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ABSTRACT 

 

SPATIAL DYNAMICS OF MOVING IMAGES:  

EXPANDED CINEMA IN T URKIYE 
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Master of Architecture, Architecture 

Supervisor: Assoc. Prof. Dr. M. Haluk Zelef 

 

 

 

September 2024, 130 pages 

 

 

The disciplines of architecture and cinema are inextricably linked and influence each 

other, mainly when architecture functions as an enclosure for cinema. The 

architectural aspects of the space always have been a significant element of the 

experience of the film. Around the 1950s and 1960s, artists and filmmakers 

challenged cinemaôs spatiality. Even though cinema was conventionally displayed 

in the movie theatre, new milieus such as museums, art galleries, and open-air have 

become possible sites for projecting moving images. Artists have produced 

óexpanded cinemaô artworks that utilize different formats, such as film, video, or 

multimedia works, to be displayed beyond the movie theatre. These experimental 

artworks incorporated multiple elements such as moving images, light, sound, live 

performances, spectator participation, and various technologies to deliver immersive 

and multisensory experiences. Thus, many forms of dialogue emerged between the 

artworks, space, and spectators. They challenged the conventions of film and art 

spectatorship and created different relations to time and space.  
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Within the current literature, architecture itself is not the focus of the studies 

regarding expanded cinema. Additionally, there is insufficient research on how 

moving images were embraced by the artists in Turkiye and how the spaces adapt 

themselves to exhibit cinema. Therefore, this thesis aims to analyze the spatial 

dynamics of the expanded cinema artworks created or exhibited in Turkiye. Selected 

works were analyzed, either based on the authorôs own experiences and observations 

during visits to the spaces and artworks or through representations (photographs, 

videos, virtual tours, explanations of the artists or art critics) if the works were no 

longer on display. The main focus of the thesis is how these artworks engage with 

the spectators and the spaces they inhabit. 

Keywords: Expanded Cinema, Moving Images, Art Spectatorship, Space, Spatial 

Dynamics 
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¥Z 

 

HAREKETLĶ G¥R¦NT¦LERĶN MEKĄNSAL DĶNAMĶKLERĶ: 

T¦RKĶYEôDE GENLEķMĶķ SĶNEMA 

 

 

 

Sicimli , Cansu 

Y¿ksek Lisans, Mimarlēk 

Tez Yºneticisi: Do­. Dr. M. Haluk Zelef 

 

 

 

Eyl¿l 2024, 130 sayfa 

 

Mimarlēk ve sinema disiplinleri ayrēlmaz bir ĸekilde baĵlantēlēdēr ve ºzellikle 

mimarlēk sinema i­in bir mek©n iĸlevi gºrd¿ĵ¿nde birbirlerini etkiler. Mek©nēn 

mimari ºzellikleri her zaman film deneyiminin ºnemli bir unsuru olmuĸtur. 1950'ler 

ve 1960ôlarda sanat­ēlar ve film yapēmcēlarē sinemanēn mek©nsallēĵēna meydan 

okumuĸlardēr. Sinema geleneksel olarak sinema salonlarēnda sergileniyor olsa da, 

m¿zeler, sanat galerileri ve a­ēk hava gibi yeni mek©nlar, hareketli gºr¿nt¿lerin 

yansētēlmasē i­in olasē yerler haline gelmiĸtir. Sanat­ēlar, sinema salonlarēnēn 

ºtesinde sergilenmek ¿zere film, video ya da multimedya ­alēĸmalarē gibi farklē 

formatlarē kullanan ógenleĸmiĸ sinemaô eserleri ¿retmiĸlerdir. Bu deneysel eserler 

hareketli gºr¿nt¿ler, ēĸēk, ses, canlē performanslar, izleyici katēlēmē ve ­eĸitli 

teknolojiler gibi birden ­ok unsuru bir araya getirerek s¿r¿kleyici ve ­ok duyusal 

deneyimler sunmuĸlardēr. Bºylece eser, mek©n ve seyirciler arasēnda pek ­ok 

diyalog bi­imi ortaya ­ēkmēĸtēr. Bu eserler, film ve sanat izleyiciliĵi geleneklerini 

sorgulamēĸ ve zaman ve mek©na dair farklē iliĸkiler yaratmēĸtēr.  
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Mevcut literat¿rde, mimarlēk ­oĵunlukla genleĸmiĸ sinemayla ilgili ­alēĸmalarēn 

odak noktasē deĵildir. Ayrēca, hareketli gºr¿nt¿lerin T¿rkiyeôdeki sanat­ēlar 

tarafēndan nasēl benimsendiĵi ve mek©nlarēn sinemayē sergileme amacēna nasēl uyum 

saĵladēĵē konusunda yeterli araĸtērma bulunmamaktadēr.  Bu nedenle tez, T¿rkiye'de 

¿retilen veya sergilenen genleĸmiĸ sinema eserlerinin mek©nsal dinamiklerini analiz 

etmeyi ama­lamēĸtēr. Se­ilen eserler, yazarēn mek©nlarē ve eserleri ziyareti 

sērasēndaki kendi deneyim ve gºzlemlerine dayalē olarak veya eserler artēk 

sergilenmiyorsa temsiller (fotoĵraflar, videolar, sanal turlar, sanat­ēlarēn ya da sanat 

eleĸtirmenlerinin a­ēklamalarē) aracēlēĵēyla analiz edilmiĸtir. Tezin ana odak noktasē, 

bu sanat eserlerinin seyircilerle ve i­inde bulunduklarē mek©nlarla nasēl etkileĸime 

girdiĵidir. 

Anahtar Kelimeler: Genleĸmiĸ Sinema, Hareketli Gºr¿nt¿ler, Sanat Ķzleyiciliĵi, 

Mek©n, Mek©nsal Dinamikler 
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CHAPTER 1  

1 INTRODUCTION   

An architectural space is a multidimensional concept beyond a mere physical form. 

It has complex characteristics that appeal to various senses and feelings, change over 

time, and gain different qualities and meanings with the people and objects in it. The 

perception and experience of architectural space are not only the concern of 

architecture.1 Space, along with time, movement, and narrative, is one of the most 

significant notions shared in the disciplines of architecture and cinema.2 These 

disciplines are inextricably linked and influence each other in various ways. As 

architectural historian/critic Anthony Vidler (1941-2023) states: ñOf all the arts, 

however, it is architecture that has had the most privileged and difficult relationship 

to film.ò3 

 

The origins of moving images could be dated back to the shadow plays and 

experiments with the camera obscura, magic lanterns, and optical toys. The 

emergence of cinema as an artistic and industrial form can be seen as the result of a 

 

 

1 Juhani Pallasmaa, ñSpace, Place, and Atmosphere: Peripheral Perception in Existential Experience,ò 

in Architectural Atmospheres: On the Experience and Politics of Architecture, ed. C. Borch (Berlin, 

Boston: Birkhªuser, 2014), 19. 
2 Although the term ócinemaô is used as a synonym for movie theater in some English-speaking 

countries such as the UK, this thesis will specifically use ócinemaô to refer to ña discipline and an art 

form of making motion picturesò. On the other hand, the term ómovie theaterô (also known as movie 

house, film theater, movie palace, picture house, picture palace, motion-picture theater, movie hall) 

will be used to describe ñplaces where films are shownò. Lastly, ómoving imagesô (also known as 

film, movie, video, motion picture, moving picture) will refer to ña visual work that appear to be in 

motionò. For definitions and synonyms, please see:  

https://www.merriam-webster.com/dictionary/cinema 

https://www.thesaurus.com/browse/movie%20theater 

https://www.archives.gov/preservation/products/definitions/moving-image-def.html 
3 Anthony Vidler, ñThe Explosion of Space: Architecture and the Filmic Imaginary,ò Assemblage 

21,21 (1993):45, 10.2307/3171214. 



 

 

2 

series of technological and scientific developments in visual representation that 

could project images in sequence at the end of the nineteenth century.4 Since moving 

images started to be projected into screens, architecture has functioned as an 

enclosure for cinema. Thus, the spatial aspects of the space have been a significant 

element of the film experience.5 Even though movie theatres became a conventional 

site for moving images, artists and filmmakers challenged the cinemaôs spatiality 

around the 1950s and 1960s. They blurred the boundary between cinema and 

traditional art forms such as painting, sculpture, and performance. Some artists 

created the illusion of volume, making projected images occupy a physical presence 

in the space as a tangible object or a ósculptural formô.6 

 

     

  Figure 1.1. Anthony McCall, Long Film for Four Projectors (1974)7  

 

 

 

4 Paul Grainge et al., Film Histories: An Introduction and Reader (Edinburgh: Edinburgh University 

Press, 2007), 3-20. 
5 Giuliana Bruno, ñSite-Seeing: The Cine City,ò in Atlas of Emotion: Journeys in Art, Architecture, 

and Film (New York: Verso, 2002), 44-53. 
6 Yiyun Kang, ñThe Spatiality of Projection Mapping: A Practice-Based Research on Projected 

Moving-Image Installationò [Ph.D. Thesis, Royal College of Art, The Department of Media Arts, 

2017], 62, https://researchonline.rca.ac.uk/3391/. 
7 Source: https://www.pacegallery.com/artists/james-turrell/ 
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Some others turned their film works into live performances, mainly featuring the 

interaction of performersô bodies with the projected image, the screen, and the 

spectators.8 

 

 

Figure 1.2. Robert Whitman, Light Touch (1976)9 

 

Some artists have incorporated past and current technologies in their work, using 

cinematic elements such as film strips, cameras, projectors, screens, and monitors. 

Meanwhile, others have explored the possibilities of new technologies, such as 

digital films with high-definition video standards, various aspect ratios, and frame 

rates, as well as augmented and virtual reality and artificial intelligence. Thus, 

museums, art galleries, and building masses have become new possible contexts for 

projecting moving images (Figure 1.3 and Figure 1.4).10 

 

 

 

 

8 Jonathan Walley, ñThe Material of Film and the Idea of Cinema: Contrasting Practices in the Sixties 

and Seventies Avant-Garde Film,ò October 103 (2003): 15-30, http://www.jstor.org/stable/3397606. 
9 Source: https://www.jstor.org/stable/778483 
10 Riccardo Venturi, ñRethinking the Expanded Cinema,ò Critique dôart 45 (2015): 1-6, 

https://journals.openedition.org/critiquedart/19157. 
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Figure 1.3. Peter Campus, Optical Sockets (1972-73)11  

 

Figure 1.4. Universal Everything, Living Mural (2015), Sydney Opera House12 

 

Those experimental films, videos, or multimedia works, which are referred to as 

óexpanded cinemaô13, blurred the boundaries between cinema and art and challenged 

the conventions of art spectatorship.14 Many museums and galleries in Turkiye 

housed the expanded cinema artworks of artists such as Kutluĵ Ataman, Hale 

Tenger, Nil Yalter, Refik Anadol, Ege Berensel, Pelin Kērca, Sefer Memiĸoĵlu, 

G¿ls¿n Karamustafa, Cevdet Erek, Hannu Karjalainen, Universal Everything, Levi 

 

 

11 Source: https://www.e-flux.com/announcements/90964/peter-campus-video-ergo-sum/ 
12 Source: https://www.universaleverything.com/collaborations/sydney-opera-house-living-mural 
13 The term expanded cinema is discussed extensively in Chapter 3. 
14 Tate's definition of expanded cinema as an óart termô.  

ñExpanded Cinema,ò Tate, accessed June 25, 2022, https://www.tate.org.uk/art/art-

terms/e/expanded-cinema. 
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van Veluw, Eelco Brand, Sarkis, Reha Erdem, Florent Herry, Zeynep Dadak, ¢i­ek 

Kahraman, Deniz Tortum, Alican ¢amcē, Cengiz ¢ekil, Candaĸ ķiĸman, United 

Visual Artists (UVA), ¥zcan Ertek, and H¿seyin ¢aĵlayan.15  

 

 

Figure 1.5. Kutluĵ Ataman, 99 Names (2002), Istanbul Modern (2010)16
  

 

Figure 1.6. Hale Tenger, Where Winds Rest (2019), Galeri Nev Istanbul17 

 

 

15 The artworks of these artists are usually categorized as a video installation, video performance, 

video art, body art, audio-visual performance, mixed technique installation, experimental film, or 

avant-garde film by themselves, art critics, museums, or galleries. The differences between these 

definitions are not always clearly defined. Since the artworks ñblur the boundaries between cinema 

and art and challenge the conventions of art spectatorshipò (as in the definition of expanded cinema 

by Tate), they were referred to as expanded cinema artworks throughout the thesis.  
16 Source: https://www.istanbulmodern.org/sergi/gecmis/kutlug-ataman-icimdeki-dusman 
17 Source: https://www.galerinevistanbul.com/tr/artists/39-hale-tenger/works/9428-hale-tenger-ruzg 

arlarin-dinlendigi-yer-2019/ 
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Figure 1.7. Nil Yalter, Untitled (2009), Garajistanbul18 

 

Figure 1.8. Refik Anadol, Augmented Structures V1.0 (2011), Ķstiklal Street19 

 

They have created various forms of screen-reliant works using single or multiple 

channels. They have also incorporated light, sound, and other art forms, such as 

sculpture and performance, in their works. In addition, they have created site-specific 

urban projections. As expanded cinema practices continue to expand in both form 

and content, these artists have incorporated new ideas and techniques into their 

works. Different artworks can offer unique and valuable discussions on how these 

artworks engage with the spectators and the spaces they inhabit. Also, as 

architect/artist Frederick Kiesler (1890-1965) states: ñNo object of nature or of art 

 

 

18 Source: https://nilyalter-melistezkan-untitled.biriken.com/ 
19 Source: https://refikanadol.com/works/augmented-structures-v1-0/ 
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can ever exist or has ever existed without environment.ò20 Therefore, discovering 

contemporary expanded cinema artworks created and exhibited in Turkiye, the thesis 

focuses on the space itself. Turkiye was chosen as the context to allow for first-hand 

observation and analysis of the spaces, allowing for a deeper understanding of how 

context influences both creation and exhibition practices. 

1.1 PROBLEM  

The convergence of cinema with various sites such as museums, galleries, and open-

air has given rise to new forms of dialogue between artwork, space, and spectators. 

While academic literature on the relationship between expanded cinema and 

architecture offers theoretical discussions and case studies from an international 

context, few delve into the details of the artworkôs and spectatorôs relationship with 

space. This is likely since most authors are from the disciplines of fine arts or film 

theory, with architecture being less prominent in current studies. Moreover, there is 

a limited number of research on how artists in Turkiye have embraced moving 

images and how spaces have adapted to exhibit cinema. Therefore, this thesis 

specifically focuses on the following problem: What are the spatial dynamics21 of 

expanded cinema artworks that were created or exhibited in Turkiye, and the 

exhibition venues in which they were displayed?  

1.2 AIM  

The purpose of this research is to examine how expanded cinema artworks relate to 

the space and the spectators.  The aim is to discover: how the relations are established 

 

 

20 Frederick Kiesler, ñNote on Designing the Gallery and Press Release Pertaining to the Architectural 

Aspects of the Gallery,ò (1942), in Peggy Guggenheim & Frederick Kiesler: The Story of Art of This 

Century, ed. Susan Davidson, Philip Rylands, et al. (New York: Guggenheim Museum Publications, 

2004), 42.  
21 The title of the thesis is inspired by Kate Mondlochôs essay ñBe Here (and There) Now: The Spatial 

Dynamics of Screen-Reliant Installation Art,ò published in Art Journal in 2007. 
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between the object-object, space-object, and human-object in terms of proximity and 

interaction? How are the lighting, size, texture, and color of the space designed for 

different expanded cinema artworks? How does the duration of the experience of the 

artwork play a vital role in the perception of the space? Does the space allow 

spectators to move freely and visually and bodily perceive the artwork? Are the 

works unique to the space where they are exhibited, or can they be exhibited again 

in other spaces? How do the display techniques of the artworks engage with the 

space? How are the artworks displayed and arranged in a manner that they evoke 

different experiences within the spectator? Ultimately, it is expected that not only 

the architectural researchers but also different parties (curators, artists, patrons, etc.) 

in the field of expanded cinema make benefit from this research. 

1.3 METHOD  

The primary research method for this thesis is the literature review and case studies. 

After a thorough analysis of the literature on expanded cinema, in order to examine 

and discuss the spatial dynamics of these artworks, multiple cases were analyzed. 

The data regarding the contemporary expanded cinema works created and exhibited 

in Turkiye was collected from the authorôs own experiences and observations during 

the visits to the exhibitions. Interviews with the artists and curators, as well as the 

published statements about the artworks, provided further support for the analyses. 

Where artworks were no longer on display, the analyses were conducted based on 

their representations, such as photographs, videos, and virtual tours obtained from 

the museum, gallery, biennial archives, or personal collections of the artists. 

Additional drawings (plans, sections, and three-dimensional diagrams) regarding the 

exhibition spaces and the artworks, were drawn by the author to represent the spatial 

dynamics of the displays. 
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1.4 CONCEPTS 

 

Figure 1.9. The categorization of expanded cinema artworks (by author) 

 

This thesis classifies expanded cinema artworks primarily based on their dependency 

on screens and, subsequently, on their mode and form of display. Some artworks 

require a projection surface, which could be a physical screen, monitor, or the actual 

space, along with a projector. Within this category, screen-reliant artworks 

incorporating single and multiple screens are selected and analyzed. On the other 

hand, some artworks extend their projection surface spatially beyond the rectangular 

and framed screen, incorporating conventional art forms. In this category, artworks 

with moving images that take various forms, such as sculptural objects, light with 

projectors where the light is projected as a moving image, performances involving 

performers or spectators, or sound installations activated by the spectator, are 

selected and analyzed comparatively. The artworks covered in the last chapter of this 

thesis are selected from a diverse range of examples exhibited in the art galleries in 

Ankara and Istanbul, providing a comprehensive examination of the relations 

established between the object (artworks), space (actual or represented space) and 

human (spectators or performers) (Figure 1.10). 
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Figure 1.10. The analysis diagram for the artworks and space (by author) 
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CHAPTER 2  

2 ARCHITECTURE AND CINEMA  

2.1 THE DYNAMIC DIALOG BETWEEN ARCHITECTURE AND 

CINEMA  

The interaction of cinema and architecture -the inherent architecture of 

cinematic expression, and the cinematic essence of architectural experience- is 

equally many-sided.22 

 

Over the years, the disciplines of architecture and cinema have formed a multifaceted 

dialog, each drawing inspiration and creativity from the other. This dynamic 

exchange has led to the creation of some of the most awe-inspiring artworks23 that 

push the boundaries of what is possible in both disciplines. The similarities between 

architecture and cinema go beyond the products and extend to the process of their 

creation.24 Both require a significant role of ñthe author - the architect and the 

directorò and the assistance of several specialists such as civil engineers, mechanical 

engineers, electrical engineers, urban and regional planners, drafters, interior 

designers, landscape architects, construction workers, producers, and various 

 

 

22 Juhani Pallasmaa, The Architecture of Image: Existential Space in Cinema (Helsinki: 

Rakennustieto, 2001), 13. 
23 Architecture and cinema have been recognized as art forms in various classifications throughout 

the centuries. One of the most famous and referenced classifications is the ñManifesto of the Seven 

Artsò by Italian artist Ricciotto Canudo (1877-1923), which includes architecture, sculpture, painting, 

music, poetry/literature, dance, and cinema. Drawing on the philosophies of Schopenhauer and Hegel, 

he considered cinema, the ñseventh artò, as a total art. Recently, many new disciplines, such as video 

games, have also been included in these classifications.  

James M. Welsh, ñDocuments of Film Theory: Ricciotto Canudoôs Manifesto of the Seven Arts,ò 

Literature/Film Quarterly 3, 3 (1975): 252-254.  
24 Our VVois, ñDirectors and Film; Architects and Architecture- The Closest Art Forms,ò Medium, 

accessed January 4, 2024, https://medium.com/@warrenstanley.70/directors-and-film-architects-

and-architecture-the-closest-art-forms-1ec2896efe54. 



 

 

12 

departments formed for the assistant director,  art, camera, electric, grip, hair & 

make-up, costume, sound, visual effects, and many others.25 Both cinema and 

architecture share a common approach to design, where the production process is 

mainly based on a unique design process. In architecture, the design process begins 

with identifying the programs and locations, while in cinema, it starts with 

identifying the scenario. The purpose is to bring together various pieces to create a 

new meaning on this basis.26 Both disciplines share similar concepts and 

terminology, such as space, structure, form, rhythm, movement, light, shadow, color, 

sound, time, perspective, frame, scenario, montage, and narrative, which become 

tools of production and representation.27  

 

The spatial and structural elements of architecture have offered filmmakers limitless 

possibilities for visual storytelling and composition, where the architectural space 

itself has become the main character of the film. In films, architectural imagery is 

used to direct the audience's intentions, thoughts, and emotions. These images can 

be real, manipulated, or entirely new spaces created to produce a certain atmosphere 

and narrative.28 On the other hand, the captivating and immersive nature of cinema 

has inspired architects to design spaces that provide various experiences and tell 

stories. Cinema has become a tool to expand the scope of architectural thought, so 

various architects have formed their approach to architectural design with the 

influence of moving images.29 While cinema utilized architecture as a tool, 

architecture, in turn, was inspired by cinema. This interplay between the two 

disciplines has resulted in rich and creative artworks. 

 

 

25 Pallasmaa, The Architecture of Image: Existential Space in Cinema, 14. 
26 Celal Abdi G¿zer, ñSinemanēn Mimarlēk ¦zerine Sºyledikleri: Bir Eleĸtiri Bi­imi Olarak Sinema,ò 

in Sinema ve Mimarlēk, ed. Celal Abdi G¿zer (Ankara: Fol, 2023), 31-32. 
27 M¿ge Kuzubaĸēoĵlu, ñCinematographic Notions as a Method for Space Design, Representation, 

Experimentationò [Masterôs Thesis, Istanbul Technical University, The Department of Architecture, 

2014], 7-31. 
28 Vidler, ñThe Explosion of Space: Architecture and the Filmic Imaginary,ò 45-56. 
29 Pallasmaa, The Architecture of Image, 13. 
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2.1.1 Architectural Imagination in Film  

The obvious role of architecture in the construction of sets (and the eager 

participation of architects themselves in this enterprise), and the equally 

obvious ability of film to ñconstructò its own architecture in light and shade, 

scale and movement, from the outset allowed for a mutual intersection of 

these two ñspatial arts.ò Certainly, many modernist filmmakers had little 

doubt of the cinema's architectonic properties. From Georges Meliesôs 

careful description of the proper spatial organization of the studio in 1907 to 

Eric Rohmerôs reassertion of film as ñthe spatial artò some forty years later, 

the architectural metaphor, if not its material reality, was deemed essential to 

the filmic imagination.30 

 

As indicated by Antony Vidler, architecture plays a crucial role in setting up a filmôs 

scene while the film itself creates its own space. In many instances, filmmakers have 

used real-world spaces, as seen in documentaries and actualities such as the first 

publicly shown films Arriv®e d'un train ¨ la Ciotat (Arrival of a Train at La Ciotat, 

1895) and La sortie de l'usine Lumi¯re ¨ Lyon (Workers leaving the Lumi¯re Factory 

in Lyon, 1895) produced by the Lumi¯re Brothers.31 This approach involved 

depicting real objects, people, and events as objectively as possible, sometimes 

intending to provide information or critique.32 However, filmmakers have not limited 

themselves to representing physical spaces. Instead, they have combined real-life 

footage with fictional shots and storytelling. Actual spaces have been replicated and 

manipulated with various cinematography techniques such as framing, depth of field, 

contrast/color, and camera movement. Starting from the 1920s, the cinematic 

portrayal of cities has been integral to the evolution of this form of filmmaking.33 

 

 

30 Vidler, ñThe Explosion of Space,ò 46. 
31 Actualities are short non-fictional films that depict real-life events, places, and people without 

editing. Even though they are not structured into a larger narrative or coherent whole, they are 

considered the forerunners of documentaries. 

ñActuality,ò MoMA, accessed February 5, 2024, https://www.moma.org/collection/terms/actuality. 
32 However, it should not be overlooked that such films, created before the 1900s, were primarily 

interested in displaying the possibilities of cinema and original visual experiences rather than space. 
33 Barbara Mennel, ñModernity and the City Film: Berlin,ò in Cities and Cinema (London and New 

York: Routledge, 2008), 22. 
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Several notable films were created to offer a poignant depiction of how capital cities 

transformed into bustling metropolises during the late nineteenth and early twentieth 

centuries, such as early German films, including Die Freudlose Gasse (The Joyless 

Street, 1925) and Jacques Tatiôs feature films, including Playtime (1967). These 

films did not merely reflect the physical aspects of spaces. As a result, cinema has 

become a tool for analysis or documentation to understand urban and architectural 

transformation, along with the changing social and cultural agenda.34  

 

Furthermore, beyond manipulating existing spaces, entirely new and imaginary 

spaces have been created to produce a unique atmosphere or narrative without 

depending on the restrictions of the real world, such as light, time, and gravity. 

Georges M®li¯sô A Trip to the Moon (1902) and Fritz Langôs Metropolis (1927), 

were an intriguing exploration of cinematic technology and film studiosô35 

possibilities for the future of cinema and architectural imagery.36 Emerging visual 

and narrative techniques allowed filmmakers to express spaces far beyond the realm 

of reality. Many films, such as The Old Mill (1937), produced by The Walt Disney 

Studios, used animated imaginary architecture as a filmôs centerpiece. As digital and 

animated filmmaking techniques advance, including computer-generated imagery 

(CGI), motion capture, digital animation, and rotoshop, they hold the potential to 

create more engaging representations of spaces.  

 

The film serves as a powerful medium through which architecture can be 

characterized, interpreted, and portrayed, allowing for its documentation and 

envisioning of future possibilities. Beyond merely capturing the evolution of urban 

landscapes, the film also reflects the social and cultural changes that took place in 

 

 

34 Vidler, 53-55. 
35 Georges M®li s̄ constructed a glass-iron studio, which became a spatial and visual experience and 

display element for the urban inhabitants, who were also spectators of the films produced there. 
36 Brian R. Jacobson, ñGeorges M®li s̄ôs óGlass Houseô: Cineplasticity for a Human-Built World,ò in 

Studios Before the System: Architecture, Technology, and the Emergence of Cinematic Space (New 

York: Columbia University Press, 2015), 86. 
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certain eras. Moreover, the film liberates architecture from the constraints of reality. 

Architecture undoubtedly plays a crucial role in shaping the cinematic narrative, 

serving as both subject and setting that enriches the storytelling. As cinematic 

techniques continue to evolve, the intersection between film and architecture 

promises to offer even more innovative and immersive experiences for spectators, 

further expanding the horizons of both spatial arts.37  

2.1.2 The Cinematic Exploration of Built Forms 

At a moment when interest in the movie has reemerged in a much avant-garde 

architectural work, from the literal evocations of Bernard Tschumi in his 

Manhattan Transcripts and projects for La Villette to more theoretical work 

on the relations of space to visual representation, the complex question of 

movieôs architectural role is again on the agenda.38 

 

Architecture has long been influenced by the visual language and storytelling 

techniques of the cinema, and many renowned architects have incorporated 

cinematic imagery and experiences into their work.39 Although architectural designs 

on paper, including plans, sections, elevations, and perspectives, are inherently two-

dimensional, they take on a multi-dimensional quality not only when constructed but 

also when movement and time are considered, and the user is regarded as a 

spectator.40 The promenade architecturale41 of Le Corbusier was characterized by 

the connection between separate elements, a sequence of spaces, that constitute the 

whole. The path itself served not as an individual element but as a method to engage 

 

 

37 Pallasmaa, 13-36. 
38 Vidler, 45. 
39 Pallasmaa, 17. 
40 M¿ge Sever, ñA Critical Review of Literature on Space and Cinemaò [Master Thesis, Izmir Institute 

of Technology, The Department of Architecture, 2015], 21. 
41 Architectural promenade is a concept developed by Le Corbusier to describe the complex design 

of sequential spaces and the experience of movement and time through these spaces. 
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with the spatial aspects of architecture across different stages.42 In the case of Villa 

Savoye, Corbusier emphasized this concept:  

 

Arabic architecture teaches us a valuable lesson. It is best appreciated on foot: 

it is by walking, by moving that one discerns the underlying architectural 

arrangement. This principle is exactly the opposite of baroque architecture. 

In this house [the Villa Savoye] we are presented with a real architectural 

promenade, offering prospects which are constantly changing and 

unexpected, even astonishing. It is interesting that so much variety has been 

obtained when from a design point of view a rigorous scheme of pillars and 

beams has been adoptedé It is by moving about é that one can see the 

orders of architecture developing.43 

 

 

Figure 2.1. Le Corbusier, Villa Savoye (1928-1931)44 

 

One another architect who cited cinema as a significant source of inspiration for his 

design approach was Jean Nouvel. Through his architectural works, Nouvel sought 

to capture the same sense of movement, narrative, and emotion one experiences in 

films.45 He stated:  

 

 

42 Alex Duro, ñVil la Savoye and Villa Dall'ava,ò Metalocus, Febrary 12, 2017, https://www. 

metalocus.es/en/news/villa-savoye-and-villa-dallava 
43 Le Corbusier and Pierre Jeanneret, Oeuvre Compl̄te 1929-1934, (Z¿rich: Les ®dition 

d'Architecture, 1946, 24), quoted in Beatriz Colomina, Privacy and Publicity: Modern Architecture 

As Mass Media (Cambridge: MIT Press, 1996), 5-6. 
44 Source: https://blog.thal.art/architectural-promenade-at-the-villa-savoye/ 
45 Sever, ñA Critical Review of Literature on Space and Cinema,ò, 22-23. 
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Architecture exists, like cinema, in the dimension of time and movement. 

One conceives and reads a building in terms of sequences. To erect a building 

is to predict and seek effects of contrast and linkage through which one 

passesé In the continuous shot/sequence that a building is, the architect 

works with cuts and edits, framings and openings é I like to work with a 

depth of field, reading space in terms of its thickness. Hence the 

superimposition of different screens, planes legible from obligatory points of 

passage which are to be found in all my buildings...46 

 

When the idea of assembly shifted from the physical construction of the three-

dimensional structure to graphic practice, montage47 became a prominent technique 

for architectural representation, the most prominent example being Bernard 

Tschumiôs Manhattan Transcripts (1976-1981).  

 

 

Figure 2.2. Bernard Tschumi, Manhattan Transcripts (1976-1981)48 

 

This theoretical work emphasized not only the physical aspects but also the events, 

actions, and users of the space. Tschumi stated:  

 

The dominant theme of The Transcripts is a set of disjunctions among use, 

form, and social values; the non-coincidence between meaning and being, 

movement and space, man and object was the starting condition of the work. 

 

 

46 Jean Nouvel, quoted in Pallasmaa, 17. 
47 Architects were influenced mainly by Soviet montage theory. According to Soviet filmmaker Sergei 

Eisensteinôs montage technique and Kuleshov experiments, ñwhen the separate elements are brought 

together, a new meaning is established which is greater than the sum of the separate elements.ò. Sever, 

39-54. 
48 Source: https://www.tschumi.com/projects/18/ 
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The Transcripts aimed to offer a different reading of architecture in which 

space, movement and events are independent, yet stand in a new relation to 

one another, so that the conventional components of architecture are broken 

down and rebuilt along different axes.49 

 

Moreover, the shift in media, along with technological improvements and cinematic 

influences, ultimately changed the traditional way of conveying ideas. The 

introduction of cinematic techniques into architecture paved the way for the 

emergence of new narrative techniques, such as collage and photomontage, adapted 

by several architects and groups, including Arata Isozaki, Archizoom, Hans Hollein, 

Superstudio, the Utopie group, and Archigram. Recognizing the limitations of static 

paper in capturing dynamic movement, Archigram, an avant-garde group of 

architects in the 1960s, ingeniously designed their magazine50 as a hybrid medium. 

They used the montage technique to combine writings and drawings with 

photographs and films, converting paper surfaces into interactive media screens.51  

 

 

Figure 2.3. Peter Cook, Archigram Group, Issue Three (1967)52 

 

 

49 ñThe Manhattan Transcripts,ò Bernard Tschumi Architects, accessed April  23, 2024, 

https://www.tschumi.com/projects/18/. 
50 Also named Archigram. 
51 Craig Buckley, ñEnvisioning Assembly: Archigram and the Light/Sound Workshop,ò Grey Room 

73 (Fall 2018): 26-53. 
52 Source: https://www.controlmagazine.org/vitrine/1960 
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While various cinematic elements have contributed to the narrative process, the film 

itself has also evolved into a tool for representation. Pierre Chenalôs film 

Lôarchitecture dôaujourdôhui (1930) featured Le Corbusierôs the Villa Garches and 

the Villa Savoye to promote modern architecture. Even though carefully scripted and 

controlled by the architect, the film included the human presence and the actions 

within these buildings.53 Many modern architects did not favor using film as a 

medium to convey their ideas or represent their buildings.54 Nonetheless, films 

including Ila B°ka and Louise Lemo´neôs Koolhaas Houselife (2008), focusing on 

the experience of the space from the perspective of the housekeeper, have been 

produced in contemporary times. The relationship between architecture and cinema 

has continuously evolved, with architects adapting filmic techniques to represent 

movement and time in their designs. As technology and media advance, the potential 

for further exploration and collaboration between both disciplines remains 

promising. 

2.2 ARCHITECTURE AS AN ENCLOSURE FOR MOVING IMAGES  

Film is always housed. It needs more than an apparatus in order to exist as 

cinema. It needs a space, a public siteða movie ñhouse.ò It is by way of 

architecture that film turns into cinema. Located in the public architecture of 

the movie theater, the motion picture is a social, architectural event. The film 

experience involves a spatial binding just as an architectural experience can 

also embody the fiction of a cinematic path. As the street turns into a movie 

house, the movie house turns into the street.55 

 

 

 

53Thomas Elsaesser, ñThe Architectural Postcard: Photography, Cinema, and Modernist Mass 

Media,ò Grey Room 70 (Winter 2018): 84.  
54 According to Elsaesser, this unwillingness was due to the architectsô desire for control over the 

angle or point of view of how others viewed their building. Thus, they preferred the architectural 

postcard as a medium to promote modernity. However, after the architectural photograph supplanted 

the architectural postcard in the upcoming years, the photographer came into the forefront with his/her 

control over the visual space, which might compete with the architectôs control over the physical 

space. 

Elsaesser, ñThe Architectural Postcard,ò 80-101. 
55 Bruno, ñSite-Seeing: The Cine City,ò 44. 
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Since the first invention of moving images, the film experience has undergone a 

remarkable transformation through the ages, marked by various breakthroughs, and 

architecture has begun to function as an enclosure for the film. The innovations in 

cinematic devices and techniques allowed films to be displayed in diverse settings, 

from fairgrounds and amusement parks to theaters and nickelodeons, marking 

diversity from outdoor to indoor spaces.56 Eventually, the movie theatre became a 

conventional space where films were displayed, a place of concentrated attention 

with pitch-black darkness.57 However, cinema has expanded beyond these traditional 

spaces for propaganda, promotion, education, and instruction. The advent of the 

óexpanded cinemaô altered the presumptions about the filmôs conventional sites. 

Museums and galleries have transformed into venues for cinematic experiences, 

altering the interaction with the film based on the physical aspects of the space and 

their relationship with the spectator.58 

2.2.1 The Pre-History of Moving Images and Film Experience 

The history of moving images is not easily defined by a single invention or event. 

The emergence of the cinema is usually associated with the inventions of early 

cinema pioneers such as Thomas Edison or the Lumi¯re brothers. However, its 

origins can be traced back to shadow plays and experiments with magic lanterns and 

camera obscura which were optical devices that allowed images to be projected 

(Figure 2.4 and Figure 2.5).59  

 

 

 

56 Paul Grainge, et al., Film Histories: An Introduction and Reader (Edinburgh: Edinburgh University 

Press, 2007), 3-20. 
57 Bruno, 47. 
58 Andrew V. Uroskie, Between the Black Box and the White Cube (Chicago and London: Chicago 

University Press, 2014), 87-97. 
59 Paul Grainge, et al., Film Histories: An Introduction and Reader, 3. 
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Figure 2.4. Athanasius Kircherôs illustration of magic lantern (1646)60  

 

Figure 2.5. Illustration of camera obscura (1887)61 

 

These experiments led to Phantasmagoria exhibitions, a mode of entertainment 

using multiple lanterns to produce a combined image with the illusion of movement. 

Emerging in the late eighteenth century, Phantasmagorias featured frightening 

images accompanied by verbal presentations in darkness (Figure 2.6).62 

 

 

60 Source: https://www.sciencephoto.com/media/979665/view/magic-lantern-1671 
61 Source: https://www.britannica.com/technology/camera-obscura-photography 
62 Grainge, et al., 3-4. 
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Figure 2.6. Etienne-Gaspard Robertsonôs Phantasmagoria show63 

 

The developments were followed by the invention of optical toys such as the 

Phenakistoscope, Zoetrope, and Praxinoscope. They created the illusion of motion 

by rotating a strip of sequential images along the inner surface of a cylinder.64 

 

    

Figure 2.7. Zoetrope (1833)65  

 

 

63 Source:  http://www.sandragulland.com/phantasmagoria-first-horror-picture-show/ 
64 Grainge, et al., 4. 
65 Source: https://www.mediastorehouse.co.uk/search.html?b=&search=zoetrope 
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The emergence of cinema as an artistic and industrial form at the end of the 

nineteenth century resulted from technological and scientific developments in visual 

representation that could project images sequentially. However, the reasons for its 

rise were far more complex, encompassing not only technological changes but also 

sociocultural, economic, and artistic shifts that shaped the demand for new forms of 

mass entertainment and visual storytelling. Eadweard Muybridgeôs Palo Alto 

experiments, using a series of cameras to photograph a horseôs motion, paved the 

way for advancements in the technical methods for recording movement.66  

 

 

Figure 2.8. Eadweard Muybridge, The Horse in Motion (1878)67 

 

Later,  a team of specialists and Thomas Edison invented the Kinetograph camera 

and the Kinetoscope around 1889-1992. These self-standing devices allowed 

individuals to peer through holes and view short clips lasting 30-60 seconds, 

recorded at Edisonôs studio, Black Maria, in New York. This innovation facilitated 

an individualized viewing experience in Kinetoscope parlors, which were storefronts 

equipped with a couple of Kinetographs (Figure 2.9).68  

 

 

66 Grainge, et al., 4. 
67 Source: https://www.cinerituel.com/sinemada-mekan-ve-ses-tasariminin-tarihsel-gelisimi/ 
68 Grainge, et al., 4-5. 
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Figure 2.9. Kinetoscope Parlor in San Francisco (1895) 69 

 

Around the same time, the Lumi¯re brothers developed a portable device called 

Cin®matographe, which could function as a camera and a projector. Starting in 1895, 

they showcased a sequence of short films at theaters and cafes, marking the first 

public screenings of films.70 

 

  

Figure 2.10. The poster advertising the Lumi¯re brothers Cin®matographe (1896)71 

 

 

69 Source: https://zhawkins.omeka.net/items/show/14 
70 The first publicly shown films were Arrival of a Train at La Ciotat, 1895, and Workers Leaving the 

Lumi¯re Factory in Lyon, 1895. Grainge, et al., 5-6. 
71 Source: https://histoire-image.org/etudes/cinematographe-lumiere 
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The short films of the Lumi¯re brothers were screened in various countries, which 

helped to introduce this new form of entertainment to spectators worldwide. The first 

public film screening in Turkiye was held in Istanbul in 1897 by Romanian film 

producer and cinema operator Sigmund Weinberg (1868-1954). Weinberg, the 

representative of Path® Brothers in Turkiye, was selling Path®ôs phonographe 

(gramophone) and other productions. He first screened Path®ôs films at Sponeck, the 

most famous beer hall of the period, located in Galatasaray.72 Due to the absence of 

electricity in the country at that time, the projection machine was powered by 

kerosene lamps. Despite the gas odors from the lamps bothering the curious 

spectators, this first screening was met with great interest as a magical invention, 

although some opposed this innovation, considering it a sin to watch.73 This 

screening was soon followed by another at Fevziye Coffeehouse in ķehzadebaĸē, 

Istanbul, and films, including those by the Lumi¯re Brothers, typically shown in 

rented theaters, cafes, coffee houses, pubs and schools.74  

 

Afterward, fairgrounds, carnivals, and amusement parks became public spaces 

where the early film was exhibited, attracted people, and invited them through visual 

experiences. An early film experiment known as Cin®orama (Figure 2.15) was first 

presented at the 1900 Paris Exposition, simulating a flight in a hot air balloon over 

Paris, using a cylindrical screen and synchronized projectors to project images.75 

Similarly, an attraction76 known as Haleôs Tours and Scenes of the World (1904-

1915) offered a simulated train journey using a ten-minute film shot from the 

 

 

72 Nijat ¥zºn, T¿rk Sinemasē Kronolojisi 1895-1966 (Ankara: Bilgi Yayēnevi, 1968): 11-13. 
73 Ag©h ¥zg¿­, Baĸlangēcēndan Bug¿ne T¿rk Sinemasēnda Ķlkler (Istanbul: Yēlmaz Yayēnlarē, 

1990): 7-9. 
74 ¥zºn, T¿rk Sinemasē Kronolojisi 1895-1966, 12-13. 
75 Lenny Lipton, ñThis Is Cinerama,ò in The Cinema in Flux (New York: Springer, 2021), 529, 

https://doi.org/10.1007/978-1-0716-0951-4_60 
76 According to film historian Tom Gunning, the cinema of attractions refers to the earlier conception 

of cinema (before 1906) that aims to show something new and exciting, establish contact with the 

audience, and make them know this is a film to get their attention. 

Tom Gunning, ñThe Cinema of Attractions: Early Film, Its Spectator and the Avant-Garde, 1986,ò in 

Critical Visions in Film Theory: Classic and Contemporary Readings, Timothy Corrigan, Patricia 

White and Meta Mazaj (New York: Bedford/St. Martinôs, 2011), 70-76. 
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perspective of a moving train, enhanced with rocking movements and sound effects 

in an interior outfitted as the inside of a train.77  

 

 

Figure 2.11. Balloon Cin®orama at the Paris Exposition (1900)78 

 

  

Figure 2.12. Haleôs Tours and Scenes of the World (1904-1915)79 

 

 

77 Lipton, ñThis Is Cinerama,ò 529-530. 
78 Source: https://proyectoidis.org/cineorama/ 
79 Source: https://www.mirandomirar.com/2021/11/hales-tours.html 
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Figure 2.13. The first Nickelodeon in Pittsburgh (1905)80 

 

Interior spaces have always been used to display moving images till the early 

twentieth century due to their ability to block daylight, which interferes with screen 

visibility, often utilizing curtains and other means to create optimal viewing 

conditions. Vaudeville theaters, storefront theaters, and nickelodeons played a 

pivotal role in developing movie theaters as it is known today. These venues, with 

low admission prices, emerged in urban areas, offering affordable entertainment to 

diverse audiences.81 The evolution of moving images continued from the emergence 

of devices like the Vitoscope and Mutoscope to the introduction of sound and color 

in films and changes in digital techniques. Around the 1920s, open-air movie theaters 

emerged, making use of the darkness of the night with screens that were either free-

standing or integrated into building elements. By the 1930s, this concept evolved 

into drive-in movie theaters, where people utilized their vehicles as seats. 

Throughout these developments, cinema spectators had a complex relationship 

between the images on the screen and the perception of reality and space. Therefore, 

the essence of the film experience persisted in the new visual experiences and display 

venues, which continue to shape the cinematic landscape. 

 

 

80 Source: https://pabook.libraries.psu.edu/literary-cultural-heritage-map-pa/feature-articles/more-

your-nickels-worth-nickelodeon 
81 Gunning, ñThe Cinema of Attractions,ò 74. 
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2.2.2 Black Box: Movie Theaters 

As architectural spaces, film theaters offer a variety of possible cinematic 

experiences and diverse means of mapping spectatorship. One can never see 

the same film twice. The reception is changed by the space of the cinema and 

by the type of physical inhabitation the site yearns for, craves, projects, and 

fabricates, both inside and outside the theater. Thus, we can be utterly 

different spectators when we watch the same film in different places, for 

different models of spectatorship are figured in the architecture of the theater 

itself.82 

 

As film screening techniques evolved, early screening venues turned into movie 

theaters, necessitating permanent spaces solely for showcasing the increasing 

number of films. This shift reflected a longstanding architectural tradition tailored to 

theater design, characterized by the exterior attracting peopleôs attention and the 

interior with main halls occupied by seats facing the screen.83 It is not surprising that 

some of the first examples of movie theaters were established as parts of existing 

theatres. In 1908, the first permanent movie theater of Turkiye, Cin®ma Path®, was 

opened in the former comedy section of the Metropolitan Theater (ķehir Tiyatrosu) 

in Tepebaĸē, Istanbul by Sigmund Weinberg. Shortly thereafter,  theaters began to be 

converted into movie theaters and opened to the public. In 1914, the first Turkish 

movie theater, called Milli Sinema (The National Cinema), was opened in 

ķehzadebaĸē, Istanbul operated by Cevat Boyer and Murat Bey.84 The same year, the 

Majik Cinema in Taksim, designed by architect Giulio Mongeri, became the first 

building in Turkiye specifically constructed as a movie theater. Prior to World War 

I, the films predominantly shown were worldwide popular Italian and Scandinavian 

productions. However, during the period between 1914 and 1918, due to censorship 

of films from other countries, nearly all the films screened were German. The 

 

 

82 Bruno, 45. 
83 Charlotte Herzog, ñThe Movie Palace and the Theatrical Sources of Its Architectural Style,ò 

Cinema Journal 20, 2 (1981): 15-37, https://doi.org/10.2307/1224831. 
84 ¥zg¿­, Baĸlangēcēndan Bug¿ne T¿rk Sinemasēnda Ķlkler, 8-10. 
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number of movie theaters in Turkiye was quite limited during World War I, with 

these venues primarily attended by non-Muslim minorities. There were 

approximately ten movie theaters, predominantly in Istanbul and a few in Izmir. 

From 1923 onwards, the construction of movie theaters significantly increased.85 

 

 

Figure 2.14. A typical section for a movie theater86 

 

Around the 1920s, as moviegoing gained popularity among people and films 

extended in duration, spectator expectations evolved accordingly. Films were no 

longer the only attraction that kept spectators in early screening venues regardless of 

the spatial conditions. People expected more from the spaces in which they watched 

the films. Thus, the necessity of providing more comfortable and lavishly adorned 

spaces was recognized to attract people. Thatôs when atmospheric theaters, also 

known as dream palaces, started to appear.87 In the US, John Eberson was known as 

the architect of such theaters, including Loewôs Paradise Theater in the Bronx, built 

in 1929. In atmospheric theaters, architecture took precedence over the film itself, 

offering pedestrians a space to explore while strolling. Screens were relatively small 

compared to the overall space, often positioned in less prominent locations. As visual 

and environmental studies professor Giuliana Bruno puts it, with lights remaining on 

 

 

85 Hinkle M. Eugene,  ñThe Motion Picture in Modern Turkey,ò Kebike­ 28 (2009): 91-102. 
86 Source: https://patents.google.com/patent/US6164018 
87 Herzog, ñThe Movie Palace and the Theatrical Sources of Its Architectural Style,ò 33. 
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during the film, the spectatorôs experience was akin to spatial wandering, reminiscent 

of being in an open-air theatre.88 

 

 

Figure 2.15. Lowôs Paradise Theater, Bronx, New York (1929)89 

 

In Europe, the construction of movie theaters, which had been interrupted by World 

War I, resumed in the 1920s.90 The trend of atmospheric theaters, which aimed to 

create immersive environments within movie theaters, gave some European movie 

theaters a unique character. This included the Tuschinski Theater in Amsterdam, 

which was designed by Hijman Louis de Jong in 1921. During the same period, 

movie theaters that shifted away from rich decorations to a more minimalist approach 

emerged. The aim was to create an óinvisible cinemaô where making anything that 

could distract the spectator, even the architecture itself, invisible to directing 

attention solely to the film image. This concept was epitomized by movie theaters 

around the world, including the Film Guild Cinema in New York, designed by 

Frederic Kiesler in 1928. The elements of light, sound, color, size, and the angle of 

the screen were carefully designed by the architect. The two side walls and the ceiling 

 

 

88 Bruno, 48-50. 
89 Source: https://www.historictheatrephotos.com/Research/Atmospherics/The-Atmospheric-

Theatre/ 
90 Noam M. Elcott, ñDark Theaters,ò in Artificial Darkness: An Obscure History of Modern Art and 

Media (Chicago and London: University of Chicago Press, 2016), 60. 
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were also used for the projection of the film. The aim was to create a holistic film 

environment and artistic experience. It was designed as a place of concentrated 

attention with pitch-black darkness.91 

 

 

Figure 2.16. Interior photograph of the Film Guild Cinema (1928)92 

 

During the 1930-1950 period in Turkiye, it is evident that the Community Centers 

(Halkevleri)93 conducted thousands of film screenings based on documents,   

periodicals, or newspapers published by the Community Centers. These screenings 

took place in the conference halls, schools, and movie theaters within their premises, 

as well as with mobile theaters in rural areas. This initiative facilitated the first 

encounters of large segments of the Anatolian population with cinema. Movie 

theaters expanded beyond Istanbul and Izmir into Anatolia.94 After the Second World 

War, movie theaters in Europe and the U.S. were more streamlined, functional 

buildings that often incorporated minimalist designs, reflecting the broader 

 

 

91 Laura M. McGuire, ñA Movie House in Space and Time: Frederick Kieslerôs Film Arts Guild 

Cinema, New York, 1929,ò Studies in the Decorative Arts 14, 2 (Spring-Summer 2007): 45-78.  
92 Source: https://www.researchgate.net/publication/336357445_Frederick_Kiesler_ and_virtual_ 

reality_on_the_modernist_stage_and_screen 
93 Turkish institutions for public education. 
94 Aydēn ¢am, and Ķlke ķanlēer Y¿ksel, ñT¿rkiye Sinema Mek©nlarē, Seyir ve Seyirci Araĸtērmalarē 

Bibliyografyasē: Yaklaĸēmlar, Kaynaklar Ve Yºntemler,ò T¿rkiye Araĸtērmalarē Literat¿r Dergisi 18, 

36 (December 2020): 604-605. 

https://www.researchgate.net/publication/336357445_Frederick_Kiesler_%20and_virtual_%20reality_
https://www.researchgate.net/publication/336357445_Frederick_Kiesler_%20and_virtual_%20reality_
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architectural trends of the era. They provided artificial cinematic darkness as an 

isolator from external stimuli and reality.95 Ultimately, the movie theater became a 

black box96, characterized by spectators taking a seat, maintaining silence, and 

focusing on a single frame for an extended period within a darkened space. This 

environment facilitated an experience of transporting spectators away from the 

present time and space and immersing them in the world depicted on the screen.97 

While maintaining their fundamental characteristics as a black box, movie theaters 

have consistently undergone transformations over time.  

 

In the 1950s and 1960s, the advent of television led to a decline in moviegoing 

practice, as people preferred to stay home to watch moving images. Throughout the 

1960s, significant structural changes occurred, particularly with the introduction of 

multiplex theaters, including multiple screening rooms. By the 1970s and 1980s, 

movie theaters became integrated into multifunctional structures, reflecting changes 

in entertainment consumption spurred by television. Furthermore, the advent of 

Video Home System (VHS) and Digital Video/Versatile Disc (DVD) technology in 

the 1980s and 1990s facilitated home film screening, further diminishing the appeal 

of movie theaters. With the proliferation of the Internet and the rise of movie 

streaming services after the 1990s, the spatial significance of the movie theater has 

been increasingly questioned. Yet, advancements in technology, such as IMAX 

screening, have contributed to the ongoing evolution of the movie theater 

experience.98  

 

 

 

95 Elcott, ñDark Theaters,ò 47-75. 
96 Andrew W. Uroskie describes the space of the film as the ñblack boxò of the movie theater and the 

ñwhite cubeò of the art gallery, drawing attention to the tension between these two institutions. 
97 Uroskie, Between the Black Box and the White Cube, 42. 
98 Barbara Klinger, Beyond the Multiplex: Cinema, New Technologies, and the Home (Berkeley, Los 

Angeles and London: University of California Press, 2006), 17-54. 



 

 

33 

 

Figure 2.17. IMAX screen in the Cinesphere, Toronto, Canada99 

2.2.3 Moving Images Beyond Movie Theater 

Movie theaters have long been the conventional space for cinematic experiences 

despite the existence of various venues for film screenings, owing to advancements 

in film technology, the changing needs for projecting moving images, and evolving 

spectator preferences. Nevertheless, since moving images appeal to the masses and 

attract attention among people, cinema has been used beyond movie theaters for 

purposes such as propaganda, promotion, education, and instruction. The óFilm 

Trainô practice, also known as Soviet Agit-Trains, embraced by the Soviet political 

leaders around 1917, were mobile film studios producing and displaying films and 

modern gadgets to soldiers and uneducated villagers for propaganda, agitation, and 

education.100 Even though the Soviet film industry was restricted by the regime and 

forced to propagate socialism, the Film Train practice gave a new impulse to the 

cinema in the Stalinist period by experimenting with new methods for cinematic 

production (Figure 2.18). 

 

 

99 Cinesphere is the worldôs first permanent IMAX movie theatre, constructed in 1971 and recently 

restored. Source: https://torontolife.com/culture/ontario-place-cinesphere-reopening/ 
100 Robert Bird, ñThe Film Train Stops at Mosfilm: Aleksandr Medvedkin and the Operative Film 

Factory,ò in In the Studio: Visual Creation and its Material Environments, ed. Brian. R. Jacobson 

(Berkeley: University of California Press, 2020), 145-165. 
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Figure 2.18. Screening room inside the agit-train óOctober Revolutionô101 

 

The film train concept was adopted in Turkiye as a tool for the education of the 

public and students in the first years of the republic. In cooperation with the Ministry 

of Education and the Turkish National Railway System (TCDD), a train called 

óSeyyar Terbiye Treniô traveled between Ankara and Samsun by organizing 

conferences, exhibitions, and film screenings. This initiative stood out as a notable 

practice in public education and cinema within Turkiye.102  

 

Also, notable architectural works were designed for the display of moving images 

beyond theaters. One such example was the geodesic dome theater designed by 

Buckminster Fuller to display Charles and Ray Eamesôs multiscreen film ñGlimpses 

of the USAò exhibited in the American National Exhibition in Moscow in 1959. This 

presentation aimed to convey and advocate for the complex and diverse lifestyle of 

Americans with a new mode of narrative with multiple, simultaneous, ever-shifting 

images presented in the exhibition (Figure 2.19).103  

 

 

101 Source: https://incite-online.net/heftberger4.html 
102 Murat Yēldēz, ñThe Use of the Cinema as a Tool in National Education Policies in the Early Years 

of the Republic: 1925 ķakir Sedeni Report,ò Journal of Academic Value Studies, 7, 1, (2021): 41-51.  
103 This method of image display also echoes Gunningôs concept of the cinema of attractions. 

Beatriz Colomina, ñEnclosed by Images: The Eamesesô Multimedia Architecture,ò Grey Room, 2,2, 

(2001): 6-29. 
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Figure 2.19. Interior of the geodesic dome with Glimpses of the U.S.A. (1959)104 

 

Similarly, the Philips Pavilion, designed by Le Corbusier and Iannis Xenakis at the 

1958 Worldôs Fair in Brussels to display multimedia works, was significant for its 

spatial and technological qualities. The experiential space surrounded the visitors in 

a space of light, sound, and video displayed along the walls of the pavilion.105 

 

 

Figure 2.20. Interior of the Philips Pavilion (1958)106 

 

 

104 Source: https://www.eamesoffice.com/the-work/glimpses-of-the-u-s-a-film/  
105 Iannis Xenakis and Le Corbusier, ñPhilips Pavilion,ò ANY: Architecture New York, 5, (1994): 34-

35. 
106 Source: https://www.archdaily.com/157658/ad-classics-expo-58-philips-pavilion-le-corbusier-

and-iannis-xenakis?ad_medium=gallery 
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Furthermore, institutions incorporated spaces for showcasing film, serving scientific 

and cultural educational purposes. These spaces were designed to enhance the 

learning experience. One such example was the Omnimax Theatre of La G®ode in 

Parc de la Villette, France, designed by Adrien Fainsilber and G®rard Chamayou in 

1985. Equipped with a vast spherical screen, the theater showcased science, nature, 

and travel documentaries, providing experiences that are both informative and 

entertaining. 

 

 

Figure 2.21. Omnimax Theatre of La G®ode in Parc de la Villette107 

 

Moving images did not always require the presence of a structure. Open-air venues 

and drive-in theaters allowed spectators to engage with cinematic narratives in 

natural settings. All these adaptations reflected a broader cultural shift towards 

incorporating dynamic visual media into diverse contexts. Ultimately, the integration 

of cinema into museums and galleries marked a pivotal moment in the evolution of 

visual culture, enriching artistic expression and expanding the boundaries of 

traditional exhibition practices.  

 

 

107 Source: https://carmin.io/en/lieux/la-geode/ 
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2.2.4 White Cube: Museums and Galleries 

[é] the Dada movement had uncovered a different model in the prehistory 

of industrial cinema that would influence another model of expanded cinema: 

one that took place not within the black box of the cinematic theater, but 

within the white cube of the gallery space. This model was not a matter of 

simply introducing cinema into the galleryðof dimming the lights and 

turning the white cube into a black box. Rather, it was a process of thinking 

about how the temporality and kinetics of the moving image might be 

introduced into dialogue with modernist painting and sculpture. It was a 

process significantly aided by the historical recovery, in the early 1950s, of 

the legacy of Marcel Duchampðspecifically, Duchampôs recovery of the 

Victorian ñphilosophicalò toy as a tool of cinematic investigation. With their 

quasi-sculptural form, these optical devices allowed the idea of the cinematic 

to be displaced from the familiar darkness of the theater and situated within 

the bright light of the gallery. As the moving image was brought both literally 

and figuratively inside the gallery space, it would disrupt the established 

traditions of exhibition and spectatorship therein, ultimately contributing to 

a wide-ranging transformation of the idea of the gallery as such over the 

course of the 1960s.108 

 

Towards the end of the 1950s and the beginning of the 1960s, a significant change 

was observed in the methods and forms of fine arts. This change in the art world 

coincided with the changes in cinema. The traditional tools of cinema were 

occasionally abandoned, and cinema was expanded to include various projections, 

live performances, and video technologies, adapting to serve new purposes. It has 

been shown in galleries and museums and created as installations. In 1955, the 

Galerie Denise Ren® in Paris hosted a significant group exhibition called Le 

Mouvement (Movement), featuring works by renowned artists who explored the 

themes of motion, space, and time (Figure 2.22). Some artworks responded to 

visitorsô movements, while others were altered through direct interaction or moved 

autonomously. The exhibition marked a crucial moment in the history and evolution 

of kinetic art within the gallery space.109 

 

 

108 Uroskie, Between the Black Box and the White Cube, 85. 
109 Uroskie, 85-86. 
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Figure 2.22. Le Mouvement exhibition, the Galerie Denise Ren® in Paris (1955)110 

 

Nam June Paik, widely regarded as a pioneer of video art, used video and television 

as his primary medium. In the Exposition of Music, Electronic Television exhibition 

at Galerie Parnass in Wuppertal in 1963, he turned a broken television with its screen 

image condensed into a single line into one of his notable works, Zen for TV (Figure 

2.23). Similarly, Bruce Nauman, a pioneering artist in exploring the new medium, 

delved into holography and produced the First Hologram Series: Making Faces 

(Figure 2.24)  in 1968. These holographic images on glass create a three-dimensional 

effect when illuminated from behind and viewed from the front. The series was 

exhibited at the Los Angeles County Museum of Art (LACMA ) as part of the ñBruce 

Nauman: Work from 1965 to 1972ò exhibition, co-organized by LACMA and the 

Whitney Museum of American Art in 1972. Through these groundbreaking works, 

artists, including Nauman and Paik, played a pivotal role in shaping the landscape of 

contemporary art, paving the way for future generations of artists to explore the 

endless possibilities of moving images in the gallery space.111 

 

 

 

110 Source: https://alchetron.com/Denise-Ren%C3%A9 
111 Eri­ Ulusoy, ñVideo installation: Space and Image Surfacesò [Masterôs Thesis, Hacettepe 

University, The Department of Sculpture, 2022], 19-41. 
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Figure 2.23. Nam June Paik, Zen for TV (1963-1982)112 

 

Figure 2.24. Bruce Nauman, First Hologram Series: Making Faces (1968)113 

 

In France, as part of the Festival dôAutomne (Autumn Festival), the exhibition 

ñArt/Video Confrontationò was shown at the Paris Museum of Modern Art in 1974. 

In the same year, a notable exhibition titled ñImpact Art Video Art 74ò also opened 

at the Museum of Decorative Arts in Lausanne, Switzerland. Organized by the 

Impact Group (Henri Barbier, Serge Marendaz, Jean Otth, and Jean-Claude 

Schauenberg), the exhibition featured video art, and sociological, political, and 

educational videos.114 The film began to be perceived significantly as an art form 

and started to be exhibited in museums and galleries when the Pompidou Center 

 

 

112 Source: https://www.mplus.org.hk/en/collection/objects/zen-for-tv-2015647/ 
113 Source: https://collections.lacma.org/node/2113768 
114 Onur Karamercan, ñExamination of Cinema and Television Museums in T¿rkiye and on the 

Worldò [Masterôs Thesis, Istanbul University, The Department of Museum Management, 2018], 15. 
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opened in 1977. Initially, films were predominantly exhibited in projection rooms, 

following the format of traditional film screenings. However, Christine Van Assche, 

upon joining the Pompidou Center in the 1980s, advocated for film to be housed 

within the Visual Arts Department and displayed in the museumôs exhibition 

galleries. This shift from projection rooms to exhibition halls led to the establishment 

of the New Media Department and underscored the prominence of video installations 

occupying exhibition venues. Concurrent with the establishment of the New Media 

Department at the Pompidou Center, many other museums also began collecting film 

and new media art for their permanent collections.115  

 

In Turkiye, cultural advancements within the realm of cinema paved the way for the 

establishment of the Turkish Cinematheque Association (T¿rk Sinematek Derneĵi) 

in 1965. The Cinematheque organized screenings that differed from those shown in 

commercial movie theaters, offering old films that were no longer possible to see in 

movie theaters, films from countries and directors whose works had not been shown 

in the country before, and non-profit amateur short films for cinema enthusiasts. It 

also played a significant role in the development of cinema literacy through its 

publication, the Yeni Sinema magazine. Following its closure after the 1980 military 

coup, the Istanbul Foundation for Culture and Arts (IKSV), founded in 1973, 

initiated the Istanbul Film Festival (IF) in 1987 to promote cinema and introduce 

spectators to films and filmmakers that often do not receive widespread distribution 

or attention in commercial theaters.116 Later, the state took steps to encourage the 

private sector to promote cultural and artistic activities, which paved the way for the 

opening of private museums, which were based on similar dynamics within the 

economic, political, and socio-cultural context as their counterparts in the West.  

 

A gallery is constructed along rows as rigorous as those for building a 

medieval church. The outside world must not come in, so windows are 

 

 

115 Karamercan, ñExamination of Cinema and Television Museumsò 16-17. 
116 Atifet Keleĸoĵlu, ñAlternative Film Exhibition of Istanbul: Contemporary Museumò [Masterôs 

Thesis, Marmara University, The Department of Radio, Television and Cinema, 2019], 94. 
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usually sealed off. Walls are painted white. The ceiling becomes the source 

of light. The wooden floor is polished so that you click along clinically, or 

carpeted so that you pad soundlessly, resting the feet while the eyes have at 

the wall. The art is free, as the saying used to go, ñto take on its own life.ò 

The discreet desk may be the only piece of furniture. In this context a standing 

ashtray becomes almost a sacred object, just as the firehose in a modern 

museum looks not like a hose but an esthetic conundrum.117 

 

New museums in Turkiye after the 1990s have shown parallels to Brian OôDohertyôs 

characterization of gallery space as ñwhite cubes.ò Consequently, the entry of 

moving images, whose primary space is the ñblack box,ò into these well-lit spaces 

has facilitated the transformation of gallery spaces. While private museums rapidly 

increased in number and transformed into venues for alternative art exhibitions with 

government incentives, the same level of transformation did not significantly occur 

in public museums.118 The earliest alternative cinema activities emerged in private 

museums, such as Istanbul Modern Cinema in the Istanbul Modern Art Museum and 

Pera Film in the Pera Museum. Films were screened in the multi-purpose halls of 

these museums. Later on, similarly to the Pompidou Center, films also entered the 

exhibition halls of galleries and museums.119 One of the first recorded examples of 

video art in Turkiye was Nil Yalterôs work titled The Headless Woman or the Belly 

Dance, produced in 1974 (Figure 2.25). Although created abroad, this piece is 

considered one of the pioneering examples of video art in Turkiye. It consists of an 

image captured with a handheld camera, using the performance and video medium 

together, and presented on a television monitor.120 

 

 

 

117 Brian OôDoherty, Inside the White Cube (San Francisco: The Lapis Press, 1986), 15. 
118 Ali Artun, M¿mk¿n Olmayan M¿ze (Istanbul: Ķletiĸim Yayēnlarē, 2017), 37-64. 
119 Keleĸoĵlu, ñAlternative Film Exhibition of Istanbul,ò 117-119. 
120 Borga Kant¿rk, ñT¿rkiye G¿ncel Sanatēnda Video Sanatēnēn Bug¿n¿ ve Video Sanatēna Odaklē 

Sergileme, Organizasyon Modelleri,ò Idil 9, 4 (2022 Haziran): 852-853, doi: 10.7816/idil-11-94-0. 
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Figure 2.25. Nil Yalter, The Headless Woman or the Belly Dance (1974)121 

 

Although Yalterôs work has been exhibited in numerous galleries abroad, it wasnôt 

until the 2000s that it was first exhibited in Turkiye. However, the 1990s marked the 

emergence of this art form in Istanbul, laying the groundwork for its eventual 

recognition and exhibition in the country. The 3rd International Istanbul Biennial, 

held in 1992, curated by Vasēf Kortun with the theme ñProduction of Cultural 

Difference,ò was significant for its inclusion of various artworks that challenged 

conventional mediums. At the Greater Istanbul Municipality Nejat F. Eczacēbaĸē Art 

Museum located in Feshane, ñVillageò (Figure 2.26), a collaborative piece by Igor 

Kaminnik, Vadim Fishkim, and Andrei Sholokov, was exhibited in the open area of 

the museum during the biennial. This installation, featuring video screens, was 

significant in its portrayal of art and film as a spatial experience. Also, during the 4th 

International Istanbul Biennial held in 1995 and curated by Ren® Block, significant 

examples of video art by artists such as Nam-Jun Paik and Bruce Nauman were 

exhibited in Antrepo no. 1, Yerebatan Cistern, Hagia Eirene Museum, and Atat¿rk 

Cultural Center Art Gallery, which was remarkable for the art spectators, and artists 

in Turkiye.122 

 

 

 

121 Source: https://www.nilyalter.com/works/1/the-headless-woman-or-the-belly-dance-1974.html 
122 Kant¿rk, ñT¿rkiye G¿ncel Sanatēnda Video Sanatēnēn Bug¿n¿,ò 853-854. 
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Figure 2.26. Village, Pavilion of Russia (1992)123  

 

Created by media artist and visual researcher Ege Berensel in 1995, which won the 

Best Experimental Film Award at the 9th Ankara International Film Festival, the 

work Panoptikum was significant both for its exploration of space, Ankara Karum, 

one of the first shopping malls in the country, and for its use of monitor to bring 

found videos from surveillance cameras into the gallery setting (Figure 2.27). In the 

same years, with the initiatives of Middle East Technical University - GĶSAM 

(Audio-Visual Systems Research and Application Center), Sanart, Goethe Institute, 

British Council, and Ankara International Film Festival, numerous national and 

international events were organized in the fields of experimental cinema and video 

art. These events provided opportunities for academics and artists from different 

countries to come together and have collective discussions and productions.124 

Another collective initiative was the Apartman Project, an independent art space 

founded in 1999 and directed by Selda Asal that provided a platform for 

interdisciplinary art production, performances, and video recordings. In 2001, their 

project titled Store of Dreams (D¿ĸ Satēn Alma D¿kk©nē) presented the experience 

of video artworks in a public space, extending the exhibition beyond the confines of 

 

 

123 Source: https://archives.saltresearch.org/handle/123456789/8895 
124 Ulusoy, ñVideo installation: Space and Image Surfacesò, 51-54. 
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the gallery by utilizing the open windows of the exhibition space towards the street 

for passersby in T¿nel, Beyoĵlu.125 

 

 

Figure 2.27. Ege Berensel, Panoptikum (1995)126 

 

 

Figure 2.28. Apartman Project, Store of Dreams (2001)127 

 

During the 1990s, films were displayed through alternative avenues, such as 

biennials, festivals, and independent spaces, with the efforts of collectives. While 

they were not as widely displayed in museums and galleries as traditional art forms 

like painting and sculpture, Turkish artists were still able to show their work at 

 

 

125 Kant¿rk, 854. 
126 Source: https://www.egeberensel.com/index.php/project/panoptikum/ 
127 Source: Kant¿rk, 854. 
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international galleries and biennials. However, in the 2000s, the proliferation and 

accessibility of film production tools, along with the inventions of digital devices 

capable of recording moving images and sound and digital software for editing, led 

to a significant increase in production and exhibition in Turkiye.128 Additionally, 

cinema museums were established, housing a unique collection of artifacts and 

equipment from the history of cinema in the country, which include T¿rker Ķnanoĵlu 

Vakfē (T¦RVAK) Museum in Istanbul, Istanbul Cinema Museum, and Adana 

Cinema Museum.129 In conclusion, the introduction of the ñexpanded cinemaò 

altered the presumptions about the filmôs conventional sites. 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

128 Kant¿rk, 854. 
129 Karamercan, ñExamination of Cinema and Television Museums in T¿rkiye,ò 217-226. 
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CHAPTER 3  

3 EXPANDED CINEMA  

3.1 TRACING THE EMERGENCE AND DEFINITIONS OF EXPANDED 

CINEMA  

3.1.1 The Genesis of the Term ñExpanded Cinemaò 

The term óexpanded cinemaô was first used by American filmmakers Stan 

Vanderbeek and Jonas Mekas in the mid-1960s after artists and filmmakers 

expanded the boundaries of cinematic venues in the 1950s and 1960s. Mekas 

presented and reviewed a series of multimedia productions of artists in New York in 

his regular Movie Journal Column in the Village Voice. In 1965, he announced the 

New Cinema Festival 1 (Expanded Cinema Festival)130 organized by Film-Makersô 

Cinematheque131 under the title of ñExpanded Cinemaò and defined new uses of 

cinema with this term.  

 

Later this summer the Cinematheque is organizing a huge survey of the 

various new uses of cinema. The leading artists of these new uses of cinema 

(expanded cinema) will take part. As I have said quite often before: cinema 

is only beginning. Donôt go to Cannes to look for new cinemaðcome to New 

York.132 

 

 

130 The New Cinema Festival 1 consisted of various multimedia productions held in New York, 

showcasing the notable works of artists such as Robert Rauschenberg and Claes Oldenburg. Later, it 

came to be commonly known as the Expanded Cinema Festival. However, during its actual 

occurrence, the festival was officially titled as the New Cinema Festival 1.  
131 Film-Makersô Cinematheque (formerly known as the Film-Makerôs Showcase) was an 

organization directed by Jonas Mekas and his collaborators to organize experimental film programs. 
132 Jonas Mekas, Movie Journal: The Rise of the New American Cinema, 1959-1971 (New York: 

Columbia University Press, 2016), 188-206. 
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Figure 3.1. Jonas Mekas, ñMovie Journal,ò The Village Voice, June 1965, p. 18133 

 

Figure 3.2 Film-Makerôs Cinematheque, The Village Voice, October 1965, p. 28134 

 

Later, Vanderbeek published a manifesto in The Tulane Drama Review magazine 

named ñCulture: Intercom and Expanded Cinema: A Proposal and Manifestoò in 

 

 

133 Source: https://warholstars.org/filmmakers-cinematheque-1-1961-62.html 
134 Source: https://warholstars.org/filmmakers-cinematheque-1-1961-62.html 
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1966. He explained the concept of óMovie-Drome,ô135 which utilized motion pictures 

or expanded cinema to enable the exchange of images and ideas, ultimately leading 

to global communication. According to Vanderbeek, the interconnectivity provided 

by technology and moving images would also had an impact on cinema and art. He 

stated: 

 

éit certainly will re-order the structure of motion pictures as we know 

themé Cinema will become a óperformingô arté and image library. I foresee 

that such centers will have its artists in residence who will orchestrate the 

image material he has at his disposaléAnd will lead to a totally new 

international art formé136 

 

  

  Figure 3.3. Stan Vanderbeekôs Movie-Drome137 

 

In 1967, Sheldon Renan authored a book titled ñAn Introduction to the American 

Underground Film,ò wherein he dedicated the final chapter to the concept of 

óexpanded cinemaô. For Renan, it was the new technological and social conditions 

and sensibilities that permeated all the arts that influenced the expansion of cinema. 

 

 

135 VanDerBeek envisioned a spherical theater (inspired by Buckminster Fullerôs spheres) where 

spectators experience floating moving images. He started building prototypes from the repurposed 

top of a grain silo in 1963.  
136 Stan Vanderbeek, ñCulture: Intercom and Expanded Cinema: A Proposal and Manifesto,ò The 

Tulane Drama Review 11, 1 (1996): 38-48, URL https://www.jstor.org/stable/1125263. 
137 Source: http://www.medienkunstnetz.de/works/movie-drome/ 
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This led to filmmakers in the 1960s challenging standard film practices, resulting in 

experimental film becoming one of the critical sources of expanded cinema.138 He 

described: 

 

Expanded Cinema is not a particular style of filmmaking. It is a name for a 

spirit of inquiry that is leading in many different directions.... It is cinema 

expanded to include many different projectors in the showing of one work. It 

is cinema expanded to include computer-generated images and the electronic 

manipulation of images on television. It is cinema expanded to the point at 

which the effect of film may be produced without the use of film at all.139   

 

The overall concept was elaborated and popularized by the American critic of media 

arts Gene Youngblood who published an influential book in 1970 named ñExpanded 

Cinemaò, which was based on his articles from 1967 to 1970, originally featured in 

the New Media Column of the Los Angeles Free Press. Notably, the column was 

published under the titles of óExpanded Cinemaô or óIntermedia,ô depending on the 

specific subject matter explored.140 The book brought a new perspective to the 

culture of moving images and the expansion of the cinematic medium. Youngblood 

presented visionary ideas on the potential of digital media and art to offer the 

spectator a mind-altering experience that transcends linguistic expression and 

thoughts. 

 

When we say expanded cinema, we actually mean expanded consciousness. 

Expanded cinema does not mean computer films, video phosphors, atomic 

light, or spherical projections. Expanded cinema isn't a movie at all: like life 

it's a process of becoming, manôs ongoing historical drive to manifest his 

consciousness outside of his mind, in front of his eyes. One no longer can 

specialize in a single discipline and hope truthfully to express a clear picture 

of its relationships in the environment. This is especially true in the case of 

 

 

138 Gloria Sutton, The Experience Machine: Stan VanDerBeekôs Movie-Drome and Expanded Cinema 

(Cambridge, Massachusetts: The MIT Press, 2015), 37-39. 
139 Sheldon Renan, An Introduction to the American Underground Film (New York: E.P. Dutton, 

1967), 227. 
140 Gene Youngblood, ñIntroduction to the Fiftieth Anniversary Edition,ò in Expanded Cinema, (New 

York: New Fordham University Press, 1970), 14. 
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the intermedia network of cinema and television, which now functions as 

nothing less than the nervous system of mankind.141 

 

    

Figure 3.4. The bookôs original cover, designed by James McMullan142 

 

The term óexpanded cinemaô was used by various artists, theorists, and practitioners 

starting from the 1960s onwards. More recently, Turkish publications have embraced 

terms such as ógenleĸmiĸ sinemaô, ógenleĸen sinemaô, or ógeniĸletilmiĸ sinemaô to 

describe expanded cinema. Dissertations, magazines, websites, and exhibition 

catalogs have featured articles and critiques about expanded cinema, as well as 

introductions of artists and filmmakers who have engaged with the concept in their 

works.143 

3.1.2 The Definition of Expanded Cinema 

The task of defining expanded cinema is as much a needed enterprise, which 

might help to shed light on current debates surrounding the so-called 

ñcinematic turnò in contemporary art, as it is a vexed one, for the very 

 

 

141 Gene Youngblood, Expanded Cinema (New York: New Fordham University Press. 1970), 41. 
142 As explained by Youngblood, the cover featured an image from Scott Bartlettôs 1967 16mm film 

OffOn since it was the pioneer in integrating video graphics as an aesthetic component in films. 

Source: https://www.jstor.org/stable/j.ctvnwbz7q.4 
143 For more information, please see: https://manifold.press/pazar-sekmeleri-expanded-cinema and 

https://manifold.press/expanded-cinema. 
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spectrum of practices it describes resists attempts at producing clear 

definitions. Not only is ñexpanded cinemaò merely a name among others to 

describe forms of work and artistic practices whose nature is hybrid and cuts 

across media, it also always refers to a dynamic field made up of struggling 

concepts and objects. As its heterogeneous genealogies and its openness to 

plural becomings suggest, the category of expanded cinema itself is subject 

to expansion.144 

 

Defining expanded cinema is a complex task. Following the popularization of the 

term, numerous discussions have emerged within the scholarly discourse 

surrounding this phenomenon, each centered on various aspects of the ófilmic 

turnô.145 Nevertheless, despite the difficulty of defining the concept, there is a 

consensus about the broad scope and the role of expanded cinema in transcending 

the limitations of cinema and art practices.  

 

Expanded cinema is an elastic name for many sorts of film and projection 

event. It is notoriously difficult to pin down or define. At full stretch, it 

embraces the most contradictory dimensions of film and video art, from the 

vividly spectacular to the starkly materialistic.146 

 

Expanded cinema denotes an avant-garde practice that emerged during the 1960s and 

1970s, primarily in Europe and North America. This practice involves multimedia 

displays incorporating various elements such as video, music, television, light, 

shadow play, and live performances, alongside the projection of moving images on 

single screens, multiple screens, or no screens at all.147 

 

éexpanded cinema, that is, an explosion of the frame outward towards 

immersive, interactive, and interconnected forms of cultureé the word 

ócinemaô to refer not simply to film as a technology but to a range of moving-

 

 

144 Adeena Mey, ñExpanded Cinema, By Other Means,ò in The Audiovisual Breakthrough, ed. Ana 

Carvalho and Cornelia Lund (Berlin: fluctuating images, 2015), 43. 
145 Contemporary art and theory professor Kate Mondloch refers to the concept of expanded cinema 

and artistic production in the 1960s and 1970s as a ófilmic turn.ô 
146 A. L. Rees et al., Expanded Cinema: Art, Performance, Film (London: Tate, 2011), 12. 
147 A Dictionary of Film Studies (Second Edition), s.v. ñExpanded Cinema,ò accessed May 30, 2023, 

https://www.oxfordreference.com/view/10.1093/acref/9780198832096.001.0001/acref-9780198832 

096-e-246. 
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image technologies that are encompassed by the phenomenology of 

cinema.148 

 

The term also indicates the broadened scope of venues, media, and platforms for 

creating and exhibiting expanded cinema. Certain definitions also underscore the 

immersive nature of these works and their objective of engendering an expansion of 

experience within the spectator. 

 

éthe term cinema is not yoked to the material conditions of a medium and the 

cinematic experience can cross media boundaries or be achieved through a 

range of media combinations; óoldô media are enhanced by the ónewô, not 

superseded. A cinematic configuration could involve intermedia, performance, 

spectacle, video, art and technology in addition to film, and could be located 

within the óblack boxô of the theatre or the ówhite cubeô of the gallery.149 

 

Some scholars and artists have considered the expanded cinema as an exploration to 

realize new forms of communication and the questioning of the traditional ways of 

art and filmmaking.150 The manifold manifestations regarding the concept have 

shown that it cannot be rigidly defined and is constantly subject to discussion and 

redefinition. As proposed in this thesis, expanded cinema is characterized by the 

intermingling of various art forms, including cinema, the exploration of 

technological potentials that can be incorporated into the work, the redefinition of 

the relationship between artist and spectators, and the creation of a new kind of 

experience and engagement with the work. So, what makes a work expanded cinema 

 

 

148 Janine Marchessault and Susan Lord, Fluid Screens, Expanded Cinema (Toronto: University of 

Toronto Press, 2008), 7. 
149 Jackie Hatfield and Stephen Littman, Experimental Film and Video: An Anthology (Eastleigh: John 

Libbey Publishing, 2006), 238. 
150 Valie Export discusses the expansion of cinema in the lecture ñThe Essential Frame: Austrian 

Independent Film 1955-2003ò, a two-day program of screenings and talks on Austrian independent 

filmmaking curated by Mark Webber and held in London, May 31ïJune 1, 2003. For the complete 

written recording of the lecture, please see: https://www.sensesofcinema.com/2003/peter-

tscherkassky-the-austrian-avant-garde/expanded_cinema/. 
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is the way in which it transforms the nature of art, visual practices, and their 

display.151     

 

 

Figure 3.5. The diagram of the characteristics of expanded cinema (by author) 

3.1.3 Exploring Relevant Concepts: Avant Garde, Experimental, 

Underground, Independent, Gallery Film, Happenings and Video 

Art  

Expanded cinema has been examined in academic sources under categories such as 

Avant Garde, Experimental, Underground, Alternative, Independent, Gallery Film, 

Happenings and Video Art. Avant-garde film is an international practice rooted in 

modernism, originating in 1920s Europe and exploring cinemaôs ability to 

manipulate light, motion, space, and time to express the artistic perspectives of 

filmmakers. By the 1960s and 1970s, experimental and underground films emerged 

in Europe and North America. These practices critically examine cinematic and 

social norms and practice non-narrative forms, innovations, and unconventional 

methods, intersecting with other art forms. Independent film encompasses 

filmmaking outside the mainstream commercial film industry, claiming autonomy in 

relation to industrial practices, conventions, or political context. It includes a diverse 

range of practices, from government-supported cultural films to self-funded amateur 

projects. Many independent filmmakers have transitioned between indie and 

mainstream cinema, contributing to a dynamic cinematic landscape fostering radical 

 

 

151 Venturi, ñRethinking the Expanded Cinema,ò 4. 
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works.152 Happenings, originating from the theatrical aspects of Dada and 

Surrealism, served as precursors to performance art. These events often occurred 

within specially created environments in galleries, incorporating elements like light, 

sound, slide projections, and spectator involvement. While happenings were 

prevalent in the 1960s, they eventually evolved into performance art and became the 

forerunner of expanded cinema examples that emphasized the interaction between 

the performer and the spectator.153 Moving images exhibited in art galleries or 

museums are occasionally regarded as gallery films and video art. They offer a 

distinct viewing experience compared to traditional cinema venues, often 

characterized as ñwhite cubeò versus ñblack boxò. These works allow spectators to 

engage with the work at their own pace, blurring the boundaries between art and 

commercial cinema. The immersive nature of gallery installations challenges 

traditional cinematic experiences, prompting discussions on spectator engagement 

and the cinematic apparatus. This shift has sparked renewed interest in film studies, 

exploring concepts such as filmic time and space in the context of the gallery. 

Additionally, contemporary artists known for their expanded cinema works have also 

started to explore traditional filmmaking. This interdisciplinary approach offers new 

perspectives for curators and scholars alike, reshaping interpretations of moving 

image works in gallery settings.154 The distinction between avant-garde, 

experimental, underground, independent, gallery film, happenings, video art, and 

expanded cinema is blurred, given their common roots. In recent years, those works 

have been curated as examples of expanded cinema.155 So, all the terms in the title 

are often used interchangeably, with expanded cinema considered to inhabit many 

categories. 

 

 

152 Annette Kuhn and Guy Westwell, A Dictionary of Film Studies (Oxford: Oxford University Press, 

2012): 222-224. 
153 Tate. ñHappening.ò Accessed June 27, 2022. https://www.tate.org.uk/art/art-terms/h/happening. 
154 Kuhn and Westwell, A Dictionary of Film Studies, 191-192. 
155 Kuhn and Westwell, 27-28. 
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3.2 EVALUATING THE CURRENT STUDIES: LIMITATIONS AND 

SCOPE 

Many studies focus on expanded cinema artworks from an international context. 

Andrew V. Uroskieôs book, ñBetween the Black Box and the White Cubeò,156 

introduces artists who created artworks at the intersection of cinema and the plastic 

arts around the late 1950s and early 1960s. These artworks were neither cinema nor 

sculpture or painting but functioned all at once. They occupied the static space of the 

museum with cinematic moving images. They offered a private experience rather 

than a public one, with the spectatorôs active participation to activate the artwork. 

Also, the duration of experiencing the artwork depended on the spectator rather than 

being predetermined by the artist, as in the cinema. Likewise, Kate Mondlochôs 

article ñBe Here (and There) Now: The Spatial Dynamics of Screen-Reliant 

Installation Artò157 discusses the spatial dynamics of spectatorship. She examines 

the screen-reliant media installations created in the late 1960s and 1970s with two 

case studies, Valie Exportôs Ping Pong (1968) and Peter Campusôs Interface (1972). 

Both works offer an interactive experience and ask the spectator to be involved in 

and even complement the work. They go beyond the traditional tendency to view 

screens as ñwindows onto other worldsò and emphasize the space in front or before 

the screen, the space occupied by the screen itself, and the space represented inside 

the screen. The most critical aspects of these artworks lie in the tension created 

between those complex spaces. They challenge the spectatorôs relation to space and 

time by asking the spectator to simultaneously be both here (the material space of 

the exhibition) and there (the immaterial representational space inside the screen). 

These works of literature open new horizons for discussing the articulation of the 

moving image with architectural space and the tactile, sensory, and kinesthetic 

 

 

156 Andrew V. Uroskie, Between the Black Box and the White Cube (Chicago and London: Chicago 

University Press, 2014), 87-97. 
157 Kate Mondloch, ñBe Here (and There) Now: The Spatial Dynamics of Screen-Reliant Installation 

Art,ò Art Journal 66, 3 (2007):20-33. 
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engagement with the image. They also provide guidelines for evaluating and 

categorizing case studies based on certain aspects, such as space and spectator 

engagement, screen reliance, and more.  

 

Many graduate theses158 conducted in various programs explore the relationship 

between cinema and architecture, mainly focusing on the concept of ñspace, 

movement, time and narrativeò. However, these dissertations are mostly oblivious 

to the discussions surrounding the expanded boundaries of cinematic venues and 

case studies from Turkiye. Onur Karamercanôs thesis ñExamination of Cinema and 

Television Museums in Turkiye and on the Worldò159 focuses on moving image 

museums and alternative exhibitions of cinema with examples from Turkiye, such 

as the T¦RVAK Museum in Istanbul, Istanbul Cinema Museum, and the Adana 

Cinema Museum. Although Karamercanôs work primarily presents cinema and 

television museums from an international and Turkish context, it lays a strong 

foundation for future research into the spatial qualities of these spaces and their 

relationships with artworks and spectators. Bur­ak Yazēcēôs thesis, ñAnalysis of 

Video Placements in Contemporary Turkish Art Within the Framework of Concept, 

Time, Space Relations,ò160 and Erin­ Ulusoyôs thesis, ñVideo Installation: Space 

and Image Surfaces,ò161 provide comprehensive overviews of screen-based 

installations created and exhibited in Turkiye. These works highlight the diverse 

 

 

158 G¿l Ka­maz, ñArchitecture and Cinema: A Relation of Representation Based on Spaceò [Masterôs 

Thesis, Middle East Technical University, The Department of Architecture, 1996].  

M¿ge Kuzubaĸēoĵlu, ñCinematographic Notions as a Method for Space Design, Representation, 

Experimentationò [Masterôs Thesis, Istanbul Technical University, The Department of Architecture, 

2014]. 

M¿ge Sever, ñA Critical Review of Literature on Space and Cinemaò [Masterôs Thesis, Izmir Institute 

of Technology, The Department of Architecture, 2015]. 
159 Onur Karamercan, ñExamination of Cinema and Television Museums in T¿rkiye and on the 

Worldò [Masterôs Thesis, Istanbul University, The Department of Museum Management, 2018]. 
160 Bur­ak Yazēcē, ñAnalysis of Video Placements in Contemporary Turkish Art Within the 

Framework of Concept, Time, Space Relationsò [Masterôs Thesis, Afyon Kocatepe University, The 

Department of Art and Design, 2022]. 
161 Eri­ Ulusoy, ñVideo installation: Space and Image Surfacesò [Masterôs Thesis, Hacettepe 

University, The Department of Sculpture, 2022]. 
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perspectives and topics explored by Turkish artists. Yazēcē and Ulusoyôs research, 

while focusing on video installations and experimental films, paves the way for 

recognizing these works as part of the expanded cinema category. Although the 

relationship of these artworks with the space has not been extensively examined, 

their studies emphasize the aesthetic and political dimensions of the artworks and the 

motivations of the artists, contributing significantly to the understanding of 

contemporary Turkish art. Also, Deniz Akyēldērēmôs thesis ñFa­ades of Exhibited 

Cinema: The Exhibition Space as a Cinematic Dispositif in Turkish Moving 

Imageò162 examines the interaction between cinema and gallery spaces, focusing on 

how the components of image, narrative, medium, and space come together within 

the context of expanded cinema in gallery settings. This work is particularly valuable 

as it focuses on the spatial aspect while analyzing the works of expanded cinema 

artists in Turkiye. Additional valuable resources include Borga Kant¿rkôs study, 

ñT¿rkiye G¿ncel Sanatēnda Video Sanatēnēn Bug¿n¿ ve Video Sanatēna Odaklē 

Sergileme, Organizasyon Modelleri,ò163 and Atifet Keleĸoĵluôs thesis, ñAlternative 

Film Exhibition of Istanbul: Contemporary Museum.ò164 These works further enrich 

the discourse on video art and exhibition practices in Turkiye, offering models and 

case studies that underline the dynamic nature of the field. 

 

In conclusion, while the academic literature on the relationship between expanded 

cinema and architecture often focuses on international contexts, there is a growing 

body of work that highlights Turkish examples. These studies provide a strong basis 

for further exploration of the spatial dynamics of expanded cinema artworks, which 

push the boundaries of moving images and offer different modes of art spectatorship 

 

 

162 Deniz Akyēldērēm, ñFa­ades of Exhibited Cinema: The Exhibition Space as a Cinematic Dispositif 

in Turkish Moving Imageò [Masterôs Thesis, Ihsan Doĵramacē Bilkent University, The Department 

of Media And Visual Studies, 2023]. 
163 Borga Kant¿rk, ñT¿rkiye G¿ncel Sanatēnda Video Sanatēnēn Bug¿n¿ ve Video Sanatēna Odaklē 

Sergileme, Organizasyon Modelleri,ò Idil 9, 4 (2022 Haziran): 852-853, doi: 10.7816/idil-11-94-0. 
164 Atifet Keleĸoĵlu, ñAlternative Film Exhibition of Istanbul: Contemporary Museumò [Masterôs 

Thesis, Marmara University, The Department of Radio, Television and Cinema, 2019]. 
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and experiences. Further research is necessary to fully understand the spatial 

dynamics of these works and their impact on both the spectators and the architectural 

spaces they inhabit. Thus, this thesis aims to build upon the foundation established 

by scholars, focusing on the unique contributions of expanded cinema in Turkiye. 
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CHAPTER 4  

4 THE SPATIAL DYNAMICS OF EXPANDED CINEMA ARTWORKS  

Expanded cinema artworks push the boundaries of moving images and offer different 

modes of art spectatorship and experiences with the spectators and space. Therefore, 

the spatial dynamics of expanded cinema artworks are studied according to the 

relations established between the object-object, space-object, and human-object in 

terms of proximity and interaction in the thesis. (Figure 1.1) The following artworks 

in this chapter to elucidate these issues are created by the artists in the Turkish 

context or displayed in the galleries in Turkiye165. The majority of the exhibitions 

are recently held, which makes them available to experience in person. 

4.1 OBJECT: SCREEN-RELIANT  

Å Object [Artwork]=Projection Surface [Physical Screen, Monitor or Actual Space] 

+ Projector [not necessarily] + Represented Space Inside Screen  

 

Media open up perspectives onto the worldðvisual, acoustical, and beyond. 

Media expose us to the worldôs view as well, be it for reasons of simple 

entertainment, economic penetration, or political controlðor all at once. In 

spite of all the differences in how and why certain media link different 

horizons of perception, experience, and symbolization, what they all share is 

their role of interfacing noncontinuous or noncontiguous realities. What they 

all share is the way in which they are designed to open windows in some way 

onto that which is not directly present or at hand and, in doing so, not simply 

expand the dimensions of what we consider the real but reframe our attention 

and refocus our topographical orientation. All media operate like windows 

because, far from merely providing innocent visual, acoustical, or linguistic 

images of the world, they restructure how we perceive this world in the first 

 

 

165 For more information please see Appendix A: Expanded cinema exhibitions/artworks in Turkiye. 
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place and how we see our own seeing and may account for our own processes 

of perceptionðjust as windows do.166 

 

The cinema screen offers the spectator a visible image, later supplemented with 

sound, while isolating the other senses, much like a glass window. Despite 

significant differences in emphasis and nuance, many scholars, including Arnheim, 

Eisenstein, and Bazin, implicitly use the window as a metaphor for the cinema 

screen. The paradox of cinema lies in its presentation of a mobile view on an 

immobile screen to an immobile spectator. Cinema offers a new mode of spatial 

experience, liberating the spectator from traditional constraints of time and space, 

dismantling conventional modes of proximity and distance, and establishing a new 

perceptual framework, as articulated in Sigfried Giedion's óspace-timeô 

conception.167 Similarly, Kafkaôs interpretation of the window elucidates how it 

mobilizes the spectatorôs senses while the body remains still.  A window (a film) 

positions spectators behind the window frame (the screen) and attracts and invites 

them to reality (constructed on its own or not). The spectatorôs distanced position 

from the events happening before their eyes, behind the window frame (the screen), 

affords them a sense of privilege and safety by shielding them from direct 

involvement.168 Expanded cinema since the 1970s has restructured the traditional use 

of screen and frame, transforming how viewers interact with and experience screen-

reliant works. This reconfiguration encompasses various screen elements, such as 

size, aspect ratio, gain, and surface texture, which significantly influence the display 

and reception of artworks. Larger screens enhance immersion, while smaller screens 

create intimacy. Aspect ratios shape the aesthetic and emotional impact of the visual 

content, with wider formats evoking a sense of vastness and square formats focusing 

attention. Screen gain affects brightness and visibility, with higher gain screens 

 

 

166 Lutz Koepnick, ñIntroduction: Framing Attention,ò in Framing Attention: Windows on Modern 

German Culture (Baltimore: The Johns Hopkins University Press, 2007), 5-6. 
167 Koepnick, ñIntroduction: Framing Attention,ò 1-21. 
168 Thomas Elsaesser and Malte Hegener, ñCinema as Window and Frame,ò in Film Theory: An 

Introduction through the Senses (New York and London: Routledge, 2010), 13-34. 
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enhancing contrast in bright environments and lower gain screens offering wider 

viewing angles in darker settings. Surface texture impacts image sharpness, with 

matte screens reducing glare and glossy screens enhancing color vibrancy. The 

concept of the screen has transcended its conventional limitations, incorporating 

single or multiple physical screens, monitors, and actual spatial environments as 

integral components of the viewing experience. This reimagining of the screen has 

brought the cinema screen to life in gallery settings, allowing spectators to engage 

with moving images in more interactive and immersive ways and transform the 

spectatorôs role from passive observer to active participant. 

4.1.1 Single-Screen 

Å Object [Artwork]=Projection Surface + Projector + Represented Space Inside 

Screen 

 

In the realm of expanded cinema, single-screen artworks hold a distinctive place, 

blending the cinematic experience with innovative artistic expressions. Unlike multi-

screen installations or beyond-screen environments, single-screen works concentrate 

the spectatorôs attention on a solitary display, allowing for a deep engagement with 

the visual narrative presented. A notable example of this is Pelin Kērcaôs solo 

exhibition The Crowd (2023), which consists of an animated film (7ô, single channel) 

and accompanying drawings based on the composition The Crowd from Ķlhan 

Mimaroĵlu and Freddie Hubbardôs 1971 album ñSing Me a Song of Songmy, a 

Fantasy for Electromagnetic Tapeò. This exhibition, which took place in Ankara 

Galeri Nev, stands out as a unique example where the film takes precedence over 

other elements, with the entire space revolving around the cinematic work. The film 

dominates the space, strategically situated in the darkest area of the gallery. The 

white walls of the gallery serve as the projection surface on a large scale, enhancing 

the visual impact of the film. The script, sound, and image follow one another 

seamlessly within the film, with sound permeating the entire exhibition space as an 

integral element. 
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Figure 4.1. Sketch Plan of The Crown (by author) 

 

 

Figure 4.2. Pelin Kērca, The Crown (2023), Galeri Nev, Ankara (by author) 
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Integrating sound within the gallery presents certain challenges, particularly the need 

to prevent the sound from interfering with other exhibited elements. In many cases, 

placing the film in a separate room to isolate the sound is necessary. However, for 

this specific work, the diffusion of sound throughout the space is both intentional 

and beneficial. As soon as entering the gallery, the sound immediately draws 

spectators toward the filmôs location, guiding their movement in the space. The 

theater scene in the film draws inspiration from the stage of K¿­¿k Tiyatro in the 

Evkaf Apartment. This theatrical reference has played a role in transforming the 

exhibition space itself. The curtains depicted in the theater scene have inspired the 

use of identical colored curtains in the gallery, creating a visual and thematic 

continuity. Additionally, the wall colors have been carefully selected to complement 

the filmôs aesthetic.  

 

Although the artist prefers that viewers watch the film from its beginning, it is 

displayed continuously in a demarcated location in the gallery.169 Unlike some 

exhibitions that feature videos with a clearly defined beginning and end, this film, 

The Crowd, follows a non-linear format. Although the film has a short duration of 7 

minutes, visitors might divert their attention to other exhibited artworks before the 

film concludes. Seated spectators often engage with the film multiple times, whereas 

standing spectators are more inclined to continue exploring other parts of the 

exhibition.  

 

 

169 Conversation with the artist Pelin Kērca and curator Deniz Artun in Galeri Nev, Ankara, April 1,  

2023. 
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Figure 4.3. Perspective View of The Crown (by author) 

 

Figure 4.4. Pelin Kērca, The Crown (2023), Galeri Nev, Ankara (by author) 
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Sefer Memiĸoĵluôs solo exhibition, The Eyeôs Ray (2023), in the same gallery, is 

another example where diverse media converge to create a cohesive narrative. It 

consists of drawings, sculptures, and video installations that integrate his previous 

works with newly developed pieces. In the exhibition inspired by Italo Calvinoôs 

essay The Eyeôs Ray, two films stand out: Non Serviam! (2016, 10ô 50ò, 2 channel) 

and Glorious Moment (2016, 40ò, loop). Glorious Moment offers a markedly 

different viewing experience due to its placement significantly below eye level and 

its location in the transition area of the gallery. Shown as a loop, the film has no clear 

beginning or end, accompanying the spectator from the gallery entrance to the main 

exhibition space (Figure 4.6). 

 

 

Figure 4.5. Sketch Plan of The Eyeôs Ray (by author) 
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Figure 4.6. Sefer Memiĸoĵlu, ñGlorious Momentò (2016), The Eyeôs Ray (2023), 

Galeri Nev, Ankara (by author) 

 

The other film, Non Serviam!, provides a more intimate viewing experience in a 

narrower, darker space. The isolation of sound in this confined room enhances its 

impact. As the artist notes, while the visual and auditory elements of Non Serviam! 

harmonize with the other works in the exhibition, it simultaneously requires a certain 

distance, a need for solitude.170 It could be argued that the film, projected onto the 

gallery wall from two separate projectors, is positioned in such a way that, if not for 

the light emanating from behind the curtain and the gradually audible sound as one 

approaches, it would almost be overlooked, emphasizing its discrete yet deliberate 

placement within the exhibition space (Figure 4.7). In this regard, it diverges from 

Kērcaôs The Crowd, which dominates the entire space.  

 

 

 

170 Sefer Memiĸoĵlu, ñKaranlēk ve Aydēnlēĵēn Dualitesi,ò interview by Melike Bayēk, 

IstanbulArtNews, September, 2018, 28-29. 
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Figure 4.7. Sefer Memiĸoĵlu, ñNon Serviam!ò (2016), The Eyeôs Ray (2023), 

Galeri Nev, Ankara (by author)  

 

 

Figure 4.8. Sefer Memiĸoĵlu, The Eyeôs Ray (2023), Galeri Nev, Ankara (by 

author) 
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Figure 4.9. Perspective View of The Eyeôs Ray (by author) 

 

Galeri Nev Ankara171, which is the hosting venue of both exhibitions, is a space that 

allows for changes tailored to the specific requirements of each exhibition. As noted 

by the curator of the exhibitions, Deniz Artun, there is always contemplation on how 

the space should change for each new exhibition, and the habit of utilizing the space 

has evolved accordingly.172 The freestanding wall on the street facade is designed to 

rotate, offering spatial flexibility that allows it to be positioned at various angles 

during different art exhibitions. 173 When rotated to a greater extent, it divides the 

exhibition space into two distinct areas, as exemplified in The Eyeôs Ray; when 

rotated at a 90-degree angle, it seamlessly integrates with the adjacent fixed wall, 

creating a continuous surface, as demonstrated in The Crown exhibition. 

 

 

171 The gallery is designed by Motto Architecture in 2018. 
172 Conversation with Pelin Kērca and Deniz Artun in Galeri Nev, Ankara, April 1,  2023. 
173 ñGaleri Nev Kērlangē­,ò Motto Architecture, accessed May 22, 2024, 

https://www.mottomimarlik.com/1732. 
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The inherent possibilities of the space itself play a role in shaping the viewing 

experience. A notable example of this is The Hybrid Spaces (2022-2023) exhibition, 

curated by Necmi Sºnmez, at Borusan Contemporary known as the Perili Kºĸk174 in 

the memory of Ķstanbulites. In this 8-story building, films are placed in the corridors 

around the staircases and elevators, creating a unique viewing experience across 

different floors. 

 

 

 

 

Figure 4.10. Hybrid Spaces (2022-2023), Borusan Contemporary, Istanbul (by 

author) 

 

 

174 Perili Kºĸk was started to be built in the early 1910s. The construction was halted due to World 

War I, leaving it unfinished. The building was restored and completed by architect Hakan Kēran 

between 1995 and 2000, who aimed to preserve its original character while updating it for 

contemporary use. Today, Perili Kºĸk houses the headquarters of Borusan Holding and serves as a 

contemporary art museum known as Borusan Contemporary. 
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G¿ls¿n Karamustafaôs Insomniabule (2011, 10ô 36ò), Cevdet Erekôs The Third 

Second Bridge (2011, 3ô25ò), Hannu Karjalainenôs Towards an Architect (2010, 

5ô15ôô), Universal Everythingôs Presence 4 (2013, 2-channel), Levi van Veluwôs 

Family, Origin of the Beginning (2012, animation) and Eelco Brandôs E.movi (2009, 

animation) are strategically placed to interact with the movement of visitors, 

enhancing the dynamic nature of the exhibition space. 

 

 

Figure 4.11. Sketch Section of Hybrid Spaces (by author) 
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As spectators descend or ascend the stairs, the films gradually come into their line of 

sight, creating a sense of anticipation and discovery. In contrast, taking the elevator 

presents the works more abruptly, offering a sudden immersion into the films. Each 

film, projected on same-sized monitors throughout the circulation areas on each 

floor, focuses on the main theme of the exhibition: the positions of architecture in 

contemporary art. This spatial arrangement ensures that each floor contributes a 

distinct perspective to the overarching narrative, transforming the act of moving 

through the gallery into an integral part of the viewing experience. The uniformity 

of the monitor sizes creates a cohesive visual experience, while the diverse content 

of the films ensures that each space within the monitors tells a unique story.   

 

Sarkisôs solo exhibition, Endless (2023), on the second floor of Arter Art Gallery175 

in Istanbul, curated by Emre Baykal, exemplifies another creative use of monitors. 

In Transflammation (1996-2001, 16ô 05ò), Sarkis portrays pieces of furniture from 

the home of a family who hosted him during an exhibition project in Denmark, 

rendering them with watercolor and symbolically joining them with fire (Figure 

4.13).176 This film, framed by wooden pieces and played on a monitor mounted on a 

360-degree rotating base, establishes a certain distance between the spectator and the 

artwork. It challenges the traditional static display by incorporating movement and 

spatial interaction. The monitorôs rotation invites the spectator to navigate around 

the space, offering multiple perspectives and a continuous, evolving experience of 

the artwork. The spectator can also remain stationary to witness specific sections of 

the film, much like the watercolors placed on the surrounding walls, or watch the 

reflections of the monitor from the mirrors of Respiro(2015) (Figure 4.14).   

 

 

 

175 Arter Art Gallery was designed by Grimshaw Architects in 2019. 
176 ñTransflammation,ò Google Arts & Culture, accessed June 22, 2024,  

https://artsandculture.google.com/asset/transflammation/fgHPHu5k-gqnNw?hl=en. 
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Figure 4.12. Sketch Plan of Endless (by author) 
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Figure 4.13. Sarkis, Transflammation (1996), Endless (2023),  Arter Art Gallery, 

Istanbul (by author) 

 

Figure 4.14. Sarkis, Transflammation (1996) and Respiro (2015), Endless (2023),  

Arter Art Gallery, Istanbul (by author) 

 

As one traverses to the opposite end of the space, spectators encounter Elle Danse 

(1990, 37ô 11ò). This artwork comprises a monitor covered with a rug, displaying 

footage from Sarkisôs former studio, with a sculpture from the film rotating atop the 

monitor. The film is positioned on the floor which demands spectators to engage 

with the work from a distinct vantage point (Figure 4.15). Sarkis believes that 
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creating a sense of balance and proportion within the space is essential, with the 

harmony between artworks being crucial for maintaining this equilibrium.177 In the 

dimly lit gallery space, the atmosphere is enriched by music accompanying both 

artworks. On the other hand, Ali Kazmaôs films LôAtelier Sarkis (2015, 6ô 30") and 

Breath (2015, 5ô) are prominently featured on a monitor next to Mixed Retrospective 

(2001) situated in a room darkened by curtains. The seating area, crafted from 

newspaper bales, integral to the Mixed Retrospective installation, redefines the 

boundaries between conventional viewing arrangements and the artwork itself 

(Figure 4.16). Unlike the exhibitions in Ankara Galeri Nev and Borusan 

Contemporary, the artworks are integrated into the gallery space without a specific 

area designated solely for projections. This creates a more fluid experience where 

the films blend into the overall exhibition environment in the Arter Art Gallery. 

 

 

Figure 4.15. Sarkis, Elle Danse (1990), Endless (2023), Arter Art Gallery, Istanbul 

(by author) 

 

 

177 Arter, ñSarkis: On Endless,ò February 27, 2024, YouTube video, 57:07, 

https://www.youtube.com/watch?v=PxvvU2Ps0j0 
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Figure 4.16. Ali Kazma, LôAtelier Sarkis (2015), Breath (2015) and Sarkis, Mixed 

Retrospective (2001), Endless (2023), Arter, Istanbul (by author) 

 

Some artists bring certain devices from the earlier history of moving images to the 

gallery space as a tool for transmitting film. Late artist Cengiz ¢ekilôs178 (1945-2015) 

artwork Reverse Image (1980) appears as a reinterpretation of camera obscura in the 

exhibition Cengiz ¢ekil: I Am Still Alive (2023) curated by Eda Berkmen at Arter, 

Istanbul. Positioned on the third floor of the gallery in a relatively small room 

overlooking a glass facade, Reverse Image allows light from outside to pass through 

its lens, projecting an inverted street scene next to Arter Art Gallery onto a small 

opaque screen. The view of the street, seen in reverse, creates a distancing effect that 

turns the gallery into a safe space removed from direct interaction with the outside 

world. However, the screenôs ability to keep the spectator safely distanced from what 

is happening inside the screen is also questioned here through the use of this device, 

which reflects the current moment and reality. Also, speakers placed outside of the 

gallery transmit sounds of urban life, enhancing the immersive experience. This 

 

 

178 Cengiz ¢ekil was an artist who worked with various materials found in his immediate surroundings 

or easily accessible and non-privileged materials to express the significant social transformations in 

Turkey. 
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transformation encourages spectators to reconsider their role as witnesses to the 

urban environment, transforming passive observation into a deeper interpretive 

engagement.179 

 

 

Figure 4.17. Sketch Section of Cengiz ¢ekil: I Am Still Alive (by author) 

 

 

179 ¥zge Ersoy, ñOn Cengiz ¢ekil - Reverse Image,ò m-est.org, accessed July 13, 2024, https://m-

est.org/2018/07/13/on-cengiz-cekil-reverse-image/. 
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Figure 4.18. Cengiz ¢ekil, Reverse Image (1980), Cengiz ¢ekil: I Am Still Alive 

(2023), Arter, Istanbul (by author) 

 

 

Figure 4.19. Camera obscura image, Cengiz ¢ekil: I Am Still Alive (2023), Arter, 

Istanbul (by author) 
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Arter Art Galleryôs design ethos of transparency and fluidity amplifies this dialogue, 

with expansive windows blurring the lines between the gallery and the cityscape. 

This architectural approach aligns with the themes of ¢ekilôs work, enhancing the 

dialogue between the internal exhibition space and the external urban environment. 

The seamless integration of the gallery with the urban space invites spectators to 

reflect on the fluid boundaries between observation and participation, between inside 

and outside, and between art and everyday life. 

4.1.2 Multiple -Screen 

Å Object [Artwork]=Projection Surface (s) + Projector(s) + Represented Space 

Inside Screen 

 

Multiple-screen artworks offer an experience that transcends traditional cinematic 

boundaries. Unlike single-screen works, which focus the spectatorôs attention on a 

solitary display, these works create a dynamic and multifaceted viewing 

environment. By presenting simultaneous or sequential images across several 

projection surfaces, these artworks invite spectators to engage with complex visual 

narratives and spatial interactions. A notable example of this can be seen in the 

Prizma Expanded: Poetics of Perception (2023) exhibition, curated by Lara Kamhi, 

at Akbank Sanat180 in Istanbul. The artist and curator Lara Kamhiôs independent art 

initiative ñPrizmaò, established to explore the concept of expanded cinema, has 

launched its first project with this exhibition, providing a valuable platform for 

introducing and discussing the concept in Turkiye. Kamhi states the following:  

 

Positioned on a plane where the imaginary intersects with reality, these works 

of art make use of the essence of cinema and its core elements which are 

color, light, motion and sound, as materials, as well as and above all the 

 

 

180 Akbank Sanat Art Gallery building, which dates back to the 19th century, was transformed into 

an arts venue, undergoing spatial modifications to accommodate the needs of a contemporary art 

center. 
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transient nature of cinematic reality, and its pliant and transformative state. 

Centered around the fictive structure of perception, the exhibition invites the 

audience to a dimension where cinematic universes intersect with space, and 

asks; as the cinematic experience expands, does perception expand as 

well?181 

 

Upon entering the gallery, spectators are initially met with an empty space on the 

ground floor accompanied by the sounds from Reha Erdem and Florent Herryôs film 

Mimirap (2023, 7ô) (Figure 4.22 and Figure 4.23). The exhibition space, much like 

a movie theater, remains dark except for the films themselves and the strategic 

lighting elements around the gallery. Mimirap, situated in an enclosed area on the 

ground floor, offers a cinematic experience that transcends the one-way narrative 

typical of television and/or movie theaters. It embodies Kamhiôs concept of 

expanding perception for both space and the film. The artwork projects a seven-

minute sequence of nature and its interactions, derived from Erdem and Herryôs film 

Big Big World (2016), onto an oval screen. This screen is accompanied by a soil-

covered floor in front of it, designed to make spectators feel as though they are part 

of the scenes, immersed in the forest. In the center of the soil-covered floor stands a 

second vertical surface, displaying a performance by the character Mimi from the 

film Big Big World, who gazes directly at and addresses the spectator. Broken 

mirrors scattered on the soil extend the moving images beyond the oval and vertical 

screens, adding layers to the visual experience. The camera movementsðup and 

down, left and rightðwithin the oval screen, combined with the dimming light in 

certain scenes, blur the lines between film and reality. Mimi almost transforms into 

a live performance artist within the gallery. The creators of the film emphasize that 

the most striking feature of this work is its ability to summon a character from the 

film into the actual space.182 The soil-covered floor separates the spectator from the 

 

 

181 Lara Kamhi, ñPrizma Expanded: Poetics of Perception,ò AkbankSanat, 2023, 

https://www.akbanksanat.com/en/exhibition/prizma-expanded-alginin-poetikasi. 
182 Akbank Sanat, ñPrizma Expanded: Algēnēn Poetikasē Sergi Konuĸmalarē - Reha Erdem & Florent 

Herry,ò June 20, 2023, YouTube video, 37:00, 

https://youtu.be/urAAfcX6Gvo?list=PLafAn8dOqMtzOdnKbZPK9sky5kkbsKO0O. 



 

 

82 

artwork, leaving a very limited space to move around. Therefore, the work can be 

experienced by sitting on the benches located near the entrance or by standing close 

to the benches. For viewers, the space where the film is exhibited may become 

blurred due to the effect of darkness and the oval screen framing the room, drawing 

the audience into the space within the film. 

 

  
Figure 4.20. Sketch Plan of Prizma Expanded: Poetics of Perception (Ground 

Floor) (by author) 

 

 

Figure 4.21. Sketch Section of Prizma Expanded: Poetics of Perception (Ground 

Floor) (by author) 
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Figure 4.22. Reha Erdem and Florent Herry, Mimirap (2023), Prizma Expanded: 

Poetics of Perception (2023), Akbank Sanat, Istanbul (by author) 

 

 

Figure 4.23. Reha Erdem and Florent Herry, Mimirap (2023), Prizma Expanded: 

Poetics of Perception (2023), Akbank Sanat, Istanbul (by author) 
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On the first floor, spectators encounter a narrow corridor. As they proceed through 

the corridor, they are guided by the reflection on the wall opposite the room where 

Deniz Tortum and Alican ¢amcēôs Cross Section (2023) is exhibited. Cross Section 

is inspired by Tortumôs feature documentary Phases of Matter (2020), filmed at 

Cerrahpaĸa Faculty of Medicine. Situated in a relatively small space, the artwork 

consists of a peripheral screen and a central vertical screen, with reflections on the 

floor and the wall opposite the entrance, rendering the film almost three-dimensional 

and fragmenting both the space and the spectatorôs perception (Figur 4.24). Multiple 

speakers encircle the room, creating a sense of the sound revolving around a static 

spectator and evoking a sense of unease. However, the artwork also allows spectators 

to move within the space and experience it from different perspectives (Figure 4.25). 

This aspect aligns with the filmôs use of laser scanning equipment, which also 

provides multi-perspective imaging. As the artists note, the goal is not to immerse 

the viewer completely into the filmôs environment, making it inseparable from 

reality. Instead, this experience highlights the tension between reality and film. The 

artists liberate the components of film from the screen, reconfiguring them within 

the gallery space.183 Images and sounds focused entirely on a space in Phases of 

Matter are brought into the gallery to create a new spatiality. Although the darkness 

and multiple surface reflections of the film cause the exhibition space itself to blur, 

blue strip lights along opposite walls of the room outline the boundaries of the space.  

 

 

183 Akbank Sanat, ñPrizma Expanded: Algēnēn Poetikasē Sergi Konuĸmalarē - Deniz Tortum & Alican 

¢amcē,ò July 3, 2023, YouTube video, 17:15, https://youtu.be/DuGdB4QN-

ig?si=JRGOiLLz3HDodqWD. 
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Figure 4.24. Sketch Plan of Prizma Expanded: Poetics of Perception (First Floor) 

(by author) 

 

 

Figure 4.25. Deniz Tortum and Alican ¢amcē, Cross Section (2023), Prizma 

Expanded: Poetics of Perception (2023), Akbank Sanat, Istanbul (by author) 
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Figure 4.26. Deniz Tortum and Alican ¢amcē, Cross Section (2023), Prizma 

Expanded: Poetics of Perception (2023), Akbank Sanat, Istanbul (by author) 

 

Some artists go beyond using multiple screens, transforming the entire space into a 

projection surface. The most intriguing examples of this can be seen in Refik 

Anadolôs works. Infinity Room: Bosphorus (2023) is a site-specific artwork in the 

permanent collection of the Istanbul Museum of Modern Art184. Through 4-channel 

projection and sound, data is projected into a narrow room. By using the reflective 

surfaces of mirrors, the projections extend infinitely, dissolving the physical limits 

of the space, and the ceiling, walls, and floor become enveloped in Infinity Room: 

Bosphorusôs moving images (Figure 4.27). This challenges the static nature of 

architecture, transforming it into a dynamic and interactive storytelling medium. The 

spectators are drawn into a realm where digital and physical spaces converge. The 

 

 

184 In 2021, the museum temporarily relocated to a new building in Beyoĵlu, designed by renowned 

architect Renzo Piano. 
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boundaries of the exhibition area become indistinct, making it challenging for 

visitors to navigate the room. 

 

 

Figure 4.27. Refik Anadol, Infinity Room: Bosphorus (2023)  

 

4.2 OBJECT: BEYOND SCREEN 

One of the most critical works that emerged in the 1960s and 1970s were expanded 

cinema artworks whose projection surface is spatially beyond the rectangular and 

framed screen. These artworks shared a desire to blur the boundaries between cinema 

and other art forms such as sculpture and performance art. 

4.2.1 Sculpture 

Å Object [Artwork]= Projection Surface [Sculptural Objects, Space] + Projector + 

Represented Space   
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Cinema and sculpture may seem like two opposite practices at first since the cinema 

is identified with movement and immateriality and the sculpture with stillness and 

materiality.185 

 

Apart from the contrast between stillness and movement, sculpture and film 

can be seen as opposites in other ways. Whereas sculpture is an artistic 

practice that involves not only static but also material, three-dimensional, and 

durable objects, the cinema produces kinetic, immaterial, two-dimensional, 

and volatile images. However, the history of cinema amply illustrates the 

attraction of these opposites. Sculpture and film were made for each other, so 

to speak.186 

 

After the óexpansionô of cinema, many artists started to think beyond sculpture and 

film by creating artworks that inhabit and challenge both practices simultaneously.187  

 

During much of the twentieth century, film was often assumed to be a óflatô 

pictorial art, more often compared with painting and graphic media than with 

sculpture. In the last few decades, however, film has come to be more closely 

associated with sculpture, and in recent years, it has largely been through 

gallery installations not only that the sculptural aspect of film and video has 

been demonstrated, but also the extent to which filmic representation enlarges 

our understanding of sculptural space.188  

 

American filmmaker and sculptor Robert Breer (1926-2011) reinterpreted the early 

cinematographic devices such as the Kinescope or Mutoscope and created kinetic 

sculptures that can be activated by the spectator and displayed in the galleries. Also, 

certain artists, including American artist Robert Whitman (1935-2024), created the 

earliest examples of the filmôs shift away from the screen into the medium of 

sculpture. 

 

 

 

185 Agnes Pethº, ñSculpture and Affect in Cinemaôs Expanded Field,ò in Caught In-Between 

(Edinburgh: Edinburgh University Press, 2020), 65-90. 
186 Steven Jacobs, ñThe Marble Cameraò, in Screening Statues: Sculpture in Film (Edinburgh: 

Edinburgh University Press, 2017), 1. 
187 ñFilm as Sculpture,ò WIELS, accessed June 25, 2022, https://www.wiels.org/en/exhibitions/film-

as-sculpture. 
188 Jon Wood and Ian Christie, Sculpture and Film (London: Routledge, 2018), 1. 
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Figure 4.28. Robert Breer, Homage to John Cage (1963) (mutoscope)189 

 

 

Figure 4.29. Robert Whitman, Shower (1963), Pace Gallery, New York, 2018190 

 

A similar approach to Whitmanôs artwork can be seen in two pieces in the Prizma 

Expanded: Poetics of Perception (2023) exhibition. On the first floor of the Akbank 

Sanat Art Gallery, spectators first encounter Zeynep Dadak and ¢i­ek Kahramanôs 

Vortex II (2023), inspired by the museum scene from Alfred Hitchcockôs Vertigo 

 

 

189 Source: https://gbagency.fr/artists/robert-breer 
190 Source: https://www.pacegallery.com/exhibitions/robert-whitman/ 
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(1958). This work recreates the mise-en-sc¯ne with a vertical frame containing the 

image of Madeleine in the film gazing at Carlottaôs portrait on a bench (Figure 4.31). 

Movement occurs within Carlottaôs portrait, where Madeleine follows various 

versions of herself within the painting (Figure 4.32). The light shining on the bench 

directs the visitors to the same spot where Madeline is seated, creating a frame in a 

frame. With each framing, the scene expands and becomes three-dimensional within 

the space. The spectators who sit on the bench become part of the composition and 

material of the narrative as other visitors observe both the vertical frame and them.191 

Uniquely, Vortex II lacks a sound design, instead integrating the ambient noise of 

the exhibition space as background sound. This silent arrangement allows the sounds 

from other artworks to intermingle. The room design resembles a museum displaying 

a sculpture or painting. The strategic placement of lighting, the frame, and the bench 

guide where the visitors position themselves within the space. Unlike other works 

with more clear beginnings and endings, the extent to which this artwork is 

experienced, much like that of a sculpture, is determined by the spectator.  

 

 

Figure 4.30. Sketch Section of Prizma Expanded: Poetics of Perception (First 

Floor) (by author) 

 

 

191 Akbank Sanat, ñPrizma Expanded: Algēnēn Poetikasē Sergi Konuĸmalarē - Zeynep Dadak & ¢i­ek 

Kahraman,ò June 12, 2023, YouTube video, 37:00, 

https://www.youtube.com/watch?v=RZfeuJSeHtY. 
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Figure 4.31. Sketch Plan of Prizma Expanded: Poetics of Perception (First Floor) 

(by author) 

 

 

Figure 4.32. Zeynep Dadak and ¢i­ek Kahraman, Vortex II (2023), Prizma 

Expanded: Poetics of Perception (2023), Akbank Sanat, Istanbul (by author) 
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Figure 4.33. Zeynep Dadak and ¢i­ek Kahraman, Vortex II (2023), Prizma 

Expanded: Poetics of Perception (2023), Akbank Sanat, Istanbul (by author) 

 

At the end of the corridor stands Vortex I (2023), second artwork by Zeynep Dadak 

and ¢i­ek Kahraman, drawing inspiration from Dadakôs film Ah Gºzel Ķstanbul 

(2020). Vortex I features the film projected onto a long horizontal surface of the room 

with prismatic refractions of water anchored by a central vortex encased in an 

aquarium acting as a focal point. The mirrored space, combined with the reflective 

floor surface, creates an illusion of infinite expansion, making it difficult for vi sitors 

to discern the boundaries of the space. The aquarium, serving as a sculptural 

centerpiece, captivates the spectatorsô gaze and distorts spatial perception.192 

Spectators have the option to position themselves directly behind the aquarium, 

allowing them to observe the convergence of two dynamic visual elements, one 

occurring in real time and the other in the film. Alternatively, by moving around the 

space, they can experience how the reflections in the aquarium extend into both the 

film and the surroundings (Figure 4.34 and Figure 4.35).  

 

The exhibition space is crafted with strategic elements such as black surfaces, 

reflective flooring, temporary partitions for flexible spatial configurations, lighting 

design, and a labyrinthine circulation layout. This architectural scheme not only 

 

 

192 Akbank Sanat, ñZeynep Dadak & ¢i­ek Kahraman,ò YouTube video, 35:20. 
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guides the flow of visitors through the exhibition but also creates an environment 

where each element contributes to the overall experience of the artworks on display. 

 

 

Figure 4.34. Zeynep Dadak and ¢i­ek Kahraman, Vortex II (2023), Prizma 

Expanded: Poetics of Perception (2023), Akbank Sanat, Istanbul (by author) 

 

  

Figure 4.35. Zeynep Dadak and ¢i­ek Kahraman, Vortex II (2023), Prizma 

Expanded: Poetics of Perception (2023), Akbank Sanat, Istanbul (by author) 
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4.2.2 Light  

Å Object [Artwork]= Light Source + Projector [if the light is projected as a moving 

image] 

 

Many artists incorporate light as a primary medium in their works, utilizing it as both 

a moving image and a sculptural object. They establish a tension between the 

immateriality of the light and the perceived materiality of the volume created by the 

illusions. One early artist in this genre is the contemporary American artist James 

Turrell, who experimented with light as a medium for his artistic practice. The 

projected light installation Afrum (White) (1966) is among the artistôs earlier pieces. 

At first glance, it looks like a suspended cube in the corner of the exhibition space. 

However, it is an optical illusion created by two flat beams of projected light merging 

into one another.193 The created illusion of volume makes projected light occupy a 

physical presence in the space as a tangible object or óa sculptural formô.194  

 

  

Figure 4.36. James Turrell, Afrum (White) (1966), Los Angeles County Museum of 

Art195 

 

 

193 Nancy Spector, ñAfrum (White),ò Guggenheim, (n.d.), https://www.guggenheim.org 

/artwork/4084. 
194 Kang, ñThe Spatiality of Projection Mapping,ò 62. 
195 Source: https://massmoca.org/event/james-turrell/ 
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Like James Turrell, British artist Anthony McCall has used light as a primary 

medium as both film and a sculptural object in his artworks since the early 1970s. 

One of the pioneering examples is Line Describing a Cone (1973), a 30-minute long, 

16mm, black and white, and silent film installation with a fog machine.196  

 

  

Figure 4.37. Anthony McCall, Line Describing a Cone (1973), Tate (2008)197 

 

The film starts with a white line of projected light on a black wall facing the 

projector. During the 30-minute duration of the film, the projected light slowly forms 

a circle on the wall and, with the help of the fog, a conical volume as a ósculptural 

formô within the exhibition space.198 Like Turrell, McCall creates a tension between 

the immateriality of the film and the perceived materiality of the volume created by 

the moving light. What makes this artwork unique is also the spectatorôs engagement 

with the work, as their bodies may interact with the projected light beam, and their 

experience differs depending on their position and movement within the space.199  

 

 

 

196 Anthony McCall and Mark Godfrey, ñAnthony McCallôs Line Describing a Cone,ò Tate Papers 8 

(2007), https://www.tate.org.uk/research/tate-papers/08/anthony-mccall-line-describing-a-cone. 
197 Source: https://www.tate.org.uk/art/artworks/mccall-line-describing-a-cone-t12031. 
198 ñLine Describing a Cone,ò MACBA Museum of Contemporary Art of Barcelona, accessed June 

26, 2022, https://www.macba.cat/en/art-artists/artists/mccall-anthony/line-describing-cone. 
199 McCall, ñLine Describing a Cone,ò 42-62. 
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Similar to Line Describing a Cone, Candaĸ ķiĸmanôs work I/P/O-cle (2013), featured 

in the Scientific Investigations (2013) exhibition, curated by Baĸak ķenova and held 

at Ko­ University in 2013, challenges the conventions of the screen and fuses the 

properties of different practices. This installation, designed to occupy an entire space, 

makes innovative use of an unusual architectural element: a darkened container. 

Within this container, a powerful light source, lenses, a convex mirror, a fog 

machine, and a sound system are arranged to create a dynamic visual and sensory 

experience.  

 

  

Figure 4.38. Candaĸ ķiĸman, I/P/O-cle (2013), Scientific Investigations (2013), 

Ko­ University Campus, Istanbul200 

 

The light source is strategically positioned to pass through a series of consecutively 

hung lenses, resulting in progressively transformed and spatially refracted light. This 

refracted light then reaches a convex mirror, which further distorts and reflects it 

back into the space, creating an interplay of light and shadow. The use of continuous 

fog enhances this effect, making the light beams visible in this confined space. A 

 

 

200 Source: https://csismn.com/I-P-O-cle 
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deep bass frequency sound also permeates the space, adding a sensory layer to the 

artwork. ķiĸman states: 

 

An important aspect of the project for me was to create an experience that 

stimulated different senses. The fog manipulated the sense of smell and sight; 

the low-frequency bass couldnôt be heard but was perceived by our bodies 

through vibrations. The usage of the container itself was to create an 

experience in terms of space. Of course, light and lenses were to stimulate 

our sight. All of these senses combined together created an experience for the 

observer.201  

 

By integrating strong light, fog, and sound within the confined, darkened 

environment of a container, ķiĸman transforms the space into a dynamic, interactive 

spectacle that engages spectators both visually and physically. The duration of the 

experience of the artwork also plays a vital role since it requires some time for the 

spectatorôs eyes to adjust to the spaceôs darkness and the lightôs brightness. This 

artwork also exemplifies how artists can repurpose unconventional spaces to create 

immersive experiences.  

 

British artist collective United Visual Artists (UVA)ôs Phases (2022), featured in the 

exhibition UVA: Edge of Chaos (2022-2023), curated by Julia Kaganskiy at Borusan 

Contemporary (Perili Kºĸk) in Istanbul, is one of the artworks where the dynamic 

movement of light spreads throughout the space. On the second floor of the gallery, 

an area transformed into an isolated room with a partition wall is accessed through a 

corridor, guided by the sound and light emanating from the artwork (Figure 4.40). 

The work consists of a collection of five unique kinetic sculptures, projecting 

rotating planes of light throughout the darkened space, shifting between various 

patterns. This continuously evolving movement, which lasts 12 minutes and is shown 

as an endless loop, ensures that no two moments are identical. It transforms light and 

sound into tangible materials, creating an environment where architectural 

 

 

201 Candaĸ ķiĸman, ñInterview: Candaĸ ķiĸman,ò interview by Mine Kaplangi, Artfridge, January 4, 

2014, http://www.artfridge.de/2014/01/interview-candas-sisman_4.html. 
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boundaries become fluid. The dynamic interaction of light with the space redefines 

the spatial experience, challenging the spectators to actively explore the space 

(Figure 4.41). The room includes an existing column that disrupts the light paths, 

creating unexpected reflections and shadows. Similar to McCallôs work, spectatorsô 

bodies can interact with the light, dynamically altering the projections. By 

transforming light into a tangible form, the artists invite spectators to reconsider their 

relationship with the surrounding environment, highlighting the power of light to 

alter spatial awareness.  

 

 

 

Figure 4.39. Sketch Plan of UVA: Edge of Chaos (by author) 
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Figure 4.40. UVA, Phases (2022), UVA: Edge of Chaos (2022-2023), Borusan 

Contemporary, Istanbul (by author) 

 

 

Figure 4.41. UVA, Phases (2022), UVA: Edge of Chaos (2022-2023), Borusan 

Contemporary, Istanbul (by author) 

4.2.3 Performance 

Å Artwork = Object [Various] + Human [Performer or Spectator] 

 

Since the early examples, cinema has been influenced by the performance arts, 

particularly theatre. However, performance is identified as live actions, while cinema 
































































