaters as an architectural, functional and social space. After

having looked at the conditions of the user in a movie éhette precursors of

cinema as a medium, the brief history of movie theater as a type of building, the
investigation of an overarching phenomerianodernity which coincides with

cinema, and the experience of cinema as a social and public sphere, the key

further analyses and comprehensive methods to study movie theaters as case studies

is to specify how to approach architecture and its roles. Considering the
interdisciplinary nature of the problem, we are in need of a paradigm which is able
toclarifyit he i nteraction between (Hepan i al an
2013y Heynen approaches the problem by poin
develop a convincing theoretical apparatus nevertheless lies in an inpnbsygi
approacho. Model s of thought which are di
have been developed to explain both sides of the issue: spatial configurations and
social/cultural patterns. Heynen chooses to identify three important methods to

concetualize this interaction: space seen as receptor, as instrument or as stage.
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The first model i s that of sp-aommmas a fr
or cul tur al processesao. This way of t hi
anthropologyby anthropologists Denise L. Lawrence and Setha (1®90)andto

the field of social geography Herbert Gans especially in his Adwk Urban
Villagers(1962) Contemporary anthropajists Filip De Boeck2004)and Abdou

Maliq Simone(2004)are very much concerned with urban landscape and with how

people interact, transform and utilize the means of their envinginmbey assess

that the space reflects cultural processes: it maintains and hosts them. However,

their interpretation does not include the actual effect of its spatial features. In the

field of architectural history, the model of thinking space as recéptbeen used

by authors who adopted a semiotic approach. Robert Venturi and Scott Brown had

been the leading figures in this with their analysis of the meaning of the Las Vegas
strip, where they consider t hathatcdme fispat
be deciphered through careful decoding, thhouga sy mbol i ¢ @r eadi n¢
(Heynen, 2013)

The second model positions spatial constellations in an opposite side. In this model,

space and architecture are coesadl as instruments for accomplishing social
processes. Moreover, the built environment is rather active than passive in being

the initiator of social and cultural transformations. In the academic literature, the

model is adopted by Foucault in his workBre nt hamés design of th
prison, in which space is regarded as an instrument to discipline social life within

it. Oscar Newman (1972), in his bodkefensible Spageshows how physical
environments and their symbolic meanings control its resdefihe most

prominent examples of this method to approach space and architecture emerge from
the modernistsdé scene: using architectur
shape the society. Bruno Taut, Ernst May and Le Corbusier saw architectsre in it

full potential to break from old habits and traditional ways of living, and to create

a new, democratic and modern living society. Politicians actually internalized this

line of thought especially in the countries where they sought an effective and fast

process of modernization. In Eastern Eur@Bé&chli, 1999) in the colonies of
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France and Belgium, Algiers and Con@e Meulder, 1998)(Celik, 1997) in the
congruction of new capital cities of countries where the regime had undergone
substantial changes as represented by urban centers such as Ankara, Chandigarh,
Islamabad or Brasilia, the bu#invironment was used to facilitate social change in

line with political agend#&Zeynep, 2014)

The third model defined by Heynen integrates these two opposed models through
compromising and negotiating. Architecture as a stage refers to the understanding

of space fAon whi ph ayedi @lutpr o Sdhesduramher
behind the concept by stating that Aas
interactions possible or impossible within a theatre play, the spatial structure of
buildings, neighborhoods and towns accommodates #&mdnes social

t r ansf o (Heyaen,i2@l8, p. 8he model differentiates itself from the first

one by being sufficiently inclusive of i
social change and patterns; and frtita second one by being less deterministic
whi |l e all owi ng t he interpl ay bet ween i f

resi stanceo. The theatrical metaphor for
early 20" century. Paul Frankl defined a buildingaas 6t heat re of human
1914; while Lewis Mumford (1937) referredtoiat y talse aat rie of soci al
Much | ater, Spiro Kostof (1985) wrote abc
human activity, i t s tingthe éxact amalogynFrench s u s e ¢
theorists Mi chel De Certeau and Henr i
conditioning, structuring or framing social behaviors without really determining

t hemo ( He,p.MeSusann? rte3l1996), who analyzed the movenient o

Mothers of the Plaza del Mayo; and Beatriz Colomina (1994), who studied the
architectures of Loos and Le Corbusier and their gendered characteristics, presented
Aver y ufnierde anal yseso within the perceptio
larger number of scholars started approachigpace as a stage with nuances.

Heynen touches upon two specific examples which are valuable and precise for this

thesis regarding how the act of approaching architecture as a stage paves the way

to the creation of an atusive and coherent model to study movie theaters.
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The first example is that of postcolonial theories applied to architecture and

urbanism, which reached a highly imparttaecognition. She (2013) states that:

Postcolonial studies of colonial planniagd architecture usually bring to the fore

how these interventions only rarely achieved the intended results. These studies do

show, however, that the modern urban spaces that were produced by modernist
planning and architecture functioned as catalystddions of behaviorthat were

definitely new and moderiii f not the docile kind of on
colonizers(Heynen, 2013p. 1)

Following the work of Hosagrahar (2004), who introduced the concept of
0i ndi genous moder nhietppreahbof spate ab a dtageé we aré hr o u |
able to discem

The confrontation between imported modernism and local realities created urban and
dwelling spaces where colonialism was negotiated rather than imposed
acknowledging the two way logic of spaces tha on the one hand imposing a
certain order while on the other hand opening up cracks and gaps that allow for
inventive reinterpretations and uses that exceed what wasl@uteby those who
planned them(Heynen, 2013, p. 11)

The explanation is not onlyalid for formerly colonized countries but also for
countries where fimoder niosrm eing eidmp AOrptrodd .«
modernity has been criticized by many scholars from various fields and (for)

various countries. Feminist theories, gender studnd postcolonial studies finally
brought the perception of Athe othero t
inclusively. There are many approaches suchakiple Modernitiegheorized and

explainedoy S.N. Eisenstdt(2000)that the developments in modernizing societies

resulted in various heterogeneous examples and outrun the hegemonic assumptions

of the Western power, so we cannot talk about one single version of the project of
modernity. Duanfang Lu coined the neEntangled Modernitie§2010)to refuse

the idea ofWesternproject of modernity and them being the orttpe modern

societies and the assumption of every other country eventually will reach their status
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and declare thahe interaction between west and east, the differences between the
ideals and the interpretation create entangled histories and practices of modernity.
Indigenous Modernitieis theorized by Jyoti Hosagrah@005)andsupported with

the example of Delhi as a city where the traditional ways of living and building
transformed into modern ones as the society proposed their version of the
modernity.Absorbing Modernitys a term coined by Rem Koolhaas (2014) for an
exhibion in Venice Biennale referring to the hegemonic power of Western
modernity to eliminate the diverse material cultures and social practices into a

single one.

The abovementioned critiques directed at modernity and modernization theories
share the very Iséc idea of approaching space and architecture within a discourse
where neither architecture nor society adopts a passive stance while one or the other
plays instrumental role. This notion allows us to register the nuances in
implementation, appropriationggotiation, adaptation and perception. Esra Akcan
uses a similar approach when examining the exchanges between Germany and
Turkey starting from 1920s through the 1950s in the fields of architecture and
urbanism. She uses translation theory to emplaseiuhange whin a context. In

her own words:

Translation theory offers a model for critically evaluating both of these problematic

positions. Recent theories have presented countless reasons to reject the conventional
notion of tr anbsrliadtgieo nb eatsweae nii nceudlttruarles, 0 or
that fabricated the myth of the Aoriginal
of transformation that takes place with the transportation from one or more places to

another of people, ideas, objgctechnology, information, and images, it avoids

passive metaphors and depoliticized explanatigiscan, 2018p. 11§

In this context, architectural translation is a situation that effects the building
environment oriented towards all cultural flowswever, the dosage and type of

the translatioriffers onevery occasion (Akcan, 2009). This line of thought allows

us to recognize all the aspects of the agencies involved in the process of the given

time and place in the case study. In this particutademic area of cinema and
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movie theaters, which concerns all the factors AK&A99) me nt i oned ( Aipeoj
ideas, objects, technology, i nformati on,
modernity theory and studies taking into consideration transl#tgory constitute

a fruitful framework for further interpretation in this thesis, especially since the case

study is located in the capital of Turkey, a modernization project locatedon

western, developing countrifor we can observe the translatiof the technology

of cinema, the social practice of moygeing and the establishment of architectural

space for movie exhibition from the Western context to the local case of Ankara.

Thi s particular case 1 s fa wacylturethat under s
extends the notion of translationd beyon
2012).

Going back to the model d&éspace as a stag:¢
Aithe recent | iterature on Oagteerageyc§ i n ar
of the architect rather than on the agen
2013 p. 11. In particular, Karin Jaschke (2010) discusses issues in architecture
such as fHembodi ment, agency and perfor ma
the impression of architecture as an idea and/or image emerging in the imagination

of the architect and then shifting from there to the reality of the built environment.

She draws attention to all the other agencies which create the context for the
buildng acti vity (such as fAengineers, <clien
but al so fnto tithelandia th@ait alma&leaseameardtls of t hi
broader critique was imported into the field of architecture by Bruno Latour and
AlbenaYanevg 2008), based on -Neawork TheodysANP)fr evi ous
in which he posits that any system we encounter should be approached taking into
consideration all of its partsnatural, technological, human or rboman- as

active operators within a syste

Latour and Yenava (2008) argue that fAwe
series of transformationso. They <claim t

moving projects, continuously being transformed as well during their conception
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stagea once they are builto (Heynen, 2013).

and discussion on the subject:

We should finally be able to picture a building as a moving modulator regulating

di fferent intensities of remignggne pudtimgt , redi
people togetherconcentratingflows of actors anddistributing them so as to

composea productive force in timepace. Rather than peacefully occupying a

distinct analogical space, a building-the-move leaves behind the spaces lizioe

and conceptualized as enclosed, to navigate easily in open ciftaitsur and

Yenava, 2008p.87

The transformation of architecture, then, does not always rely only on the material

reality but also on the discourses surrounding them: startingtfre initial stages,

in its potential in the realms of existing systems, then to the stage where the design
starts, then to the building processes, then to the utilization made by the inhabitants
and so on. The agencies involved in these processes ageofdheir most vital

parts. Their involvement and movement are intertwined and relational inasmuch as

their pace and effects are various and sometimes intermittent.

The previous findings regarding movie theaters and their space in any city show us,

in retrospective, a rich set of multifarious approacidéss met hod Ospace a
staged provides useful frameworks, espec
the agencies involved in all the phases of transformation can be traced to the space.
Thereforea comprehensive method of looking at the movie theaters of a given time

and place should provide a blank space in which to answer the questmasked

by Cummingg2004)fit o what extent caniskothenigaer gue f o

and representative about a particular <ca:

2.5.2. The Inherent Agencies of the Movie Theater

In the light of theoretical and historical findings about cinema, film exhibition and
eventually movie theatershere aremaja agencies involved in the planning,
building, managing and hosting phases of the architectheedescriptions which

follow frame the basic features, motivations and responsibilities of the agencies.

64



Depending on each case, they operate separatelysdhésgMoreover, one identity
may hold multiple agencies within its jurisdiction. Their interplay within the
network which surrounds the movie theater is a dynamic, continuous and
imbalanced exchange of endeavors. In the case study, many variationswillsuch

be exemplified and presented.

Business Owner Every movie theater has an owner or owners. Whether it is a
natural person or a legal institution, the ownership of the land, the building, the
movie theater stands as a fact. The landowner and thenguddiner may differ:
sometimes they hire contractors to build the movie theater or convert an existing
place into a movie theater. Stakeholders may be involved as representatives of
diverse identities or ideals. The management of the movie theater may be
transferred to a manager as a tenant. The agency here is tied with the ownership and
its economic motivationst addresssthe identity of the person or institution who
holds the main economic motivation behind the property and management of the
movie thater. The business owner acts according to the market situation in the
capitalist system. It is assumed the owner will be flexible, adapt to the changing
economic and social conditions, and act civically in his or her deeamsaking
processesalthough tlere are numerous examples (one of which is presented in
Ankara) in which the state owns the movie theater. Business ownership is also an
entrepreneurial effort which adapts to the urbanization processes of the city.
Therefore, the rules and laws regardmglding and management that the owners

have to obey are set by another agency: government.

Government Movie theaters as a property with a function in the city and films as
artistic and cul tur al products aree subj e
the central government or the municipal government, through constitution, planning
regulations, policies, incentives, censorships, distribution, etc. Depending on the
planning decisions taken at any given city, there are already limited areas one can

aspre to build a movie theater. However, the regulations, especially in the early

years of cinema, were not clearly determined. One can argue that the laws and
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regulations for building and managing movie theaters are the results of lessons
learned by mistale accidents and damages. In the case of Ankara, the passing of
new laws and regulations are partly as a result of such events. Regarding the
regulations or censorship imposed on films, distribution and exhibition, it is crucial
to address the impact ofn@ma on the public. Therefore, governments see cinema
as too big an influence not to control. The decisions are pervaded with a political
agenda towards the industry. When the industry changes the content of films,
distribution or exhibition accordinglyhé space of movie theaters may very well

also undergo transformation and even termination.

Cinema industry, together with independent production entities, represents a field
which includes the technological and commercial institutions of filmmaking,
production companies, film studies, cinematography, animation, seva#ng,

film festivals, actors, film directors and other personnel involved in the creation of
movies. Along with these, merchandise, distribution, visual and textual materials
such as vide channels, magazines, fanzines, books and news, are included in the
service area as related to film production, promotion and reception. Therefore, in
the movie theater, the cinema industry provides the product which feeds the
economic motivation of thevmer, the architect and the audience. Depending on
the time and place, movie theaters aiming at different demographic targets adjusted
their film material as well. Whether it is a technological adjustment or a
programmatic change is something that canliseived in the theater space itself,

had it not been accordingly established at the beginning.

Architect: Since the beginning of exhibition practices and the rise of nickelodeons,
architects approached movie theater design in various ways. For exareple, th
period of movie palaces did not follow the design trends of its time and focused on
the dimensions of imagination and fantasy. Later in Europe, architects who claimed
cinema was the medium of modernity put extra effort on movie theaters, aiming for
instrumental public features. Architects experimented with space to create new

movie exhibition buildings, mixedse areas, adaptable places, furniture, lightening
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and décor. Their effort has either been recognized or discarded depending on the
cultural appre@t i on of the cinemads gener al publ
constant for the movie theater. Their input is materialized in architecture and their

ideals may not stand the test of time, as it has happened in many urban centers,
including Ankara.

Architecture: Just as it was mentioned in the arguments of Latour and Yaneva
(2008), architecture as a nbaman agency transforms the practices of film
exhibition, perception and experience. Architecture as a domain of cultural and
social representatiomnd in the form of movie theaters, both enables the public
sphere and creates a mstary for the urban environment it belongs to. Movie
theaters as an entertainment, leisure and commercial locations trigger the activities
within its reach, such as therfieation of a cultural and economic focal point within

the city affecting the rhythm and flow of human activity. Movie theaters, as
architectural products, harbor unique qualities and possibilities which affect its
urban environment: movie theater architeetdoes not require natural light for its

hall, and it can be used for gatherings of different types, from concerts to political
party meetings, or as a public place where private entities rent their seats. However,
in todaydés citi e bsave beem mbandonedvandegiveantareidle e r s
existence, or transformed into a different function. Besides their material
attributions, movie theateigspecially those which are no longer operatbesar a

symbolic and nostalgic meaning for their past audiedd@s.adds another layer to

the movie theaterds agency in (2000e net wo
provides a clear explanation on how architecture works both in the material and

symbolic levels in his bookrchitecur e 6 s. Desi r e

Architecture as a way of negotiating the reahtervening in the realm of symbols

and signifying process of the limit of the social order itself. That is architecture as a

specific kind of socially symbolic production whose primary taské construction

of the concepts and subject positions rat!
in this way t hati terrandeiof eocceptual eridspractichlf ect s
possibilities it both enables and limitsas well as the irreducible affts it presents

are a precious index of the historical and social situation i{s&dis, 2009p. 1)
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Audience The agency of the audience would seem to start in the physical realm of
a movie theater, after its building has been completed. Howeveguttience
previously represented the demand for which the architecture and the service have
been performed. The audience is a laboratory for public and individual conditions,
especially in the movie theater. From the very beginning of cinematic exhibition,
discussions of division, segregation, taste, class, gender or morals in any given
society were reflected in the space of the movie theater and its audience. However,
the tricky nature of the audience lies beneath a fact has been discussed by
Cummings (2004

The O6Audienced6 for movies in any sociolog
abstraction for the researcher, since the unstructured group that we refer to as the

movie audience is constantly being constituted, dissolved and reconstituted with

exh fim-goi ng experience. (é) Shifting from
conditions of reception involves shifting from a sense of the audience based on filmic
evidence to one based on rAdmic evidence. In both cases, the researcher is
reconstructinganaudience that no longer exis€ummings, 2004).

Therefore, the search for the material traces of an audience at the movie theater is
the search for fAmetonymic signifiers of
particular case, audiences playadatal roles in claiming their rights in movie

theater spaces, programming and the development of social practices.

The aim of this thesis is not to investigate patterns in the history of audiences, but
to point out practices which took place in moviedters. Together with the model

of space as a stage; a modernity theory which follows the humanist trajectory of
postcolonial theory; the construction of a cosmopolitan humanism emphasizing
crosscultural relations and diversity rather than difference;astahowledging the
interplay between these six inherent agencies which allows for a movie theater
history in three basic phases (planning, building and experiencing); it is now time
to properly delve into the aiy of movie theaters in Ankara.
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CHAPTER 3

A HISTORY OF MOVIE THEATERS IN ANKARA

It is by wayof architecture that film turns
into cinema, for, in order to exist, the
cinematic apparatus needs a heraemovie
"house." And, housed in the city, "since the
beginning of the twentieth century...
Thescreen... became the city square.”

Giuliana Bruno(1997)

3.1.The First Years of the Cinematograph in Ankara

In the beginning of th&920s Ankara, the capital of the newly established Turkish
Republic, was still rdter poor in its capacity to provide to its inhabitants what
Si mmel referred to as fAnervous stimulati c
metropolis of Berlin, the capital of industrial Germany, in which decades after his
writings such procurement wasllsas intense. In the Turkish city, cinema was not

an alternative to any other entertainment. The discussion was not about whether
cinema was challenging the position of conventional theatres. Cinema arrived
Ankara after the War for Independence (1:94923), in an environment that did not

hold many public entertainment sites or leisure activities for eythbanlar or

yerliler (foreigners and localg) k e n o | C a, and & Wwould c2réaidlBsyay.

In Ankara, cinema wasne of the most powerful agencies of that age a new
medium, a spectacle and a gathering place. However, its architecture was not
definable at the beginning. Modernity, as a program of the newly established state,
first produced such practices when sfmming places. Architecture was a
receptacle to this new invention and the emerging new practices. We see periods in

which audiences belonging to different social and economic classes coming
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together in the same movie theaters; moreover, we observe fubnteeture
became an instrument to divide the audience, a process in which managers were
actively involved and consequently shaped these practices. Movies and their
distribution became critically important to set up the “fashion™ of cinemas, and the
modenity program endorsed by the state discovered in cinema and its place a
‘perfect’ tool and acted on such discovery accordingly. However, the dynamics of
the agencies would shift again in the pdsbrid War 1l era: movie theaters would
again be the receptacof the changing social, cultural and economic conditions.
Architects, managers and contractors came up with different answers:
neighborhood cinemas, open air cinemas, division of halls within cinemas of the
previous era. Those came accompanied by tpéementation of new technologies.
Audience also opted for one option or another based on the location, architecture
and movie selection. Therefore, movie theaters were not only an instrument to
organize user behavior but also a stage, because this amingftg the movies
developed its social meaning so well that the audience had to act accordingly to
provide the message to the public about herself/himfelin where to sit in a

movie theater to the decision of whether to watch a dubbed or subtitled.movi

Starting from the early 1920s and up until 1980ss studylooks at the movie
theaters of Ankara following the six agencies: business owner, government, cinema
industry, architect, architecture and audience. Their relationship to each other, their
mativation and their capability differ from case to case, city to city and age to age.
If there is one thing that holds all of them together is the architecture of the movie
theater. When it stops functioning, the formula falls apart in an irreversible,
incurable way. In this chapter, a history of movie theaters in Ankara is presented
with the aim of ascertaining the commonalities and establishing a periodization.
Throughout the years, the changing dynamics in the interplay of these actors and
their impact orthe architecture has been traced and various inclinations within their

complex mechanisms come to the foreground.
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As mentioned in the previous chapter, t h
after the invention of cinematograph dates back to 28 Deeefh895, at the Salon

Indien of the Grand Café in Paris. Only a year after, the subjects of Ottoman
Kstanbul were shown films at a bar in the
the Path® companyds regional refirstesent at
Turkish movie theatre i mefKsebarbukehat @i
(Ozon, 1972)In the city of Izmir, in 1909, a theatre hall nant&ksaristerorwas

rented by the same company and promptly started ttifumas a movie theatre

(Makal, 1992) Magazines and newspapers announced these innovations, new
programs and special screenings, which tended to raise the excitement of crowds in

both cities(Evren B. , 2014)

Nezi h Erdojan, a film scholar whose main
( Er doj a mpyblished His7bpok i r st Years of idhenema i n
adventures of Modernity and ExhibitioHe states that by the enflthe 1910s
cinematography in Istanbul had already left behind coffee houses, bars and stage
theaters and moved into proper movie theaters, where the taste and habits of
audiences had already settled. At the beginning of 1920s, film screenings in Istanbul

were a developing sector with exgnowing audience numbers, even though the

European standards of movie theateasl not been fully implementgdohnson,

1922)

An independent researcher on early cinema practices in TurkeypzAyar,

investigated film exhibition practices between the years 1895 and 1922 in his book
Turkish Cinema in the Silent Ef@017) During these years, film exhibition

especially in Istanbul and Izmir, and lateMiersin, Adana and Trabzerbecame

a common entertainment, even propaganda and education practice. We see no
mention of Ankara among the citiesnfiarly, in his previous book015)in which

he complies a selection amg the articles published in magazines about cinema

between the years 1899928, the only mention of Ankaraisthen k ar a Si ne mas

i n Kzmir.
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There is a substantial but understandable absence of literature on or mention of any
activity in Ankara duringhe early days of cinema. Vehbi Kdgwho was born in

1901 in Ankara,real | s those yemarsgamy fohilodvlsood,D
common to go to music halls and entertainment halls. There was no cinema and

maybe once or twice in a year, theatres wotld me fr om | st anbul o
Emirojlu, T¢rkojlu, & ¥zsoy, 2004). The s
of theparliament in Ankara during the Turkish War of Independgincthe early

20s.

There had already been discussions about the moralityerheitvoth in urban and

rural towns. The presence of the cinematograph, a European invention, in Ottoman
lands was the result of néMuslim agents who imported it. Likewise, the
screenings were made in districts populated by mostlyMusiim subjects

( Er d o] a Ascand@abséryed in the memories of journalist Erciment Ekrem
Talu, people were confude about t he A m@Bglunmez |& i nvent
Os man o] |.80me & then@&lpimed that it was a sin watch films; wdtiers

were regretful of having seen them and repented. The morenoipeied sectors of
society, however, welcomed cinema as a symbol of civilization in their country
(Bul unmaz & Os.iihereforg,l film, exhiflohsadrted Ankara
alongside the demographic change the city experienced, partly thanks to diplomats
and army members who were later involved iregi€éompassing plans to construct

a democratic, secular and modern state. Although their ability, morality and
metodology to fulfill this aim are still questionable, movie theaters eventually

would become one of the most important tools as the years passed.

Before the First World War, Ankara was a small Ottoman town, the population of
which merely reached 30.000 aihitants. After the beginning of the War of

Independence (191P923), Ankara became more and more important as those

2 The Turkish entrepreneur, who founded one of the biggest corporations Kog, Gartgd his
business irAnkara.
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battling foreign occupiers chose the town as a center to organize and operate the
resistance movement. The geographical advantage of lieitige middle of
Anatolia was among the reasons why Ankara was declared as the right place for

having the parliament in 1920, and later in 1923 the capital of Turkish Republic.

The earliest account of the existence of film exhibitions in Ankara was cenpil

by Tanyer (2017) and dates back to 1921. The account belongs to Bayramzade Fuat

Efendi and took place shortly after electricity had finally made its way into the city.

Fuat Efendi recalls watching films screened atSheayi MekteBf, a vocational

scha | built by Val.i Ferid Paka which offer

carpentry, tailoring, wavering and shoemaking, amongothér® y zi oj |l u & G¢v
2018)

Figure 12 Ankara Sanayi Mektebi, 1906 (Source: Figure 11 Millet Bahcesi (Source; Ay d € |
https://pbs.twimg.com/media/DVs Em rojlu, Tg¢r koijp. 309)
VLnXUAES8dE.jpg:large)

In 1922, according to the newspapes Matin Ankaraif acity with poor

ent ert ai n mbéaltonlyoreesingermovie theater, which was used for
various events (kimkir, 1988). It was | o
in a oO6gardend with only a couplesof shri

garden, the scalledMillet Bahgesithere were acacia trees, a pool and a wooden

24 Bayramzade Fuat Efendi actually wrote it all took place in a high school; however, Turan Tanyer,
based on his research, corrected this statement.
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theatre building. According to Ondg013)Millet Bahcesiwas the most important
space of socialization of Ankara in the days immetyaprior to and after the
promulgation of the Turkish Republic. The wooden theater building was used for
plays as well as film exhibitions. American journalist Clarence #@it1)recalls
how his trip to Anatoliahad e en Af ul |l of surpriseso, but

the playHamletperformed by the Anatolian Theater GroupMillet Bahcesi.

;"' L-.';".'.“;:;P
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Figure13Mi | | et Bah - e s($our&@iOnderm2018®46 1921

The buildingwas one of the only two movie exhibition places mentioned by
Nureddin Kbrahi m B ehecifeh®n2adayifei aemal Y@hidetz
He published an article in 1924 named AAI
in Ankar ao) where he described the arch
commented ome audience behaviors of Ankara:

The building isthe work of Mimar Vedat Bey. Théi | | i Bah-e Tg¢rk k
Si n e’hhassaéTurkiststyle decorated ceiling, private boxes at the back of the

25 Demet Onde(2013) in her dissertation addresses that inrsesithe building / the establishment
was calledfi Mi | | i Tiyatro (National TBUglk SitemdGeandi n s o me
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hall, the length and width of which are equal. The screen is a stretched curtain on the
theatre stage. The upper dlo was reserved for women. The music which
accompanies the movies is excellent, as good as that of ddsstmovie theatre in

Istanbul. Nur eddi n Kbr,phfi aiuBlegr 64 9P”Aans!| ati on]

Kbrahils24Beyyment ed f urt heeoplbofAnkasaydonotg t hat
go to cinema for movies, but for music. The people from Istanbul follow every
program and see every movi eo. Il n other w
account, that the citizens of Ankara did not care much about filex@nthough

the theater management was able to keep up with the current programs, audiences

went to movie theaters to enjoy music. However, people who had resided in Istanbul
previously and adopted the habit of going to a movie theater in order to watch a

film, ended up developing certain audience patterns and tastes.

Zekeriya Sertel, head of the official state printing house in Ankara at the time,
recallsMi | | i Bah-e T rirkhis kmemokes.tin par&ular e s é
occasion in which he hosted a guast American journalist woman who wanted to

go out for the evening in the Ankara of 1923

Therebd6bs nowhere to go in Anka+aeaosstie t he ev
parliament buildngwh er e t hey show movi es* . (é) By t
film had already started. I't was dar k. We

lights were turned on, what a surprise! All of the people turned their back to the
screen and started to stare at my American friend while thinking they had never seen
sud a beautiful womar(Tanyer, 2017p. 384.[ Aut hor 6 s Tr ansl ati on]

Ceyhun Atéf Kansu, a famous poet and writ
in his memoir (Aydéen et al, 2004) that h
for the first time in thisnovie theater a place surrounded by thorn trees. The poor

quality of vegetation around the building actually came with a benefit: if the

weather allowed for it, the films were screened outside. The managersuifighe

Cinema)d in some others. (2017) refdrseto thetmowertheshas n d , Tur a
Milli Bah-e T¢frakl kowkegitise namiaisél e of Nureddin K
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Bah¢si Si n e meres Mrs. Mimtazand t he husband of her
(Bozyigit, 1990)until 1929, when the building was lost in a f{jkayador, 1999)

Nureddin Kbrahim Bey | isted KaraatBayer ci ne
Ha ma mé SKanaeabey Bublic Bath Cinema) owned by photographer Mahir

Bey and his partners. This was another public/gathering place used for movie
exhibition. Accor di n@924)o fNworte dali In nKdw iaehs

here] are for everybodyo.

Figure15Kar acabey Hamamé d Figure 16 The postcar

http://karacabeyhamami.com.tr/dosya/yukle/2018/ 20th Century

arihi-700x456.jpy (Sourcehttp://www.24saatgazetesi.comAvp
content/uploads/2017/01/TA%C5%9EHAN
694x420.jpY

Ultimately, these two valuable texts, an anecdote from a journalist and an article by
a writer, can be considered as the starting point of a study about moviegoing places
in Ankara. This type of simple sources contains a variety of valuable informat

how wide the discourse of moving images and their places and thespatial
characteristics of Ankara. These two short descriptions about the first movie place
in Ankara reveal several clues regarding civic life, population dynamics, everyday
pracices, public spaces, the spatial organization of the capital and above all, the

universal mechanism of a movie exhibition and its place.

As mentioned abov&K ar acabey HamadMé | Ei n8mase Tg¢r Kk

Si n e weaeghe twanovie placesn the gty in the early 1920s. The locations of
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the theaters were not the result of the creation of a new public place but rather
derived from a process of reutilizing already existing public places. Two functions
in a city- a public bath and a parkvere alredy the conditions of the urban growth

of Ankara.Therefore, the agency of architecture belonged to another function in
the first place. Through adaptation and involvement with agencies of the cinema
network, these places were +a@ppropriated Cebeci, wherghe public bath was
located, was already a highly populated neighborhood on-sasthof the Ulu$

the neighborhood who served as the administrative, commercial and cultural center
of Ankara during those yeaidillet Bahcesiwas located right across tRarliament
buil ding; on the other si deupodebuldngd t her
with various functions sth as hotels, cafes, shops elberefore, the decisien
making processes regarding exhibition places were driven by concerns suah as the
proximity to the central business district and their spatial availability to host large
numbers of people (the use of a public bath and a park was a practical decision in

this respect).

Figure 14 Movie exhibition places in Ankara, the early 1920s

The managers of film exhibitions in these places acted acgotdithe existing
leisure and social patterns of the citthe prerepublican period film exhibition
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places and practices. What can be deciphered from the accounts of the people who
attended screenings and other events in these places is that the dgentgrce

was in the process of emerging, and was driven by the habits obtained from other
places. Thus, it can be asserted that movie places in Ankara, from the very
beginning, created their own audience and practices based perhaps on the films they

provided, but certainly on their location and the urban space they occupied.

3.2 19291 1945:Various Faces of the Agency of State

3.2.1. Urban Conditionsand Social Structure

By 1927 Ankara had already grown to 75.000 inhabitants mainly due to the
migration of mostly state officials and bureaucrats, the majority of whom came
from Istanbull Ay d € n e t Theaarapid increage 4 dpulation numbers and
the character of the population resulted in a shortage of proper housing, a constant
changing scenery die city and the urgent need for new city plans. The ideals and
the dreams for the new modern capital of the new democratic Republic were already
in the agenda of its founder Mustafa Kemal Atatlirk and the parliament members:
i n At he desi rresotiety, the reléteaneweomars weoe cexpected to
become a model for a modern life style. Within this vision, Ankara was desired to
be a modernist capital, similar to its Epre a n ¢ o u (Batemap B 5 2013,. 0

p. 578)

The first city plan for Ankara was completed by the German city planner Carl
Christoph Lércher in 1924, aiming at the restructuring of the city center, Ulus. One

year later, the southern part of the city, four million square meters, was appropriated
andlicensed for constructiofCengizkan, 2004)However, this decision did not
follow L°rcher 6és p beonductamdther plararesultindiiean a s k e
new Vi sion: a Yenikehir (Anew cityo) whi ¢
with its administrative and ministerial buildings and employee residences. Together

with this decision, the already existing duality witithe population (locals and

newcomers) was then also spatialized. The old city (Ulus district) was the center
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for | ocal s6 commerci al and daily actiwvi

burgeoning with elite residences, state buildings and a brandrbaw center.

A comprehensive city plan was necessary considering the rapid growth of the city

i n terms of construction and popul ation
Germany in 1927, the purpose of which was to round up candidates for the design
competitions of a new city plan of Ankara, in 1929 the project of German planner

Her mann Jansen was accepted. The new pl ar
out of an o({Gunayy 2034 p. B4Bacdrdag ty orbanism scholar

Baykan Gunay2014) the plan worked for the first decade, in the circumstances

were there was no danger of oympulation and Ankara inspired the Western

reflection of Atmei magestyg ofl Repalbil $ £t amc

This project reformulated the organization of the city and the relationships between

nei ghbor hoods: Ain his design, Yeni kehir
Ankar a. Il nstead, the old Citadel was to
assigneds t he site for a new. 39 Vheeewtoivn | i fe. 0

would also contain government buildings with a new architectural approach
provided and inspired by Bruno Taut, Ernst Egli and Clemens Holzmiieay,
2014)

Therefore, building upon the 1924 Lorcher Plans and the 1932 Jansen Plan,
Atatirk Boulevard became an axis stretching from Ulus Square to Cankaya Palace.
This urban structural element was designed to be the spine of the city whilst also
carrying along cultural and leisure places. The presence of the-asgiecially

along the Atatirk Boulevardn shaping the environment, assigning functions,
implementing rules and regulations and taking active roles in management was

quite radical and &ctive in character.

Returning to the discussion in the second chapter in relation to the various

approaches to space, it can be asserted that the general tendency in this period of
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Ankara | eaned towards to the centiesept of
behind the intervention in and building of a new eiprimarily the state, followed

by the architects and plannerglealized the places that woudtiapethe lifestyle

of the people. Using the built environment as an instrument to create a yest wa

living, the state in this period was the agency which had the highest visibility among

them all. If one way to achieve it was the production of new places owned and
managed by the state; another way was to maximize its representation in civil life
andplaces (privately owned). In the context of movie theaters, both of these ways

were adopted by the state in a manner that was particular to Ankara in the 1930s

and 1940s. In the following part of the thesis, two movie theaters (Yeni Sinema and
Halkevi Sire ma s € ) are studied ze mand disctisa this t o f

particularity.

Architecture historian Sibel Bozdoj an de
and 1945 as fia formative period, correspc
and architetural culture in conjunction with the dramatic historical transition from

the Ottoman Empiretno t he Republ i c 0 ) IBdeedddaringgen, 200
1930s, the economic and social life in Ankara was forming its own identity through

new establishmentiotels, bars, restaurants, fashion stores, bookstores, parks and
boulevards. Additionally, radio broadcasting had been introduced to the city. These
interventions were necessary for the development of a modern city and its elite

i nhabitant senapsl aweyldol faos d&déwx | ocal peopl e
social dilemma was crystal clear in Ankara: the tension coming within the tradition

driven local people and the progressive newcomers. According to architecture

scholar Nuray Bayraktar (2016), the bohdttkept the two groups together was the

joy of the Republic. Regardless of whether such joy was able to perform such

function successfully, for sure there was a certain place where these two groups

came together with the same motivatioand joy: the moie theater.

For example, in an article published in the magaxiaei Muhit and dated from

1929, the writer (who signed as Sireya) first@aed the behaviour of the elites
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and their eventful l' i fe i n Ankarogeds new
locals living in Ulus just four or five hundred meters away to then celebrate the

common ground that vgaestablished in movie theaters:

Lately cinema has become a common entertainment for both newcomers and locals

of Ankara. There was no way that aing which affected the whole world and

crossed through every border, would not be able to pass through Ankara Castle the
buttresses of which have fallen, its guarc
why these people go to see the beauties of/#olbd and when they see an inspiring

scene they get astonished sayihg [a regional exclamation of wondef]E mi r o | u,
2017, p.304] Aut hor 6s transl ati on]

Even though the writerd6s trust 1in cinema
drawing theinterest of locals in Ankara was proven to be right, keeping the two

groups of audiences under the same roof did not come so natM@gover, there

was even a higher power to these two groups: the smallest but the most respected
group ofelites,meaniry the president Mustafa Kematatrk and his closest circle,

were also among the audience.

The influence of Mustafa Kemal Atatirk, the father of the naborthe everyday

life of citizens of Ankara was quite vivid according to writer Ahmet Hamdi
Tanpénar (201Nsuggestedtlat the everyday life and the agenda of people

of Ankara was shaped by the new buildingsth had been built (suc

E g | Mu8ilg Muallim Mektebiar nd t he Al egendary | ife Mus
|l eadingdo. The precise observation of Tang
chosen as the count r ydwngindependéneelstruggiet y i n

Ankara made its citizens experience highly harsh days followed by a feeling of
pride and integrity. Then, in 1930s, accc
made everything so glorious aunderthei g went
light of everyday issues. The only person who would still live a legendary life was

Must af a (2801&,npal6pTherefore, his image and presence in the city
represented al |l t hsoftlielreeegtpastdoatheypeopla Even e v e me

though he was not physically present in the city, the possibility of his and/or his
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close circleds presence effected the sp

including his receiving of a special seat amdmgadudience.

Going back to the two social profiles inhabiting the same cinema place, cultural

hi storian Kudret Emirojlu (2017) suggest
pointing out the limited number of movie theaters and Ulus still being the aitgrce

for both groups. However, in the 1930s and particularly in the 1940s alternative

audiences would emerge alongside new movie theaters and new districts.

3.2.2 The Civil Efforts in Film Exhibition

The film screening, as it was mentioned in the seatragbter as well, had been a
rather civil, entrepreneurial and flexible endeavor. The practical set up of the
cinematograph and the mobile nature of the technology allowed for a rather
spontaneous and temporary spectacles. The agency of the operator of
cinematograph had matured in time and settled down in the place of a movie theater
eventually in the cities, maybe with a difference in timing. The technology and
practice of cinema and its exhibition found various ways in execution in different

societies angeographies.

Film schol ar (200&)sugpestsEthatd wherever a cinematograph
reaches a group of people, there it carries a certain notion of modernity. His idea
leaves enough room for the localization of the experience lengriactice; and
moreover, for the agencies that were involved in the process to act in their own way
and pace. The ways and the paces of the agencies gathered around the movie theater
in Ankara had been quite different than their counterparts in otheaplaherefore,

the translation theory offered by Esra Ak¢@018)while approaching modernity

and architecture is quite applicable to the civil efforts of film exhibition and

establishment of first purpodmiilt movietheaters in Ankara.

The statedriven modernization efforts which were subjected to the people and the

urban environment of Ankara followed various sets of strategies. However, the
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practice of film exhibition required rather civil tactics when it campeoetrating
everyday life. Thus, cinema reached out toytbsiler as well; to those people who
were not able to participate in the parties in Ankara Palace thrown by the elites.
Cinema reached out to the people whom the shaven, modern entertainment
practices were not able to reach. The first examples of pulpoenovie theaters

in Ankara were the products of these circumstances.

The first purposduilt movie theaterK u | ¢ p  Swasppenea at éhe beginning

of R¢zgar | éin®8Qrageartafter time orlylmovse place in Ankara (the
aforementionedillet BahgesiS i n e)mwareddowr{Tanyer, 2017)The owner

and the manager of the movie theater thasdeputy of Bursaviuhittin Baha Pars

(whose involvement with cinema business watddtinue in the following years).

Kul ¢ p Swasawonadsnébuildingnd it included a bar. The capacity of the
movie theater was quite significant: 1400 seats were distributed in the main hall,
balcony section and private boxes. The seats had an ietet@k and a wooden
seating part in the main hall. However, seats in the balcony section and in boxes
were covered with red velvet (Bozyigit, 1998)] i E s a t(19W)dlescrilbed i t
the architectural atmosphereofthé ne ma as fAt a&uéegpl Sand mak €
underwent some remations and r@pened asdHa | k S iinnl @36 ek the
damage causdaly a fire in 1941, it was repened a® a r k S in A% 2wvdtls &8

1400 seating capacity (Ozalp, 201Bowever, thenew version lacked the fine
architectural f €8ures, wrote Bozyijit

Figurel6Kul ¢ p Sinemaseée i1 Figure 15 Men sitting on a bencim front of
(Fel ekojpl60g 2013 Cumhuriyet Sinemasé
389)
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Cumbhuriyet Bahgesa park located nearby Bentderesi in the east side of Ulus,

hosted a theatre inside a wooden building, named aftePank: Cumhuriyet

Tiyatrosu The theatre was converted into a cinema in 19P&nyer, 2017)The

process and the architectural settings seem similar tlithé | et Bah.- esi Si
However,Cu mh ur i y e took Snly @ geardog ® stop functioning as such.

(Tanyer, 2017)

In 193Q the newspaper Hakimiyeti Milliye was heralding new movie theaters to be

opened in Ankaralanyer (2007) quotes from an article published irHthkimiyeti

Milliye newspp e r dated March 1930: AAnkar adda
Ankarao). The writer notes that soon the
Ankara fAmany more movie theatreso would
located inside the building of the Eviéspartments, as well as the forthcomivigni
SinemaandHimayel Eftal SinemgTanyer, 2017) What 6 s wort h ment.
this article is the fact that apparently the inclusion of a movie theater inside the

Evkaf Apartents (dg@gned by Mimar Kemaleddin and completed in 1930) was

being considered. The original design did indeed feature a stage theatre on the
entrance level, but it was not used for this function until late(Basyer, 2017)

Therefore t he writerés expectation for it t

common trad in the utilization of halls.

3.23Yeni Si nema and SthtelSétssHands o thenMoma s € :

Theaters

The Hakimiyeti Milliye article was right. In 1930, Ankara sahe appearance of

another movie theater in Ulus, next to the center of social and cultural life, the
aforementioned Takhan buil ding. Turan Ta
Yeni Sinemay stating that the movie theater was originally opened in 1928 bu

failed economically. The owners abandoned the establishment having accumulated

a debt to Kk bank. Thus, Kk Bank became

Therefore, in 1930, Yeni Sinema wasagened.
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I n 1932, t he obl i gat ofergulatednntoearnewhform: aof Kk
civil and an institutional partnership. The civil agency was no other than the owner

of Kul ¢ p S Muh&timBabaePars. The business pattern of a movie theater

owner opening another one is actually a very common endéhabrappears

multiple times in the history of movie theaters in Ankara. However, the agency of

the owner, Mr . Par s, was conjoined by K
penetration of the state into the film distribution and cinema management in
Ankara:Ankar a Si nema KK (ankara Filmi Works Eirditedk i r k e t i
Company).

I n the early years of the Republic, it we
creation of business channelsom the production of glass, sugar, coal or cotton

tothest abl i shment of publishing house and
the organization of export and import of goods. The distribution of movies and the
management of cinemas were two logical and significant ventures of the national
banko6s barrs Muhietis BahaaPars, who had 40% share in the company,

benefited from the collaboration, so that their business grew in the following decade
(Tanyer, 2017)

Eventually,in1932A nkar a Si ne ma Kteodkeearthe nanagemene d K i r k
of both movie theaters in Ankard:u | ¢ p  SandlenirGansn@iwhich would

become one of the most important cultural places in the 1930s Ankara

One of the firstaccounts regardinyeni Sinemdelongs to the famous actor and
writerVa s f i Rée z a @fgbreqof thet Darélbetlagi gadrienty Ottoman
theater company from Istanbul). He recalls the play they performed in the building

not without a certain degree of dissatisfaction:

%Demet ¥nder in her dissertation refers to the coc
kirketio.
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Awf ul buil ding! It o0rsednsota epvaernt ftihnaits hl eodo kyse t
supposed to be the stage. The architect of this building must have built only the
hangar and nothing else. Therebés also a b
The architect forgot to put it othe plan.(Ayd € nal. @04, p. 478)f Aut hor 6s
Translation]

The movie theatre underwent-censtruction after thenpleasant experience of

Zobu in 1934(Tanyer, 2017)With the help of the renovatioleni Sinemavould

eventually become,n t he f ol l owing years, a place w
class of the cityo (¥rik, 1995).

Figure 17 Yeni Sinema in Ulus (Source: Onder, 2013, p. 88)

Although, there are not many accounts describing the spatial organizay@miof
Sinema Dr. Nazmi Ozalp, in his bookn Anatomy of a Capital: 1950snkara
(2016), gives a detailed analysis. He dep¥asi Sinema s it he f i rst qual

t heater in Ankar ao.

Even though there wasnodédt anything special
had an interesting design. When entering from the geti®, one would find tickets

offices and the stairs leading to the balcony part on the right and waiting room on

the left. Audience would wait on the dark blue velvet armchairs for the movie to

start. The balcony, which was sitting on columns, and thafgriboxes just under

it, had a wavy decoration and hafioon shape. The middle private box was specially
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decorated for Ataturk. Overall, a classic décor was adapted to the hall and the ceilings
were high enough for it to feel spacio(Szalp, 2016,p.37Z2) Aut hor 6s Tr ans|l a

¥zal pdbs description reveals yet another
arrangement of the movie hall divided the audience into three general categories;

the main hall, the balcony drthe private box attendance.

This spatial organization also provided different pricing categories: for example,

Yeni Sinema i c ket pr i cBalsonyw= reservedb®, first sestiondio,

entranc 5 kuruko (Tanyer, 2017) and there we
dayo and Astudentés dayo. Therefore, peo

backgrounds were still under the same roof, but notably separated from each other.

As it was mentionetlefore, Mustafa Kemal Atatirk (also his close circle) was well
above these categories. The visibility of his power and status was present in the
movie theater even when he was not physically there. Private boxes were obtained

not through the paymentofkww k , but rather by occupying

Yeni Sinemas architectur al organization was
organization. The leader of the country had his own luxury private box, his
bureaucratic allies sat with him or in the neighboringds and balconies; and the
common people crowded the main hall. As i
Cankaya t he new residenti al area in Yeni K:
officials while the common people inhabited Ulus and other historical
neighborhoods nearby. The main point here is that they all had the possibility to

gather under the same roof and become a part of the Weuu&inemaxperience,

whether it was a special occasion or an everyday habit.
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Figure 18 Yeni Sinema in street view Figure 19 Yeni Sinema Concert Program, 1938ource:
(Source: Tanyer, 2017, p. 395) Yeni Sinema Magazine, 1938)

Yeni Sinemawith its luxury blie velvet covered seats, represented a very important
everyday urban event. Going to the movie theater, seeking and finally obtaining a
precious ticket and spending some time in the foyer became a very significant part
of the whole audience experience. WiriNejat Akgiin1996) recalling those days

with a certain degree of wonder, draws attention to the order imposed by the movie
theater, Athe silent agreement among

auc

which day is their day metgoubeasaomb¥Vi ec¢

and Ahow i mpossible it woul d YemeSinemar any o

in this mannero (Akgeé¢gn, 1996) .

Yeni Sinemgave birth to new social practices over the years: everybody would put
on glamorous clothes oma go to the cinema to watch American and European
movies with the likes of Greta Garbo, Gary Cooper or Jean Glébitan, 2014)

After the movie was over, women would go to take a look at shops; in particular

those belonging to the elite, and who wouldeagys sit in the balcony section, would

go to the fAAtlas Storeo, which had produc¢

Meanwhi | e, those sitting in the front
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Street or Samanpaz ardkhazaaritems qolldbe @ébwminedh er e
at affordable prices;{ Ay d € n 2084) The exdning screening and additional

programs such as concerts, theater plays etc. were socially very sigrigichat

extent that municipality would provide public bosincidng with the end of the

event(Sénmez, 2016)

Considering the agencies involvedAnn k ar a Si nema Kktheer i Lim
owner, the manager, the film distributgerliler, yabanlarand Mustafa Kemal, the

audience; the vid architectural image with velvet seats, lounge, balconye=m)j
Sinemarepresents the first fulgstablished movie theater in Ankara. A type of

radical modernity had finally been created and experienced in civil life in Ankara.

People were engaged withhe moviegoing experience, even though it was under

the eyes of the state. Howev¥eni Sineméacks the significance of one agency:

the architect. In 1930, a complex architectural project financed and planned by the

state would create room for the aggmf the architect as well.

1930 was the year Ar i fT ¢ Hik kamNainazdgao Kilunoj | u
The ©project of T¢rkocaj e HabkeviasiSii e nwaass
T ¢ r k oc aj)avasMeeroktlee duildings that would define the fastubthe

architectural tendencies of the era. The building, which currently serves as the Fine

Arts Museum, was commissioned through a competition and was intended to be the
definitive cultural center all Turkey would look up to. It was designed drawing
inspiration from Ottoman architecture and built next to the Ethnography Museum.

The main entrance establishes a symmetry axis with a decorative vestibule which

forms a balcony in the upper floor.

The building consists of basement floor and two upper fldarthe center of the

ground floor, a theater hall was located. It was for having been the first building in
Ankara to be made of concrete (Aslanojlu
concerts, meetings, conferences, theater plays and film exhibit@hen the

concept of the T¢rkocajé was discontinue
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framework of educative centers Halkevleri, and the cinema wasmedHalkevi

Si n e meostidued functioning until 193@ anyer, 207).

Figure20T ¢ r kocajJ & Bui |l di
(SourceAs |l anoj,pd9 2010

Figure22T ¢ r k o tatef Halkevi Buildihg Figure21Ha |l ke v i Si nemasé¢
completedin 1930 Sour ce: As| interior with seats, balcony section and priva
195) boxef Source: Asl anojl

Hal k evi represerdsmdusniig point regarding how cinema was perceived

by the state. Arif Hi kmet Koyunojluds pr
and function, cinema as a contemporary need and an opportunity to servdithe pub

good. Even though it was a short term intervention, the state appears once again this

time in the most direct way to build, to operate and to own a movie theater.
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3.2.4 The Other Audience, The Other Center

I n 1937 Abidin Mor t adar of thb magazindrkitektt e c t
published ararticle inArkitektcovering three projects which had been submitted to
the competition ofCocuk Esirgeme kurumu apartman, sinema, havuz, gazino ve
gar aj (OhildPratecton Institution. Building blockjreema, pool, restaurant
and gar age s t(193r)statedrthat)the malomotivation behind this

structure was to provide income for the Institution by renting out the facilities. One

of the projects coveredihte ar t i

s. :l €. bivatanl

B nm
vinet wany & wla.

6 (L)

cl e

C.L. . pinalAY
U

LIfNI
7
7

Figure23Abi din Mortak's Project

the pool(SourceMo r t a k p.332)9 3 7

A year later, in 1938, a movie theatre with a capacity of 600 seats was opened in
Ulus in the building complex dfocuk Eggeme Kurumult was rented out to the
Ankara Si nema KantlramadaSwismiSti.&denkaiSi@hse tmia s é
had a balcony section besides the main hall. During the years of the Second World

War, the cinema became known for its screeningsghwinicluded a fair share of

Egyptian movies.

In 1940, theCocuk Esirgeme Kumu renovated its swimming pool into a music

hall, later turning itinto a movie theatre, alsorenteltok ar a
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kKir &&% mer Sitlater inecam®amous for showing detective movies,
westerns and thrillers. These two theatres had a completely different audience than
Yeni Sinemaad: teenage boys, unemployed rascals, and students of all kinds. Enis
Kortan (2014) recalls these theaters as locales dreqd by he and his best friend
whenever they wanted to get a kick out of Buck Jones and Gene Autry whilst being
loud. Indeed, the audience was always chaotic during movies: laughing, yelling and

fighting. S¢mer Si nemas é putationpandrstaited ul ar

g

being referred to aBitli Simer( AiLousy S¢mer 0) among peopl

dirty the audience was (Aydén, Emirojl u,

Necdet Géenekojlu t od®dk mev e iSwas keeamadas age men

Gure kK S .1{Czaipa 20E6)

These two movie theaters represent several aspects which indicate transformations
in film exhibition and moviegoing practices in Ankara. First of all, the fact that a
building which was built by state (with the motivationnodking money out of it)
includes a movie hall in the plan reveals the probability of the success of cinema
business. A year later, the transformation of the pool in the same building into the
second movie theater fully supports this argument. On top of We see the
extending monopolyoAn kar a Si nema Kiknlmamagemdntiandi t e d
distribution of the films. Itstarted differentiating the screening program from

theater to theater. Therefore, the audience also started differentiating from theater

to theater. The audienceof Simen d Sus Si nemas é, based on

descriptions, represents a section of the population, a specific gender, age, and taste
group which i s mor e cyerlitepdnegyabaniahVaenalsor e n i
see that the state was having a ratlensiagency by just owning the place. This
can also be analyzed as the beginning

business.

of

IN1939Ulusnewspaper released ads for a new mo

Programs, Nice Songs, Luxury Toilets.| Ahis and more awaits you iblus

Si nelmilses S, ithe projextsoEfamous sport announcer Sait Celebi, was
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apartoftheSoy s al Acpoamptlneaxn & n  Yeni kehir, the n
Ankara. The audience coming to the theater also praised for its décor and modern
technology(Tanyer, 2017, p. 410). Ozalp describes the spatial organizatidinsf

Si n e asdoowing,

When you enter the movie theater from the main door at the Atatlirk Boulevard side,
one finds the ticket offices at the foyer and then moves in to the wedkmg. The
staircase up to the balcony section was located on the right side, together with the

management officdJ| us Shadmas@ice hall, even thoug
Blyluk Sinemias. There were red velvet @armchairs
During intermissions, people would wait in the smoking hall aGteey s al Apart man

side.(Ozalp, 2016, p.38%)[ Aut hor 6 s Transl ati on]

Figure24Ul us Sinemasé in Yenikehir (St
https://drive.google.com/file/d/0B1WArKtxy TVdISkQ3YVV1ekU/vigw

Nuray Bayraktar (2016) also points out similar aspects. It was possible to watch
some of the most admired fogeai films of the period in this cinema, which had
many innovations such as an advanced lighting system, as well as hot and cold air
installations. She also sees that the openitglofu s S also begen thé process

of moving the gist of cultural activés from Ulus to the neighor hood of Keéezé
in Yenikehir, the other center

27 He also adds that in 1967 the building had been demolished
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In 1943 Sait Celebi built another movie theathen k a r a ,Son Nezatilzeg &

Street, between the old and the rmemtersA n k ar a  Saughteha atter@ion

of the peoplewith t s architectural features, which
new hall promises comfort for the audience with three different classes of seats and
exits. It was built in the form of smal |
movie theater was 1000 andccor di ng t o t he muni ci pa
entertainment places, it belonged to the first class. Ozalp (2016) rAckbsa

S i n e maging a rather narrow entrance which meant that the posters of upcoming

movies were ting on the sides of the doors.

The building was had a total of three floors with a balcony section. In the foyer,

besides the ticket offices, on thelrigide there were the stairs to reach the balcony

section, stairs would also follow downstairs to reach the lower hall. The waiting

room was at the street side and the main hall was also on this level. It was a narrow
structure with high ceilings. The begart ofAn k ar a  Svasntre rhalcony
section, where the slope was hi@mlpt hat nob
2016 p.382d] Aut hor s Transl ati on]

Behi¢ Koksal, the projectionist® ¢ me r S recaks tha screen of thekara
Si n e bemg ® high that if you were on the first level, you neck would most

probably start aching. However, he prais
selection of mov)SaisCelébkKranthe aneraaaitillate 194@s0 0 4
when he solditto AnkaraSnma Kk | er i HowewerArida kar Eiem @ ma s

continued to be an important cultural center and was preferred especially by
university students because of its discount tickets until 196sk a r a ®dsn e ma s €
also frequented by elementary school entd. Enis Kortan wrote that when he was

in elementary school, his teacher took his clasétok ar a  $oi seeetlea s &
Disney movid~antasia All the students, including him, were fascinated by the film

and by the whole experience of going to movies (&ar2014).
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Figure25Ankar a Sinemasé in Figure26Ankar a Si nemaseé,

(Sourcel( Fel ekojpledy 2013 building, the banner of the last movie screene
hung on the building "The Last Lov§Source:
Fel ekoj,pb.6809 2013

Ulus Sinemasé and Ankara Sinemaseé are twc
period; an attempt of an entity other than khe r k @nemaibusiness certainly

livened up the movigoing experience. In terms of location, two conditiorese

important for this batch of movie theatres: firstly, the place in which to establish a

movie placehadto be the city center in Ulus, nearby the parliament building. This
requirement was not hard to fulfill, as Ankara was still a compact, smallesingl

centered city. However, the locationslbf u s S andemasréa 8Bringh e mas é
about the realization that the commercial center of Ankara was starting to elongate

and veer into the newer parts of the city.

Ankara Sinemasé also proves another poin
theatres which had reached a certain maturity in its needs and solutions. For
example, A columnist in Ulus Newspaper published a pieces about Ankara
Sinemaseé. In the article, he praises the
movie theater. He finds the ianspatial organization very well because of well

managed separation of the categories. He also mentions that harsh conditions of
Postwar period in terms of building activities, and congratulates the contractors of

the cinema being able to finish the @ (Tanyer, 2017).

Together with Ankara Sinemasé, the manag

the Kkirket, especially after Sait cel eb
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eventually handed over the management to that company. While Ankara Sinema
KI er i Limited Kirket:. was becoming
institutionalization of movie theatres gained momentum thanks to regulations (such
as price setting), a lack of competition, the specialization of theatres, the
implementation technologyte

If we look at the movie theatres to find patterns in their architectural features, the
way the place is organized, the locations, the service they provide, and their

management, an overall analysis can be made for the yearsl@2@io 1945.

pI

Kulip Sh e ma s é, Yeni Si nema, Hal kevi Si nema

Sinemas e, S¢mer Si anéArals&r, a U3vares epefEdnée ma s €

during theseyear& u | ¢ p Stheearlest sne, af@u mh ur i y e,the Si n e ma s

one located on a park, were made otitwood, while others were built with

concreteYeni SinemaandAnk ar a ®enemasa@gle standing

whileSus Si nemasé,Hal:kneevri &Hlihheensaas&Eéverecama s €
part of bigger structural complex. All theatres had only caletb show movies.
However, they had inner separated parts (mainihfafnt side, main hali back

side, balcony section and private boxes was the common division)

A generalized scarcity of land, construction crises and continued speculation on
urban land value hindered the construction of any facility. Therefore, the
transformation of a previous space into a new function, as it happened with

Cumhuri yeorSgmae m§ thaieclusios & movie theatres as a part

i

of bigger entertainment and leisure complex a1 | ¢ p SUIhesmaSEnemasé

Hal k evi ); &ithe burfding & general hall which could serve equally as a

concert halltheatre, meeting hall and movie hall (ikul ¢ p Si nemasé,

Si nemas &, ) Yera all raBohah éhocas regarding the reproduction of
space, which lead to the creation of more flexible and adaptable place making: in
some cases cinemas weraltas standalone but with mufpurpose structural and
social aims in mind; in other cases, they directly were part of buildings aimed at

achieving such structural and social multifunctionality.
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Architecture of the movie theaters and especially the innganization of seat

division based on different pricings strongly reflected the makef society. All
transformations the architecture experienced were mostly as a result of drastic fires.
Ankara was already notorious for such occurrences and sinplaodes of

destruction. Even though we do not have the evidence that the fire of Kullp
Sinemasé occurred due to negligence, fir
also mainly due to the highly unstable and flammable nitrate film, which was later

replaced with safer cellulose acetate film.

Architects in this period were not sufficiently recognized for the single standing

movie theaterddowever, we know that there was a certain level of interest towards

cinema buildings thanks to the articles pul#isim Akitekt especially in the 1930s.

For example, ilrkitekt Mi mar Hakkeéeds fASinema Binal ar
published in 1931 to give and compare ex
since in Turkey the number of movie theaters was increasing. In 1931, also an

article about safety measures and regulatfon cinema buildings (declared by the

City of Kstanbul) was published. Naci Ce
ve Akusti ko (Sound | sol ation and Acoust
techniques to improve acoustics and isolation of sound is exglaitie examples

was published in 1934. Another opinion article was written by Turhan Doyran,

ASi nemadaki Gel i kmel er Karkésénda Mi mar ’
Developments in Cinema) in 1954, féwkitekt The article dealt with the
technological adwacements in cinema such as 3D system and Cinerama and how

these technologies changed the movie theater place.

Besides the opinion and information articlesAnkitekt architectural projects of

cinema buildings were publishelti mar Macit Rgkagldunl deiss ga
1931,Gaumont Pal ac ¢€Bel8a)in Ba2UnBiveeasa m Ufa Sin
(Eitel, Schmohi, & Stachelin) n 19 3 2, MBunras a KEaky @ise Si ne
1934,in1 936 Seyfi Arkand6s cinema project, tw

competition of the buildngof ocuk Esi r ge me KuMourrga kv)e Si n
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among the articles published Arkitekt related to cinema buildgs during this

period.

Sinema. Cephe : Mimar Sedat Hakk:

Figure27The dr awing of Mi mar Sedaatt iHa kek & Sw hniecnha
1931, p. 51)

In practice, the architects followed the general tendencies used in spaces with
similar functions. Acoustics, décor and furnishing were the main concerns. Since
the foyer gained a significant importance as part of the movagihloth spatially

and socially, the decoration and visual appearance of the movie theater were

designed by the architects meticulously.

In this part of the thesis, the interrelation of the aforementioned aspects and how
one development in one of theemgies affected the others has been summarized
for the 1930s until the mid940s. Through the end of this period, the agency of the
burgeoning cinema industry and how fi
movie theaters also started to diversifpgether with the audience, every movie
theater had a certain identity which was recognized by the audiences. More vividly,
the involvement of the state in the period gradually decreased during the 1940s;
however, the agency behind the shaping of the mla@macteristics of the period

was certainly the state via its building activities, management resources, and the

high visibility and symbolic power of the governing elite among the audience.
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The Early 1920s
1929-1945 ;

E () 1946-1960
i ©1961-1970
Q1971-1980

i Q2019

Figure 28 Locations of théVlovie Theaters opened in Ankara, 192945

3.3 19461 1960:The Civil (yet Visionary) Partnerships

3.31. Urban Conditionsand Social Structure

After 1945 the Turkish government started making connections with the Western

world both economically and politically. The biggest change in the political life of

Turkey was the shift from singlearty to a multipe/party regime, which had been

years in the making. I n 1950 the foundin
was beaten by the new Democrat Party in the elections. As the international
interventions of the U.S. intensified after World War I, and asqfahe Marshall

Plan (1947), Turkey staatl to receive American Funds which also marked the
liberalization of the economy. Moreover, in 1955, Turkey was admitted to NATO.
According to Bo(@202 theserdevelopdentd klsoanarked the
beginning of Ame i can fAgenerous packages of deve
assistance in to Turkey to modernize her agriculture, industries and transportation

net wor ko.

American intervention was not only production and infrastruetuiented, it was

accompanied witharverar chi ng i deol ogy of &édmoderni z
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by American social scientists and experts from the newly instituted area studies
(Bozdoj an & Aackrdiragno,this 2n06del2Turkey was one of the most
successful examples in the 1950s.-Under t

War Moder ni smo, Bozdojan and Akcan wrot e

Central to modernization theory was a basic dichgtdmetween modernity and

tradition, presenting the former as an ambiguous blessing and the latter as an obstacle

to Iits realizati on. é Above all, the tran
was equated primarily with consumerism and entrepreneuéship a eup hemi sm f

the penetrati(®owzadfo] @aap i&t Alkkicamg. 2012, p. 1

The capitalist emphasis of the modernization theory accompanied by American aid
appeared first i n the es tTarkigh)i idismad n t of
bourgeoisie following the departure of the remaining-Nuslim entrepreneurs,

mer chants and busi nessmen i nh(eBroiztdeodj afnr o m
& Akcan, 2012, p. 106)The establishment of a strong private sector, buttressed by

the O6i mport S U b stedi bly theé stadenafter 1068l ledcto mgid a d o p
industrialization, the creation of national market and the new culture of

consumption.

While the modernization and urbanization processes continued in Ankara, it was
then that migration from rural to urban arsteted to reach uncontrollable degrees.
According to a study made in 1986ncerningt he whol e of Tur key,
decade (between 1950 and 1960) 1.5 million immigrants arrived to urban areas
(600,000 into the four largest cities). The urban populatidnich was 16.4% in

1927 and had merely reached 18.5% in 1950, jumped to 25.9% io (B¥0man

B. , 2013, p. 579)The big cities had not been ready for the rapid increase in
population in what concerned the housing Ifaes, job opportunities and social
structure. Eventually, informal housing areas started to mushroom and scatter in the
periphery of the cities, empty areas in the inner city and in unoccupied state owned
lands. The terngecekondus generally used to deribe such type of squatter

houses, a word whi ch emphasi zes t he ra
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overnighto). Archit e ¢2013)suenmaizehtbelresultsoB ¢ | e nt
the immigration and the effectsofr ban economy by noting th
who started to work in such marginal jobs at the beginning of the 1950s created
spaces in all sectors of the urban economy and became an organic part of urban

l'i fe. o

Ankara, as the developing capital of Turkess open to migration in every level

from state officials who were assigned to work in the government to people from

near by or faraway villages in Anatol i a, &
k e ny 6988)la écholar who has studied the phenomengeoékondwver the

years, notes that Ankara was the first city to experience such pr@ressf the

problems adderessed over the years regarding the Jansen Plan was the population
projection provided by thstate officials.In 1950, the population was 289.000 in

Ankara, this was already above the population estimation of the state and the plan
(Batuman B. , 2013Moreover, the population of Ankara increased to 550.000 in
1955(Gilnay, 2014)

Even though, Ankara was the primary target in the modernization and urbanization

efforts of the Turkish Republic up until the early 1950s, with the new Government

the focs had shifted back to Istanbuflowever, Ankara underwent dramatic

changes during the 195@&unay, 2006) After the generalized acceptance of
Kézelay as the central business districi
rearranged and increased accordingly along Atattirk Boulevard. The building types
which started to spr eatthesapartthent bleckwitht i n t
stores at the street level or shopping arcades/passages. Officially marking it as the

CBD of Ankara with the first skyscraper built in the country increased the

Ai nternati onal 0Thea comrgeecial duhctions éag aucfabya n k

branches, upper class hotels and restaurants, advertising, real estate, foreign and
domestic travel agencieséhn i nsur ance of fi(Batusian Bwer e e st
2013) Meanwhile, luxury services such as fashion houphksetographers, and

hairdressers replaced residences at the upper floors of building blocks.
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The period between 1945 and 1960 is significant for Ankara firstly because of the
interruption of the modernization and urbanization ideals, the unpredictechgrowt

of population (and consequently but somewhat messily of the built environment)
and the increasing variety of central commercial functions as the CBD moved to

Kezeéel ay.

Consequently, movie theaters were both affected by these conditions all the while

they also informed them. The key issues (entrepreneurship, integration to
capitalism, American values, modernization of the infrastructure, the ambivalent
modernism fed by consumption, the new bourgeoisie) were all projected on movie
theaters and movie theaddbecame the agents of the change. Especially in terms of
6distributiondéd of American values, movi e
Movie theaters also created a triggering effect on consumption patterns in the

vicinity of their location. Regardinpe urban development of Ankara, moegeing

as a leisure activity would start penetrating into the districts which had already

reached their capacity of population.

In this period, there are two main points to be made regarding the movie theaters
which were established; firstly, the unique character and circumstances which
would create a network of agencies driven by the architect and the owner: Blyuk
Sinema. Secondly, a new urban pattern regarding the locations of the movie theaters
strongly related tahe developmental procedures and population dynamics of
Ankara: the District Movie theaters. Therefore, a detailed analysis of Blyik Sinema
is conducted in the agency level, especially focusing on the collaboration of the
architect and the owner and thénjovision they had for the movie theater. On the
other hand, district theaters are discussed more as an urban development trend for

the citybébs | eisure network and the simil:
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3.3.2. Buyuk Sinema: The Modernist Architecture 6The Owner and The

Architect

Blyuk Sinema t he prestigious | eisure place an
Ankara during 1950s, was designed by Abi
create Aa modest atmosphere by( Moor tnmeeka,n s
1949). It opened its doors to the public in 1949. However, the planning process

went back to the 1930s.

The capital city of the young Turkish Republic was still the showcase of the secular,
progressive and modern natistate rationale, which gafacilitated by modern

architecture as both a symbol and an effective instrument of the modernization
agenda. Political and intellectual elites also needed a secular, modern bourgeoisie

who would invest i n technol ogy?200l). ndustr.y
Kazém R¢kteg G¢gven was certainly one suc
bi ography were delivered by his daughter
tarké) ove? &Kmziemt Rewkitew Gegven had migrat
Ankara with hs family in the 1920s. He started his business with government

i ncentives and eventually he became a s
Guven and successful business entrepreneur Vehbi Ko¢ were good friends and
travelled abroad together several times. Ofitheir visits was to Egypt, another to

Italy. After seeing La Scala, (the famous opera house designed by Giuseppe
Piermarini, Mario Botta in neoclassical style in thd"I8e nt ur y) , Kazéem |
Guven- already an idealist art lovérdecided he wanted build an opera house in

Ankara (Ajalar, 2017) . Unfortunately Gg¢v
actual reality of 30s Turkey, which was not particularly oozing with opera artists.
Therefore, in the 1940s the person who is widely considered tsbé&dikish film

director, Metin Erksan, convinced him to build a movie theater indteAd al ar ,

2017)

®2The interview was conducted by the journalist T
http://www.24saatgazetesi.com/artikilardakalanbuyuk-sinemaoperabinasiolarakyapilmis/
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Figure30Kaz ém R¢kt ¢ Gegven, Figure29The portrait o
families during a trip to EgyptSource: G¢ven painted by K
https://t24.com.tr/fotehaber/koeailesinin- 2011, http://
albumundercok-ozelfotograflar,5270Q ergir.com/2011/buyuk_sinema.htm

In the meantime, the seeds of a future urban crisis had been planted by land value
speculations. The privileged groupsre able to buy land, which turned into means

of scarcity due to shortcomings in Janser
the main axis of the city connecting historical center (Ulus) with new center (Yeni
kehir), and t he lhedawn of Cankayadwhere/tiee lattar wasz s o f
located) had reached the highest value in land p(@&eaay, 2006) Kaz ém R¢ Kt ¢

Guven, confident and eager to build a modern movie theater as well as a residential

block® nexttoit( al | of which would eventually b
peopleds |ives in new waysd on Atatg¢r k B
Abi din Mortak, an architect of progressi\
design of the new movie theater. Abidin Me&rta gr aduated in 1928 i

University in Istanbul. In 1931, with two other architecEeki Sayar ve Abdullah
Zi ya Koz bhenstaite to publish the first architecture magakiimaar,

®Hi s plan mentioned as building a apartment bl oc
Arkitekt, the plan for the next plot was changed into a hotel. However, eventually, the residential

building has been hul t and Kazém R¢kte¢g Gegven with his f ami
composition | ater was excetued for Nur Sinemaseé \
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which 10 years later would change its namétkitekt (becaise the roots of the

word Ami mar o were Arabic). Abidin Mortack
of Turkish architecture and was in favor of the second National wave of
architecture. He rather defended a posit
architecture in purely aesthetic and formal terms, without taking into account
climate specific and national( Boaxodaijeart ed
& Akcan, 2012, p. 96)The Arkitekt circle gathered archits and planners with

similar perspectives and created a platform for architectural discussion. Abidin
Mortak generally designed for residenti a
hotels, cultural complexes and movie theaters, among others.

4l E!IIIIII b

Figure 33 Blytik Sinema entrance at night with
light s on (Source: Mo r t

Figure 32 Buylk Sinema fagade from Atatlrk
Boulevard (Source: Mao

Figure 31 Blylk Sinema Plan Layout (Source
Mort ak, 1949, p. 5)
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Evertually, Abidin Mo r twaaks commi ssi oned to build B¢y
R¢kt ¢ @emadfaMor eaksted Ain the most practi

way, 1t gives an idea about the true art
taste in ar s . The devel opment of cinema in oul
(Féndéekl e, 2017) . Therefor e, t he phase

established in the minds of these two idealist men; the architect and the landowner.

Figure34B¢y ¢k Sinema architectur al plan for the

I n 1949 A bwrotkiamartidliointrodacing the architectural features of the

building for Arkitekkma gazi ne. Thanks to the substant
the piece includes plans and large pictures of details of the building both from

outside and inside. Moreovét explains the project, design ideas, uses of places,

and future plans for surrounding ploBilyik Sinemavas designed as part of a

complex which also consisted of an office block, a music hall and a hotel. In the

first phase of construction, the cinampart was built with its entrance hall, waiting

hall, management rooms, café and the main hall for film exhibition and its
accompanying balcony section. All aspects of the theater complex (ceiling, walls,

floors, strawman, stairs, plants, furniture eteére designed specifically by the
architect Mortak and paiSitwas|heihghealtarZair

the screen) and Nurettin Erglven.
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Figure 38 Bllyllk Sinema entrance / foyer and t Figure 37 Blytk Sinema stage, ceiling details ¢
wal | painting Sadabad the wall pailmtri nd S®iuwu
5) 1949, p. 10)

Figure 36 Buytik Sinema decorative details fror Figure 35Blylk Sinema parter, seats and balc

the stairs, ceiling a sections ( S649,mpcle): Mo r

1949, p. 11)

Abidin Mortak reveals sever al aspects t

process of buiing, the architectural details and his intellectual and professional
position regarding the building. The first information the article delivers is the fact

that the project was planned as a bigger comptée owner bought the plots so

that the construmon site would be larger and the complex would be more varied in
functions. This aspect reflects very well the speculation and changing land value
especially on Atatlrk Boulevard and how buying plots especially to build a
complex required special investme Another aspect which is repeated twice
concerns the originality of the design, and that he was not pressured by the
contractor other than in economic matters. These two points shed light on the
relationship between two agencies: the architectandbteecr act or . Abi di n
considering his professional career at the moment, was «ma@lin architect and

at the same time an idealist t o-makerds hi s
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about the plan and the design, while sharing similar motivatitimthe contractor,
made him an active agency, allowing him to follow ideals without submitting fully

to the market conditions.

Abidin Mortak made deci si onB¢yegekaSidin exmga @ |
hallwas divided spatially as well, basedtom e spectatorso title, ¢
status. Mortak set t heArkiektvi BCost oméreso i w
woul d pay the given price for their seat s
room without the need to purchase ticketsdach screening. As it happened at the
opening day, fJ anuary 1949, then Prime Ministe
screening to watch a Bette Davis movie in his private box (carefully designed for

him with extra speakers, since he suffered a hearing impat)(Tanyer, 2017)

Projectionist Behi¢ Koksal recalls the staffBifyik Sinemdressed in a particular

style, with their hats and tuxedi&e suits which created a rather formal
athmosphere for the audienceK a r a g ° z a Blyik Sineth#&datéd) its own

social and moral codes with high standards,even so that the members of the
audience were praised for being wel|l dr e

manner o (Yavuztg¢grk, 2009) .

Figure 40 Buylk Sinema the audience of a con
(Source: Ergir, 2011,

http://www.ergir.com/2011/buyuk_sinema.htm Figure39Mar k Aryan is ho

house (Source: Ergi2011,
http://www.ergir.com/2011/buyuk_sinema.htm
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Blyuk Sinemavas the only cinema which earned the luxury title among the list of
entertainment places announced by Ankara Municipality (Ozalp, 2016). The

cinema never showed any Turkish movies other than the films of Zeki Miren,

whom the owner admired. Tl@gnema managers also started a cinema magazine

and published an i ntYawzalrke20l3)A Rusdianladyi di n M
opened a bar on the second floor of the cinema, which was also very prestigious for

the upper classéMemlik, 2017).

Buylk Siemaalso hosted events like concerts, dance shows, fashion shows etc.

The first concert of Zeki Miiren took placeBiiyiik Sinema 19" November 1953.

Musicians such as Marc Aryan, Dizzy Gillespie, Dave Brubeck and Red Nichols

played on the stage &fyiukSinemaTanyer, 2017)After the concerts or shows,

Kazém R¢kteg G¢égven would host (Yavbhzéirkar t i st s
2009) His wife, Nihal Glven, was also very much invested in the management of

the movie theater, especially thereening progrard F € n d é .KConsi@efing all)

these aspect s, Kazem G¢gven and his wife,
agency of ownership and management in a very particular way. They acted almost

ina manner thatwol d be call ed being a o6patron of

architectural i mage created by Mortaxk fit

Figure4dlNur Sinemasé:v&MoOt alki L9
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Kazém G¢gven and Abidin MdNmutrakSi amentsawsrec e d
hotel) in 1952An artid e named #ANur Singrveorvwveae kQt €l9i5 2(
provides information regarding the design and the building process. The building

was | ocated in ¢ankéeré Caddesi, Dekkapeé.
movie theater was attached to its rear. On the stexed there were stores, the

entrance to the hotel and entrance to the the movie theater. The interior design of

the movie theater displayed flower patterns on the ceilings and the wall papers.

According toOzalp (2016), it had a similar atmosphere to th&ipfiik Sinema
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Figure44Nur Sinemasé ve Oteli sections (S

Figure43Nur Si nemaseé

t he Figure4d2Nur Si
(Source: Mortak, 1952 Mortak, 1

By the time, the management Bllyik Sinemalready established a distribution
companycalled ¢ y ¢ Kk Si ne ma (Tanyani2GlA3b a kecondkagendy
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in distribution of films appeared in competition wAhn k ar a
kK i r Kreetefore,Blyik SinemandN u r
progams. By the year 195B ¢ vy ¢ Kk

theater in its portfolioG° | b a K i

I n 1956, t he

owner

Si

Si
inMaltegema s é

Kazém Gg¢gven

nema
Si follewed similar screening

n e ma addednanother anovie i

Kkl

rket

(1956)

addressing the problem of the ticket pricinglsetocal government. The hardship

caused by the monopoly of distribution of movies weakened the efforts of

fil mmakers who

The changing means of production in the cinema industry all overdhd and

provi

ded 6the only

rema i

the rules and regulations set by state (regarding both ticket prices and censorship),

eventually turned the movie theater as a rwrkess neutral container acting as a

background for social activities. The features of space itself are notssdecisive,

but emphasis is placed on the influence exerted by social or cultural mechanisms,

such as capital movements, labour relationships, discriminatory practices and

symbolic transformations.

Ankara Casusu

Bﬂtﬂn Anxarallann gorecegi ve birbirlerine tavsiye

edecegl hatann_yoghue filmi
Bl YOK.V. NUR Sinemalarinda
v-Hu mﬂc ‘devam ediyor

E DARRIEUX
an odua en’

'f Yeni Fox Jurnal ve m‘di m 3
elacidd = 1615 = 18 1630 — 81

e
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Figure 46 Buyuk Sinema and
Nur Sinemaseé
advertisement (Tanyer, 2017
396)

[ ¢
) Yenisehir BUY UK SINEMA da

9 Ekim pazar ginu aksami
MEVSIMIN ILK BUYUK MUSIKI ZIYAFET!

| USTAD |
Nuri Halil POYRAZ
1GBILES]

Radyo ses, saz sanatkarlari ve taninmig ses sanatkari

HAMIYET YUCESES

|
i ve saz arkadaslan |

~mm——.

e e

MUAZZAM PROGRAM [
Radyo Tarihi Turk Miizigi Korosu — Yurttan Sesler Korosu |
Skeg¢ ve Surprizler...
Biletler: Sinema gigesinde, Ulkii Magazasinda, Bankalar Caddesi
Pinar Piyango Gigesinde satilir. (1046)

Figure 45 Buyuk Sinema concert announcement (Sot

http://yavuziscen.blogspot.com/p/ankayazeteilan-ve-
reklamlar.htm}
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By the late 1960s, the movie quality demanded byaihéience had not been
fulfilled completely; meanwie economic problems were reflected on the
architecture and organization of the theaters (the division of seating areas was
discontinued, the balcony sections were closed, functions such as the bar were
abandoned, etc). Later, the displacement and transformation of the spatial functions
intensified with the fragmentation of the upper floor for retail stores. Eventually,
the cinema was closed for all kinds of leisure events in 1978. The building
underwent amajor spatial reorganization and was turned into a shopping

gallery/passage hosting mainly jewellery and bridal stores.

Apart fromBuyUk Sinemaduring this period, 13 other movie theaters were opened
in the city. These movie theaters were generally fite¢ in their respective
neighborhoods. The highly entrepreneurial efforts of owners who relied on the
pioneering examples of previous movie theaters, the communal feeling of the
audience, and the design and construction by mostly unnamed architettts are
main characteristics of these orsueccesful movie theaters, none of which have

survived as cinemas to this day.

3.3.3. The District Cinemas

In an article reviewing the urban development of Ankara in comparison with the
original plans, Baykan Gunaf2006) writes that in the early 1950s, the urban
development had reached the limits of both Lércher and Jansen plans together, with

the sprawling beyond the planned borders which resulted in districts such as

BahgelievlerYeni mahal | e, Gazi Mahall esi, Var |

On the ot her hand, in districts such

population increased together with illegal housing.

It is no coincidence that the movie theaters openedglthis period in residential
districts and not in the city center were emplaced in the districts Baykan Gunay
listed. The entrepeneurs saw a clear opportunity in cinema as it was becoming an

inescapable leisure activity for people. The increasing paopnolarased any
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concerns of whether or not the audience of one district was enough to keep the
business alive. As a result, experimental endeavours (both architecturally and

socially) became significant in this period.

1,
The Early 1920s

1929- 1945
() 1946- 1960
D 1961-1970
O 1971-1980

i O2019

A AR

Figure 47 Locations of the movie theaters opened in Ankara, 19960

Cebeci @&enecitendosreto audiences in 1950. The fact that it was located
in Cebeci makes it the first district or neighbourhood theater. In other v@etdsci

Si n e wes the first movie theater not to be located in the city center nor in the
axis of Ataturk Boulevard. Cebeci was one of the oldest districts in Ankara. The
Cemali brothers, long time inhabitants of the area, were the ones behind the creation
and management of tiide b e c i , % singlestaads@ building. However, the
architectral features and spatial organization of the building were the first (and

maybe only) example of their type.

The upper floors of the theater had residential units which were reserved for the
employees of cinema. The 1500 seat capacity hall was equigtied projector
room which, famous for being luxurious because it included a shower and toilet. A

second movie theater in Cebeci was opened 5 years later inM@5b:e k Si ne mas é
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located in Dortyol area with a 700 seats capacity. By the end of 1950s, the Cebeci
area had three more movie theatéts1 c i S with etsnl2@0 &eats capacity,
opened in 1958, located next to Milkiye and owned by Naci ERfag;l ma z
Sinena sopened in 1959 in the Demirlibahce neighborhood; and firtadisay

Si n e,asooEened in 1959 in the Hamamonu neighborhood.

Figure4d9Cebeci Mel ek Sinemaseé Figure48G° | bak é Si ne me
https://i.pinimg.com/originals/c5/a6/eb/c5a6eb300ac44f9t https://pbs.twimg.com/madDIVr_LVXcA
53d16a9291496.j9g A7Ri0?format=jpg&name=sm3ll

I n the neighborhood of B &bnklieSinemapehedr , on
in 1956. The movie theater had 000 seat s capacity and was
Koyutirk. Renkli Sinematood out with its unique and modern décor designed by
Bedr i Ra h mi Eyubojlu and Ferruh Bakaja.
technological solutions: acoustics were improved in theening hall, there was a
substantial upgrade in heating and cooling systems, and automatic curtain systems
were installedRenkli Sinemgdike many other movie theaters in Ankara, was burnt

down during a fire in September 1966.
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Figure 50 Renkli Sinema Screen€Cu ai n, the design o
(Source:https://www.oguztopoglaom/2014/02/renkdsinemal957dergisi.htm)

renkive

Sicma,

Figure 52 Renkli Sinema Facade (Source: Figure 51 Renkli Sinema Advertisement using
https://www.oguztopoglu.com/2014/02/renkli architectural depiction as a logo ( Source:
sinemal957hayatdergisi.htm) Yavuzturk, 2016, 187)

In the seconddlf of the 1950s, the neighborhood of Yenimahalle, on the northwest

of Kézeéelay, spawned Seoypr mmvbenedhah¢ eFadz |
Ar ékan; anAd eimd a 1 9 BwWnade by aNecati AlemdarSeyran

Si n ewma s godsheater in termsf size, architecture, seats and screen angles.

It 6

hand,Al e md a r , @iih itselBE seats capacity, was rather big by district

s more than a neighborhood cinemad, a

theater standardA| e md ar  d@so e miaue @rchitectural and spatial
characteristics, such as the main hall of the movie theater featuring not only regular
seats but also tables with chairs. Thus, audiences could bring their food and have

lunch or dinner while watching a movie.
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One of the mogemembered movie theate®? | b a K &€ , was opened n 4957

in Maltepe. The theater had a 1200 seats capacity, and even though it was owned

by Mehmet Bal budak, it was run Blyyk Kazéem
SinemaandN u r S i).nMeawgher énovie theaters had been dithbd by the

|l ate 1950s: oneash HKOK&Ke&iek aig hO83randh é

another one in Telsizler (farther nomhst, and very far from downtown),

¥rnekdoj aml3%9, namedaftegits neighborhood.

The decades following World/ard Il, in terms of cinema life in Ankara, brought

new trends to their locations, in their use in everyday life, in services they provided
and in the way they were designed. First of all, a neighborhood without central,
commercial attractions had a moulgeatre among its residential are@gbeci

Si n e Imd irag@gurated a different business path: not targeting the whole city but
rather the neighborhood. Additionally, above the movie theatre residential units had
been added in the plan for its employees. This building program, which gave
function and meaning to the residential units atop based exclusively on the presence
of a movie theatre, would remain one of a kind. In the apparently bustling district
of Cebeci, four more theatres would be opened in the following dddatisk K n, c i

SarayandY € | .ma z

After Cebeci, other neighborhoods of Ankaiaotably Bahcelievler and

Yenimahalle would gain their own neighborhood theatres. However, these were

not smaliscale modest theatres, as could be expedRmhkli Sinemain

Bahcelievler oweditsllust ri ous reputation to its moc
quality of service. In Yenimahalle, thel e md ar managemerd sfféred a

new way of using the screening hall by furnishing it with chairs and tables so that

viewers could enjoy their meals. @$e kind of alternative solutions to improving

the cinema experience can be seen as an advertisement move based on the
utilization of space. Even though theref¢
worked or not, given its status as a neighborhood cinemahich generally

families watch movies, it woul ddve appe
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particularly important for this period is that with the exceptioBinfik Sinemano

new movie theatres opened in Ulus or Yen
saturation in the main commercial center in the city, which eventually led
entrepreneurs to search for different kinds of market in different parts of Ainkara

where suchulfillment had been reached, up until that point, in terms of residential

use but not of leisure nor entertainment.

In the frame of agencies, we can observe that the state did no longer own movie
theaters; however, its involvement continued in the forfmcensorship and
regulations. The architect, especially in the cagigiik SinemandNur Si,ne mas é
recognized the position of movie theaters as that of a contribution to the general
public. In the other cases, their architects remain unknown but we can ascertain how

the architecture of the movie theater had gained a commercial signéfiadmch

was used by the managers to convince audience to lure audiences in. In this period,

we also see audience gaining its confidence in demanding conditions which would

then inform theébehaviorsof theater managements.

3.4. 1960- 1980: The Cinema Bom between Mup d'états

3.4.1. Urban Conditions and Social Structure

For Turkey, the 1950s marked, together with the American aid, NATO
membership, and the emergence of the national bourgeoise, a turn towards
economic liberalizatiol Boz doj an & . Adilaveg the 1960 tarp

d'étaf the new constitution recognized housing as a part of the legal right to welfare
services. Bozdo] an20l2)omdtheAdpic suggéssts thathh & y s i s
housing policies of the 1960s and 70s can be seen as steps in the direction of a
wel fare state, albeit one that would r eme
urban areas, especially for lemcome groups, contrasted with the upper and

middle ncome groups single family houses, cooperative collective housing and
apartmars (flats) which would eventually become the main unit of urbanization in

the cities(Gunay, 2014)
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The military involvement in the state and amneonstitution, together with the
saturation of capital functions, created a new type of pressure on theskeru
Ankara. Unplanned development, increaseaimp a r t ma (the @recess of
modifying the urban fabric and built environmésingle houses ahother types of
plotsi by converting it into apartment blocks), also known asytyesat (build

and sell) model; an increase gecekondunumbers (squatter housing); and the
overall chaos of the Ankara urbanape in terms of trends, architectural style
functions, transportation etGtinay, 2006)Neighborhoods tended to become more
self-sufficient and independent in terms of their commercial, educational, cultural
and recreational facilities. Because of the constanmease in population, the

growth was not only in land surface but alsoha tensity of social exchange.

In the 1960s and the 1970s, the major issues were the expansion and spatial
organization of industrial capacities of the city in order to absorbrigeants
arriving in Ankar a. This also meant the g
geographical boundaries defining its core. The physical expansion of the city also
broughtin the issue of transportatiofBatuman, 2013p. 580

The governmentaffort to solve problems and to set up a new order resulted into
two important laws which would affect the future of Ankara until this very day. The

first one was the Law of Property Ownership, which regulates proprietary rights
based not on the land but apartments, passed in 19&inay, 2006)The second

one was thé&ecekondlLaw, passed in 1966 with the goal of standardizing the

different statuses afecekondyroperties(Giunay, 2006)

Law of Property Ownership gave free way to ylag-sat (build and sell) type of
constructions riding on the waBammanf a @ ma
B. , 2013) On the other hand, th€ecekonduLaw was intended to letjze

gecekonds mainly because the state did not have economic or politic power to fight

against them nor was able to provide sufficient housing for its inhabitants. The

Ankara urban landscape was then left to two main types of housing patterns by law:

highly populated residential areas, consisting of building blocks, with poorer
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housing areas lacking social facilities, dominatedégekonduswhile the former
areas had legal rights regarding the establishment of various functions, the latter

were still toubled with issues such as the lack of water supply.

Under these conditions, in the p a r t ma neliglabrrinoéds (after Cebeci,
Bah-elievler and Yeni mahall e), and espe
practices started to be increasingly characterized by their local conditions, demands

and opportunities generated by the middiper classs. On the other hand,

Yeni kehir and Maltepe areas were becomin

movie theaters.

Twenty-three movie theaters were opened between the years18360and were

scattered all over the citfava k|l éder e Si née,malsa&l, e SRisn eSnal

¢tankaya Sinemaseée, Talip Sinemase, Di |l ek
Sinemas e, Kezeéel érmak Sinemaseé@, Cep Sinen
Orkide Sinemaseé, As Sinemasé Kerem Siner
Eser Sinema é Sun Sinemaseé@, Koray Sinemasé@, U

andEmek Sinemaseé@é

This boom in movie theater business in such a short time revived the competition

and was supported by the Yexkil-am Film Ir
producng scene. All the while film production numbers increased way more than

a hundred percent in the span of ten years (In 1960, 85; in 1964, 181; in 1970, 224

films), movie theaters also kept their growth until the second half 1970s.

In the decade of the 70spened and closed by two military coups, and right before
attempts at economic liberalization, the provincial population of Ankara had
reached 1.6 million people and 51% of the inhabitants were living on unauthorized

lands. Moreover, the city could orfiyffill a 11% of the facility and services people

needed. The urban situation of Ankara had reached a point of crisis and deadlock
(Felekoj Il u, 2013) . The scarcity of | and,
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of living forced the limits of the city to expand towlarthe suburbs. The shrinkage

of public spaces was adopted as a stayrh solution in city center. For example,
Ataturk Boulevard used to be a street where restaurants and cafes used the sidewalk
on front of the shops, less traffic and wider pedestriacespwere the essence of

the livelihood and association on both sides of the boulevard. In late 1970s, Ataturk
Boulevard was limited to bus stops, the traffic of cars and stores which could afford
high rents (Batuman, 2017); therefore, the reduction inlsmeade shops, eateries

and leisure facilities is dated to those years. Instead, Sakarya Street on the north
side and Izmir Street on the southern side became the main attraction hubs, as
demonstrated by how they became locations were movie theatersdojpelate

1970s.

From 1970 to 1980, Ankara welcomed twesty new movie theaters all across its

different districtsY e n i Ul us Sinemase, Hani f Si nemas
Si nemas é, Baté Sinemaseé@é, Ef es Sinemaseé, I
Sinemasé, Mithatpasa Sinemasé, Sinema 70,

Sinemasé, Bakkenem38in®maya, SKpephs®&i, Mini
Bul var Sinemaseé, Dedeman Sinemasé Yél dez
Sinemaseé, Goktg¢ork Si nemas éand MEsarfKoruSi ne ma s

Si nemasé

The yap-sat method ofa p a r t madid natkoniyaimpactthe city in purely
residential or housing terms, but also had consequences for other facilities such as
parking places, green spaces, street shops, theaters or cinemas. The emergence of
residential blocks with movie theaters dates back to these yearscalfert
organized blocks emphasized the entrance on the ground floor, where the movie
theater located; in some cases, next to different store units. The conditions created
by this type of building blocks actually have their roots in the first years of Ankar

city development. As was observed in the section dealing with those decades,
scarcity of land and lack of means of construction jointly generated the emergence

of multi-functional buildings. The Law of Property Ownership set the legal grounds
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for different uses under one roof. City plans supposedly aimed at the fixed
regulation in laneuse (of commercial areas, residential areas etc.) were very easy

to change or adapt according to the wishes and profits of the owners. Therefore,

vertical construction andrganization of different uses in city, the neeading

need for housing, the profitable nature ¢
yap-satmodel had an organic and logical offspring: apartment blocks with movie

theaters. In turn, they generatétkeir own spatial and social organization in

particular areas.

In the 1950s, the pattern of movie theater establishments adapted to already densely
popul ated districtsd commercial nodes. B
in the city were not iited to the center. Thanks to the aforementioned increasing
construction activities, movie theaters were considered an economically viable
enterprise and consequently were included in the building programs. Therefore,

movie theaters catalyzed growth.

If we look at the distribution of movie theaters in the 1950s, the 1960s and 1970s

from the perspective of districts, Cebeci had sincé@sea remarkable amount of

movie theaters, especially along Tal at P
Movie theaters opened during the 1960s and 1970s followed a pattern, new ones

being located between those already existing. In Yenimahalle, afté@50s only

one new movie theater was opened. In Bahgelievler, the number of movie theaters

was 2 in the 1950s and by the 1970s two more movie theaters were opened in a
rather steady fashion. I n Dékkapeée distri

1960s two more were added.
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Figure 53 Locations of movie theateopened in Ankara, 19291980

In the city center, while the commercial activities veered towards Maltepe, in the
1960s and 1970s, new movie theaters popped up along Gazi Mustafa Kemal
Boul evard. I n the city centeandthédbakeeh on K
around Keéezeéelérmak Street and Akay Stree:

theaters.
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However, the Tunal é& Hi |l mi District (i1 n i
Esat Street to the beginning of Cinnah Street) stood aside from othertdagang

no movie theater in the 1950s and hosting around 10 by the I8KDs, the

formation of movie theaters pattern can be read on the map. Therefore, to study this

period in relation to the transforming relationship between the inherent agencies of
movie theaters and the urban devel opmen:

provides a fruitful set of aspects informing the area.

The first aspect is related to the building type: apartment blocks with a movie theater

in which different parts of the ardbcture adopt different roles with different

motivations for different groups of users. The second aspect is the repetition of this
building type; more specifically in Tunal
1965 and 1975 there were five buildinpdks with a movie theater. All of the

original buildings are still standing, even if those formerly hosting movie theaters

did change such a function. The architect of two of the apartment blocks with

ci nemas, Nej at Tekel i ojg$with mdvia ttheatbrsiin | t t wo
Yeni kehir, which provides ample opportun
similar spaces for different districts. The third aspect is related to the populist
modernity; the seeds of Americamfluenced modernization had beplanted in

the 1950s, and by the 1960s the outcome was the increasing of American goods,
popul ation and architectural elements in
these sources and forms stemming from western modernity were brought along with

local conditions, a convergence that can be observed in the apartment block.
Moreover, the Tunal é Hil mi area has been.
easy case to define demographically: uppetdle class citizens belonging to a

second generatiof the modernization process of Turkish Republic.

342 Tunal é& Hil mi Street and its Apart meni
342 1. Emergence of Tunal é Hil mi Street
I n the early 1950s, with Hermann Jansenaos

city center. According to Akcurél971) K é zél ay was extended fito
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the cityds axis of prestige near t he mi
affluent groups of popul at i focoromercial hank s
activities, an improved accessibility and the presence of governmental facilities

such as the parliament and ministries in the south part of the main square, the city
started to grow south beyond Kégenerhlay. Tun
geographic directi on®(a2n0dl 1a)c ctolridsi nigs tfo nRee
reasons why the Tunalé Hil mi Avenue acqui

center in the | ater decades. 0

The social transformation prompted by the abandorfiagsingleparty system and

the adventofpost 945 r el ations with the U.S. i s
with reference to Tekel2005)as At he earl i er sl ogan #Ain
peopledo formulated by t he aeipatyregimemoder ni
was modified by a populist approach which can be considered as more respectful

of peopl eds -bcuhroeiacuecsr aatnidc aantttii t udeso. | n |
Kavakl edere and | ater Tunal é& Hi |l mi Stree
open to both social and spatial changes, even though they had even been included

i n Jansends city plan ebsuutl oasl uva, p2a0ritl )of t |

I n the early 1950s, the Tunal é Hil mi ar e,
names the sigficant buildings around the area based on the interviews she
conducted with inhabitants of the area.

Until the 1950s, Bulten Streeb ne of the streets that inte
Avenue was a dirty path. The area through the East, which had nobegn

structured, was consisted of vineyards and gardens. The significant buildings were

the embassiesheKav a k| éder e KPrikm&nj Scleool)iand 4OkMd yué s

Evleri( May 14 Houses) in Kavakl éedere. After
residmt i al |l ife began to develop in the Ka:
30 Architectural history scholart é | ga uRojJ | UGS TRBDTuhasi sHi Fmi Avenu

1980s- The Formation of a Publc P | a ¢ e served ag\anvkahcoraplement to this c&ad
thesis is rich with information provided by residents of the disteigarding the historical aspects
obtained through interviews
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devel opment in the | arger Kavakl édere, u

was still a place that was mostly occupi ecf
definedbyEsat (taly 6 s Esat junction, where the Kenr
and the Esat Di strict intersect) on the

(Wine Factory) on the south. The Kavakl éed

south of the Ozdemir Streenal t he At at ¢rk Bulvaré (Boul ev

west of the Street. The Cenap Evi (House), which was located on the south part of
the Atatg¢rk Bul var é, was one of the signif
during the periodf Re s ul dljpl6g, 20

Within a decade, residential development in this area would ensue due to the general
rapid urbanization and growing population processes endured by the city. The
distress between planned and unplanned residential areas was the result of
unsuccssful planning decisions or the lack of thereof. In Ankara, as observed by

planning scholar Teke(R005),city plans followed and reacted to rsxplanned

ur ban devel opment s, and not the other w;

urbanization also steed similarly: the need for residential and public facilities was
mostly felt on | ands which were cl osest
especiallythose where the demography of inhabitants and the spatial characteristics

were most adequate farban growth.

In 1957, the Ankara municipality came up with a new city plan: the Uybéiae!

Plan. The main characteristic of this plan was the decision taken to recognize high
density residential area as the main solution to cope with populationhgemait

scarcityn housing. Kavakl édere district was

area, an inclusion which paved the way

fastest developing housing regions of thi

apper ant i(Re stuhleo 1) puidy.s2. 001 1

Thus in the UybadhiY ¢, c e | Pl an Kavakl edere was c¢chos:

residential developments and emplacement of embassies, and by the late 1960s the
area had practically reached its total capacity in the fulfillmetitage functions.
According to Resulojlu (20211), this 1is
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became a site Awhere residential, cul tur
took placlentogkrehewor ds, Kavak]| étdler e, as
district with a middleupper class demographic profile, needed nearby area(s) of
commercial procurement obeying to the demands of their lifestyle and tastes.
Perhaps aware of this joint need for housing and commerce, in the late 66s small
scale contretors started to build apartment blocks with stores and movie theaters.
This trend would be followed up during the 1970s with store complexes called
Apasaj 0o (passage/gallery), and the stre

commercial strip.

Figure56Tunal & Hi | mi Street S Figure55Tunal & Hi | mi
https://pbs.twimg.com/media/DLjcH3uWAAYy3r8?format (Sourcehttps://i.pinimg.com/originals/8

g&name=900x90p 02/22/81022268a94169d218ccf03ae9!
aff.jpg)
Thehi st ori cal context to the eecforehighhnce of

related to the urbanization process of Ankara. The stasat was called uritthe

mid-1960s, OzdemirStreatn d it s di strict Kavakl éedere &
neighlorhood mainly providing housing (and later offices as well) for midigleer

class groups since the 1960s. Together with a permit issued by the Ankara
municipality, which allowed for a maximum of seven floors in apartment blocks,

the density in populatioand commercial activities substantially increased as did

its tendency to become a sabnter. The spatial and social transformation in the
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street as it was gaining momentum was accelerated by the construction of Hotel
Tunal e in 1969. plionallscatibnoptaced it close to ersbassiesx ¢ e
served many foreign guests, who also exerted a trigger effect for commercial

development.

At the south end of Tunal é Hilmi street o
par ks, Kuj ul u d. Rlasrp&rk wag designed by Herman dansen as a

part of a projected green route for Ankara. The park was named after two swans

(k u ] )uwhieh were sent as a gift to Ankara mayor Vedat Dalokay from the mayor

of Vienna in the mief0s. Such was the birthdfte fApar k wi th swanso,
Ankara and Vienna became twin cities and the mayor of the latter had paid a visit

to Ankara; the swans themselves, who | iv
after the cities. However, Vedat Dalokay himself referredith t o Fer hat and
(Begyekyel déez, 2008) And these two swans
attraction point. Right across right across the park, an office and store complex was
built and named Kujulu Pasaj é& itotypel978. L
for many others in Tunal é Hil mi and Yeni |

I n the early 70s five different movie th
three others within a 5 minutes wal king
before, none of them were there. The airthis case study is to provide a historical

and social background to these cinemas and conceptualize them as places-of movie

going based on their location, architecture and service. The experience of the street
through movie theaters constituted a camsfaublic/private transition, which is

further emphasized via other commercial activities found all along the street. These

five movie theaters share a specific design idea due to their being a part of a building
program which offered residential, commaia@nd leisure uses all at the same time,

with modern decorative touches. The exhibition program of the theaters, additional

shows and eatery facilities are among the many features of the establishments for

the individual and social practices of local ardies.
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The very nature of moving images and the place which enables them created a set

of specific spatial and soci al condi tion
year 1965. To be more specific, the following section of the chapter addresses and
analyzes the first apartment block with a movie theater to appeanond | € Hi | mi ,
Bakkent .Apedaocdsnsaomthe relationship between the owner (Ayhan
Nergi z) , the architect (Nejat Tekeliojlu
principles. Tken another apartmeri,a | i p A wilabe presante@ which was

designed with the same principle and by the same architect, in order to study the
changes, consistencies and trends that were set by the architect. Having a movie
theater in the apartmentock will generate new spatial and social conditions.

Following ths discussion, the study examines how these five apartment block with
movie theaters affected the soci al and c
in light of the findings, a thor@h analysis of the agencies involved in the process

will be presented along with a discussion on how their relationship created an

architectural culture around movie theaters.

3.4.3. Bakkent Apartmané afmlieOWrenwEhé& | édere Si |
Architect and The Architecture

Ayhan Nergiz was born to a farmer family
1936. In 1951, he arrived at Ankara to continue studying in the vocational school

T a kK Mard stated,to live with his sister and brotimetaw (Tung, 2011) After

his graduation, he started a construction company with his two brothers (one of

them was already in the business with his own pariffemc¢, 2011) The three

brothers started their camsction activities in the Bahcelievler neighborhood and

| ater continued building apartment bl ock
Mekrutiyet Street, Knkl ap Street, Y¢ksel
other words, in the whole of Yiei Kk e hi r ) . Ayhan Nergiz pr ol

helped people to own high quality apartments with affordable p(i€esc, 2011)

In 1964, Ayhan Nergiz and his brothers realized the development potential of the
Tunal & Hi |l mi di st r iaccordinghyn(tung,d201d)iNergid t o i n
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already knew who to reach for the design of their first project there: the architect

Nej at Tekeliojlu with whom he had alrea
buil ding in (Nehge, 2B Nb6rgezaapvd Tekeliojlu
plans for the building of a residential blockvhich would later be calleB a Kk k e n t
Apart maneée

Before getting into the details of the building, let us introduce the important figure
inthe constructionofpbd 945 Ankara: Nejat Tekeliojl u,
talk mucho, @&E7)Aghami INed ghizm. I n todayo6s
|l iterature most of the informatipamts about
of a panel that took place in 12 May 2017, in VEKAM, as a part of the project
AAnkaradda Kz Bérakan Mi marl ar o, conduct

El van Altan, Adile Nuray Bayraktar and Ul

Nejat Tekel i oj | uernarean provincerof Silifke int1836. Ewde d i t

t hough his original surname w@®arakia;, r e, he
2017) He started elementary school in a town called Merzifon (in northern Turkey)

and in his lastyear there he lost his hearing capability completely because of
meningitis (Bayraktar, 2017)However, he continued his education successfully

and in 1955, he graduated from Fine Arts Academy, Architecture Department
(Bayr&tar,2017)I n t he | i terature Nejat Tekeliojl
regards to his work with Vedat Dalokay, an architect who was mayor of Ankara
between 1972 and 1977. Their collaboration started with the Kocatepe Mosque
Project in the late 50s and would conite for a decad@Bayraktar, 2017) Their

notably modern design for Kocatepe Mosque was quite unconventional for its time.

Even though they had won the competition organized byTilr&kiye Devrim

Di yanet Sitesi Yap({TarkismBevolud nYasKk AsmachDart n @]
the Construction and Revival of Religious Sites), its managers would eventually re

assign the design and construction to other archifedtsa k € c .€The oflghdl 7 )

design for Kocatepe Mosque was builistamabad, Pakistan and opened in 1986.
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Figure58Nej at Teke Figure59T ek dal Apartmané (Sokul
(Bayraktar, 2017, p. 9)

In 1958, Tekeliojlu and Dalokay started ¢
mostly consisted of residential projeéts I n 1959, Kmar Bl okl ar «
Sitesi; and in 1963, Tekdal Aparta n € . According to archite
Guzel(2017),t he i mprint of Le Courbusier can b
and Tekdal Apartmané. He adds that Aby pu
processes, these architects were in searahway of compromise both to make a

di fference and a moder n p(2@lé)en herpiecesr ban f

on Tekdal Apartmané, also supports this

Tekdal Apartmané with it s rchiteaurahvisipnofi s mat i c
Dal okay and Tekeliojlu. Having had the ¢
Holzmeister and to work with Le Corbusier and Perret. Dalokay approaches
modernism not only as an architectural style but as a new breath with a philosophy

for life. It is possible to see that Dalokay has adapted a flawless symbolic system to

practice through a spatial analysis shaped by the perception of abstract geometry in

search of modern expressi@@okullu, 2017p. 73] Aut hor ds Transl ati or

Eventhoup Dal okay and Tekeliojlu continued t
to work independentl{Nergiz, 2017) It was around this period that the latter met

with Ayhan Nergiz, and in 1964 ,ignbekel i o] |
an apartmentblockhk Tunal &€ Hi | mi Smakimgerocessihhegardd e c i s i «

to the inclusion of a movie theater in the basement floor was the result of a

31 See Appendices B.

130



negotiation between the partners and the architéagiz, 2017) The contractors,

who saw the potential for development in the district, realized that even though
cinema was becoming more and more popul ar
a locale(Tung, 2011)

The construction of the movie theater and the building block was not easy,
especially given that there were not many examples in the city. However, the Nergiz
Brothers entrusted Tekeli o] (Tung, ML) h t he
described him as fAa very goodtiaexch. tEBldi n
business relationship as contractor and architect would continue with two other

residential block projects with movie theaters.

The constructionoB a K k e nt  ¥gs approvertaim1®66 by the municipality

and its movie theateK a v a k 1Sé d e yrogened its doors in 1963 anyer,

2017) In 1969, another project of Tekeli o]
with the Nergiz brothers), the constructionfo | i p A,pvasrcampleted @and

Tal i p Swas emmads(Mergiz, 2017) Bakkent Apart maneée
Apartmané share very similar principles
recognize some improvements and solutions between them. The only study about
these two buildings i (2017awhereahre tobjectively o f Um
discusses the architectural features, internal organization of the buildings, the

furniture and overall decoration.

Bakkent Amg&aal ima n A pharedtthra@ame design idea: vertjcall

organized building blocks with three main functieraultural/commercial (movie

theaters), commercial (retail stores, cafes etc.) and residential (apartment units).

Such a building program represented an intense 4fomlétional appropriation of

an urba plot, achieved with the creating of the maximum amount of units within

thef rame of planning regulations and per mi
was still able to create proper living spaces without sacrificing either design quality

or his modern ideals.
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Figure63Bak kent Apart mane
facade elevatioiSource: Sivil Mimari Bllek)

Figure62Bak kent Apartm
Sinemasé and Ziraa
(Source: Sivil Mimari Bellek)

Figure60Bak kent Apar't _ i
(Source: Sivil Mimari Bellek) Figure6lBak kent Apart maneé
Sivil Mimari Bellek)

Bakkent c¢opsstedohbdloosannial i p A qoasistedobb6ril@ors.
Both of them had stores at the ground level, while the basement level harbored the
movie theater. Their facade shared the same design features: a plain prismatic form

was dominated by Sun breakers which created vertical lines.
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Figure65Tal i p Apart mané Sec

Bellek)
Figure64Tal i p Apar t mi

(Source: Sivil Mimari Bellek)

The ground level consisted of a rather narrow entrance to the building which would

|l ead to the staircase to the upper f1

00T ¢

t heater downstairs. The buildingds main

ticket office to the cinema was placed in the entry to the theater, alongside with a
foyer. If one was to continue downstairs, he/she would arrive at the level where the
entrances of balcony section and private boxes are located, one level below,
parterreand its foyer are located. In the plans of the both buildings the foyer areas
are decorated with wall reliefs the fashion of which is intended to match that of the

buil dingds fa-ade on the street | evel

B
B

Figure68T al i p Apar t ma Figure67Ka v ak | &« Figure66Me n e k K e
(Source: kumnu, 2 Sinemasé Cer Sinemaseé Cer
kumnu, 2017, Aut hor ds Ar ¢
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Ceramic relieves and their adaptation into ding)s during the years between 1950

and 1980 became an important contribution to the construction of an identity for

the buildings in coherence with their architecture. Architecture scholar Ezgi Yavuz

(2017) considers this inclusion of art pieces in andboiiidings as a way of re

evaluating modern architece so as to satisfy the emotional needs of the people

and internali zi n20l7)atideesses the isaue frork a different

angle, stating that the implementation ceramic relieves created an opportunity for

artists, both as economic income as well as a new field of artistic representation. He
continues by mentioning the names of the most important contemporary artists of

the era (such as Ferruh Bakaja, Salih Aca
Flareya Kord , Nur i Ky em, Hami ye ¢ol akojlu and
highlighting how their involvement in public constructions in Istanbul and Ankara

provided extra recognition to the buildings. In Ankara, similar ceramic art works

had been used in other mevheaters as well suchRenkli Sineméwhich featured

t he work of Ferruh BakajAa éa bdand@atigisieé Rahn
Si n e (ecarated by Hamiyé ol a R.oj | u

et IR | et
G R e B

Figure69B a Kk k e nt  RlgoaPiah (Boaroee Sivil Mimari Bellek)
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Let us now turn to the residential units of the two apartment blocks eAioned,

the entrance halls of buildings are narrow yet leave sufficient space for the theater

and stores. The inner organization of t
advanced than ilBBa Kk k e nt ;Ahedarmembas tree apartment units of

differert sizes on each floor, while the latter has only two apartment units on each

floor. This difference in planning can be explained as a the result of the realization

of the architect to upgrade the implementation of the movie theatark k e n t

Ap ar t mwasnaised above the theater with a smaller bulk, howéwadip

A p ar tkeep riséground as it is on the upper floors as well. In other words, for

Tal i p A phagraumdsurféce of the residential units was equal to the size of

movie theater. IBBa Kk k pat t marneési dent i al uni tsoé grour

The details in the interior design of the apartment units can be listed as follows:

built-in wardrobes in the bedrooms, two bathrooms pér ftand a storeroom (in

Tal i p A)pAmericanaarginB a K k e A p a), anchthen @acement of

dinner table in front of the window besides an additional kitchen table. These spatial

and decorative arr a@og8)eemdlifgthe naesls oktemn u s t
higher social classes. These nuancesintheint&gsisrd gn of t he bui |l din

Hilmi Street also address the general demographic nature of the district.

Figure70Tal i p Apartmané Fl oor Pl an
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Abdi Gluzer(2017)r ef l ect s on the Areconciliati on

Tekeliojluo when observing these buil din
The apartment blockso Tal i p and Bakkent (Kavakl|l édere
remember him as a Acinema architecto, sho

to urbanize the traditional housing structure and integrate it with public uses. If we

recall that commercial, s@l and cultural functions can only take place under the

flats in a period where the zoning plans consisted of the repetition of the parcels,

divided mainly depending on the production and capital opportunities, creating new
typologies in Ankara required peci al solutions. I n this s
compromise between the impositions and constraints of the city and its context and

the expectations of modern life in the apartment blocks with movie theaters. This
typology, that is, the effort to trafmem the residential building into commercial and

public uses on the ground floor, was developed in the following years and used as a
generic model . Similar structures started
Street(Guizer, 2017p. 29[ Aut h anslétien] T r

This commentary provided by G¢gzer interp
precise way. However, he does underestimate the role of the contractor as a
decisionmaker in the whole process. This point is especially important for the main
argumaet of this thesis. In the construction of movie theaters, the agencies who led
the way in the first phase were mainly the contractor and the architect, whilst
governmental agents played a background yet nevertheless important role. The
motivation of the cotractor to build a movie theater as a part of the apartment block
was mostly, if perhaps not purely, guided by economic prdfit issue which was
addressed directly by Ayhan Nerdiung, 2011 himself when reckoning thateh

movie theater business was booming at that moment. Another dimension of this
joint planning is the fact that by building a movie theater underground, the
contractor did not have to sacrifice any of construction rights he had earned (from
the municipality for the residential part of the building, since the permits had been
given based on the number of floors. Therefore, utilizing and commodifying the
underground area of the building (a space not particularly adequate for housing)
and burying the movie tla¢er there was a rational and profitable business

opportunity. Again, this is partly due to the fact that movie theaters do not require
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natural light. The only obstacles they had to surpass were related to the construction

and engineering.

Ayhan Nergiz(2017)also mentioned that they sold all the residential units but kept
the movie theater iBa Kk k e nt  Ang ¢he stomea. Mhas is how he started to
become actively involved in the cinema management business. Right after
construction was completed, the agency of Nergiz grew from contractor to manager
of the spacéogether with his brother iraWv Zafer Goke(Tung, 2011) His future
business decisions prove the catalyzing effect of the agency of ownership and
management and how it was shaped by trends in the cinema industry.

In the late 1960s, the screening of ilmwas conducted in a particular way according

to the nature of film rolls. At the beginning of any given showing, the projectionist
would place the first roll of the film; after it concluded, the roll would be taken to
another cinema to be screened. Thefto increase economic profitability and
salvage logistic problems, it was commonplace to own a distribution company or
to collaborate with other cinemas in town. Ayhan Nergiz first chose to team up with
the management&n k ar a & nn & aetyie, 2G7) However, because

of logistical irregularities and flawed timings in the circulation of film rolls,
problems often occurred during screenings. As a result, the Nergiz brothers decided
to do build another movie theaté was a feasible and logical step considering that
they were active contractors and two cinemas could, in managerial terms, be run

more systematically and easily with one copy of each(ergiz, 2017)
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Figure71Zaf er G°ker (on the | ef
Sinemasé with ae Toogy20ld, ppldss t €

They collabora ed wi t h Nejat Tekeliojlu again fo
the Kézeéelay area, a new apartment bl ock
Street:Or ki d e Awhich wambuilt & the late 6@blergiz, 2017) At first,

the building had a stage theater instead of a movie theater, but due to the low
demand it was transformed it into a movie thed#e n e k K e . Gnewrdwna s é

years later they would construct another building block with a bigger movie theater

in a dot located right nextt®r ki d e A(Neagiz,t201d@)mhe new building,

al so designed by Neeakydlzi oAjdits cimmaNetgizc al | e d
Si n e (Margiz 2017) In the span ofhree years, Nergiz was able to manage

three cinemas with one copy of the films. They bought movies from the distribution
companyUlus Film; later, whenU | u s S closedrdews and was turned into

theSoysal Harcommercial gallery, they bought the mowelsich had played there

(Nergiz, 2017) The cinemas, according to Nergiz, screened -bigddity films

suitable for all ages, and shied awagnir erotic or avanrgarde movieqTung,
2011) In fact, hewas very wel |l aware of the fact t

and film selection was crucial for the success of the movie theater.
However, it was also crucial to sustain and manage the complexities related to the

order of the building block overall. ite go back to our <case s

Apart mané, it relied on three different
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|l evel s of privacy and/ or publicness. I n
demographic fabric consisted of middlpper classg having a public place (the

cinema) in the building was not considered as a disturbance of the privacy of the
residents. However, in Maltepe (south o
harboring movie theaters underground started to screen porn rkomigswn as A ¢ -
film birdeno (fAthree (Tanyerm217)Thersorttoie pr i c
audiences these establishments attracted started to bother not only the residents of

the apartment blocks themselves but also the irdoatsit of the whole

neighborhood.

Regarding the chabitation of commercial/private Ba Kk k ent Angd the t man é
mai ntenance of a certain kind of civic or
fits very well with the discussion. He discovered a decoration aspect concerning the
building: the fact that furniture fd a v a k | & d e waspu&lhased froanghe

furniture companyAktan Mobilyaiwhich was also a supplier for other movie

theaters likeAlemdaror Me n e. Khe enost significant items purchased here are

the 6sound absorbing Cophenhagen panel sé
patd Tekeliojluds meticulous efforts to
movie theaters. I't can be argued that thi
containing the noise emanating from the movie theater, alongside the structural
decision to iteat the groundevel stores as a buffer zone designed to mitigate the

sound (so that it would not reach the residential unit on the first floor).

In this discussion of the interplay between the different functions within a building,
itishelpfultogobck t o Be at (0999 co@roentsanhavando sl er ni t y

i's the publicity of the privatebo. Her [
Amodern architecture as mass medi ao. Mo v
chapter, already contained the pressuand pleasures of modernity within. The

translation of this in the context of the built environment of {4&t5 Ankara
coincides with the transition from the |

period to some s or t{Cengizkan2@0)Jhelprassuresmofd er ni s
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modernity, in this case, can be descri bect
a maximization of profit and hence the most thorough and total utilization of the

urban plot. The <c¢ci nema i nroteclsniqueyandthed e man d
1966 | aw of property rights complemented
dimension most purely dealing with the pleasures of modernity can be ascertained

in the architectds efforts omnestheticeiati ng a
hi s/ her wor Kk, t he audi enceos entertainr
homeownerds comfort in a modern apartment
convergence of consequences and developments stemming from modernity applied

to the spedic socic-historical context of Ankara is an equation on full display under

the roof ofBa Kk k e nt ,Anpwhicht con&ractér and architect adhered to the
framework of the Apublicity -usddbuilding pr i v at
whichwasthepmuct of A pop (Cengizkanp2@@e r ni s mo

ThereforeBa kK k e nt & theweltmareage@ materialization of the clashes of

post1945 popular modernism of Ankara, rather than it being an example of
programmatic moderi st architecture where O6one can
the same type of building with the same functions on four additional occasions

within less than a five year period and within a 1 km distance in the same street

proves the system was highlgrosenient in this particular era, when the demands

of the contractor, the architect, the cinema industry, the planning regulations and

the audience played out in balance within the network their agential relationships

had established. To further prove thids time to turn to the joint analysbf the

ot her ci neHilmiStreetn Tunal é

3.44. The Audience, The Street and The Five Theaters

Soon after the opening#fa v a k| € d e Inel96§ $ e £ MA isopenad ats €
Tunal & Hi | mTanydrt 20E7dnt fact thisUb8ilding was not designed
with a movie theater in mind, but rather the ground floor was converted into a movie
theater afterwards. In 1969a | e S was éhenthiisl @énovie theater to open its

doors in the tseet and was located right nextto tkea v a k | e d erLale Si ne ma:
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Sinemadéa 900 seats capacity and balconi e

|l ovel i esto (Resulojl u, 2011, p . 133) . T
construction of whichwasr der ed by the Talip Family
(towards the Esat end), was the second d

mentioned in the previous section. It would be equipped with a movie theater which
would receive the namd al i p S Hnally,nYaesréi Ul uswasSi nemas
established in early 1970 with a relatively small capacity and without a balcony

section.

I n addition to al/l of these, on the suri
Street, by the early 1970s, four more movie thedtadsbeen opened. In 1969, in

Esat street, the Kar énc aaApearctamiaShen ebmaisléd |
| ate 1960s,¢ ank akyia |bilS¥euanthedéwer end of Cinnah

Street, Ha ni f Sand ennl@BA k ¢ n  Siimwas@appeéd Atatlrk

Boulevardl Fel ekoj l u, 2013)

The Early 1920s
1929-1945
1946 -1960

©1961-1970

©1971-1980

Q2019

Figure72Locati ons of the movie theaters in Turt
Resul o] | @@orst udg or al hi story of Tunal ¢

accounts of audiences who frequented these movie theaters. Whea yweopl

asked about what were the most significal
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