





Approval of thehesis:

SPATIAL DYNAMICS OF MOVING IMAGES: EXPANDED CINEMA IN
TURKIYE

submitted byCA NS U S K @ KavtialKulfillment of the requirements for the
degree ofMaster of Architecture in Architecture, Middle East Technical

University by,

Prof. Dr.Naci Emre Atun

Dean, Graduate School Nfatural and Applied Sciences

Assoc. Prof . Dr .
Head of the Departmerrchitecture

Assoc. Prof. Dr. M. Haluk Zelef
SupervisorArchitecture Dept., METU

Examining Committee Members:

Asgst. Prof. DrEki n Pénar
Architecture Dept.METU

Assoc. ProfM. Haluk Zelef
Architecture Dept.METU

Assoc.Prof.Dr.Bi | gemd&j | u
Architecture Dept.TED University

Aykem Ber

Date:04.09.224



| hereby declare that all information in this document has been obtained and
presented in accordance with academic rules and ethical conduct. | also declare
that, as required by these rules and conduct, | have fully cited ancferenced
all material and results that are not original to this work.

Name Last nameCansu Sicimli

Signature :



ABSTRACT

SPATIAL DYNAMICS OF MOVING IMAGES:
EXPANDED CINEMA IN T URKIYE

Sicimli, Cansu
Master of ArchitectureArchitecture
SupervisorAssoc.Prof.Dr. M. Haluk Zelef

September 202430 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 e film. Around the 1950s and 1960s, artists and filmmakers
chall enged cinemaéb6s spatiality. Even tho
in the movie theatre, new milieus such as museums, art galleries, ardiopbave

become possible sites for prdigg moving images. Artists have produced
6expanded cinemad artworks that utili ze
multimedia works, to be displayed beyond the movie theatre. These experimental
artworks incorporated multiple elements such as ngunages, 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 comgpfidilm and art
spectatorship and created different relations to time and space.



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 artist§urkiye 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 exhibitentkiye. Selected

wor ks were analyzed, either based on the aut
during visits to the spees 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 spsitieey inhabit.

Keywords: Expanded Cinema, Moving Images, Art Spectatorship, Space, Spatial
Dynamics
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HAREKETLK G¥R! NWMEKAERKAL DKNAMKKLERK:
T! RKKYEGEINL EKk MKk SKNEMA

Sicimli, Cansu
Y¢ ksek,Miinsaan sé k
Tez Y° rDeotdr.dMi Haluk:Zelef

Ey |l ¢ 1,1309a@a4

Mi marl ék ve sinema disiplinleri ayr él ma
mi mar|l ék sinema i-in bir mek©n i Kl evi g
mi mari °zell ikl eri her zaman film deneyi.l
ve 196@ard a s anat - él ar ve fil amspapemémlaarnée y
okumuxkl!l ardeéer . Sinema gel eneksel ol arak s
m¢zel er, sanat gal eril eri ve a-éeék hava
yansét él maseée i -1 n olasée yerler rfealeinne (

°tesinde sergmlb ervmalk o¢ zyear edaf imul ti medy a
for mat | armgee nd welklndbreasrsn Inemia ¢r et mi kKl erdir .
hareketl i geré¢nt gl er ek eéek, ses, canl e
teknolojiler gibi birden -o0ok unsuru bir
deneyi ml er sunmukl arder .seBdylceder eaenasé
diyal og bi-i mi ortaya -ékméexkter. Bu eser

sorgul amék ve zaman ve mek©na dair farKkI
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odak nokt asé deji I dir. Ayr@dehi fanakeél ar
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CHAPTER 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 Space, along with time, movemeand narrative, is one of the most
significant notions shared in the disciplines of architecture and cihérhase
disciplines are inextricably linked and influence each other in various Ways.
architecturalhistorian/critic Anthony Vidler (1941-2023) states:AOf all the arts,
however, it is architecture that has had the most privileged and difficult relationship

to film. 30

The origins of moving images could be dated back tostm@dow plays and
experiments with the camera obscura, magic lanterns, and optical Tiogs.

emergence of cinema as an artistic and industrial form can be seenesutted a

1 JuhaniPallasmaaiSpace, Place, and Atmosphd?eripheral Perception in Existential Experiende

in Architectural Atmospheres: On the Experience and Politics of Archite@dr€, Borch (Berlin,

Boston: RO1HEN 2 user ,

2Al t hough the term é6cinemad is used -apeakisg synonyr
countries such as the UK, this fdaedgisciwpllinespaerd f
form of maki ngOmotth e notphiert uremsd,, the term Omovi e
house, film theater, movie palace, picture house, picture palace, fpatiare theater, movie hall)

will be used to describB pl aces wher e Lfddtmsy ,aré&mosvhiormgn 0i.mages 6
film, movie, video, motion picture, moving picture) will referifoa v i sual wor k that ap
mo t i Bond&finitions and synonyms, please see:

https://www.merriamwebster.com/dictionary/cinema

https://www.thesaurus.com/browse/movie%?20theater
https://www.archives.gov/preservation/products/definitions/mouimage def.html

3 Anthony Vidler, fiThe Explosion of Space: Architecture and the Filmic Imaginakgsemblage

21,21 (1993):8, 10.2307/3171214



series of technological and scientific developments in visual representation that

could project images in sequence at the end of the nineteenth ¢eBicg 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 experiené&ven though movie theatres became a conventional

site for moving i mages, artists and fil mmak
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 volumenakingprojected images occupy a physical presence

in the space as a tangible objecadgrs cul pt fr al f or mé

Figurel.1. Anthony McCal) Long Film for Four Projectors (1974)

4 PaulGraingeet al, Film Histories: An Introduction and ReadéEdinburgh: Edinburgh University
Press2007),3-20.

5 GiulianaBruno, fiSite-Seeing: The Cine City 0 Atlasof Emotion: Journeys in Art, Architecture,
and Film(New York: Verso2002),44-53.

5 Yiyun Kang, fiThe Spatiality of Projection Mapping: A Practi@ased Research on Projected
Moving-Image Installatioa [Ph.D. Thesis, Royal College of Art, The Department of Media, Arts
2017, 62, https://researchonline.rca.ac.uk/3391/

7 Sourcehttps://www.pacegallery.com/artists/jaresrell/



Some others turned their film works into live performances, mainly featuring the
interaction of performersd bodies with
spectator$

Figurel.2. Robert Whitman, Light Touch (197%6)

Someartists havancorporatedpast and currertechnologiesn their work, using
cinematic elements such as film sfipamers, projectos, screes, and monitors
Meanwhile, others have explored the possibilities of new technojoglieb as
digital films with highdefinition video standards, various aspect ratmsl frame
rates,as well asaugmented and virtual reality and artificial intelligence. Thus,
museums, art galleries, ahdilding massebhave become new possible contexts for

projecting moving image@igure 1.3 and Figure 1.4

8Jonat han Walley, fiThe Material of Film and the |
and Seventies Avast a r d e Qetodert03 (2003): 1830, http://www.jstor.org/stable/3397606.

9 Sourcehttps://www.jstor.org/stable/778483

" Riccardo Venturi, ARet hdDiICkiing qu4bd 2018 adsdta n d e d Ci
https://journals.openedition.org/critiquedart/19157



Figure1.4. Universal EverythingLiving Mural (2015), Sydney Opera Hod%e

Those experimentdlims, videos, or multimedia works, which are referredato

6 e x p an d e'dblucréedthe boandaries between cinema and art and challenged

the conventions of art spectatorsiipMany museums and galleries Turkiye

housed the expanded cinema artworks of artists sudhwag | u]j Halea ma n ,
Tenger,Nil Yalter, Refik Anadol, Ege BerenselPel|l i n Kér c a, Sefer Me mr

G¢l s ¢ n K aCeadetlErekHannwaKarjalainen, Universal Everything, Levi

11 Sourcehttps:/iwww.eflux.com/announcements/90964/petampusvideo-erge-sum/
12 Sourcehttps:/iwww.universaleverything.com/collaborations/sydopgrahouseliving-mural
BThe term g&pandectinemais discussed extensively €hapter 3.

“Tate's definition of expanded cinema as an o6art ter
AExpanded Cinema, 0 Tat e, letps dhewav sate @rg. uklant/art e 25, 202
terms/e/expandedinema.



van Veluw, Eelco Brand, SarkRe ha Er d e m, FI orent Herry,
Kahr aman, Deniz Tortum, CAlhidaan k¢ xmaéas,  Ce
Visual Artists (UVA), ¥z¥an Ertek, and H,

Figurel5. Kutl uj Ataman, 99 Names$® (2002),

Figure1.6. Hale Tenger, Where Winds Rest (2019), Galeri Nev Istahbul

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

video art, body art, audieisual performance, mixed technique installation, experimental film, or

avantgarde film by themselves, art critics, museums, alteges. The differences between these

definitions are not always clearly defined. Since the artwidrksl ur t he boundaries be
and art and chall enge t h ¢asioiedefmition of expandedcinemrar t s p e
by Tate), theyverereferred to as expanded cinema artworks throughout the thesis.

18 Sourcehttps://www.istanbulmodern.org/sergi/gecmis/kutatgmaricimdeki-dusman

17 Source:https://www.galerinevistanbul.com/tr/artists/Bale tenger/works/942®aletengerruzg
arlarin-dinlendigiyer-2019/



Figurel8. Refi k Anadol, Augmented S%Yructures V

They havecreatedvarious forms ofscreenreliant worksusingsingle or multiple
channe$. They have alsmcorporaed light, sound, andther art formssuch as
sculpture and performande,their works. In addition, they haeeeated sitespecific

urban projectionsAs expanded cinema practices continue to expand in both form
and content, these artidtsve 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/artistrederick Kiesle(18901965) statesfiNo object of nature or of art

18 Sourcehttps://nilyaltermelistezkaruntitled. biriken.com/
19 Sourcehttps://refikanadol.com/works/augmenistiucturesy1-0/



can ever exist or has ever existed without environnméntherefore, discovering
contemporargxpanded cinema artworks created and exhibitédikiye, thethesis
focuses orthe space itselfTurkiye was chosen as the context to allow for flrahd
observation and analysis of tepacesallowing 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 oférs theoretical discussions and case studies from an international
context, few delve into the details of the artwisrnd spectat@ relationship with
space. This is likely since maatithors 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 researcbn how artists inTurkiye 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 dyntroics
expanded cinema artworks that were created or exhibitébuikiye, and the

exhibition venues whichthey 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 redagestablished

20 Frederickkiesler,fiNote on Designing the Gallery and Press Release Pertainingrctiigectural
Aspects of the Gallery (1942), inPeggy Guggenheim & Frederick Kiesler: The Story of Art of This
Century ed.Susan DavidsorRhilip Rylands, et alNew York: Guggenheim Museum Publications,

2004),42.
2'Thetitle ofthethesisisn s pi red by Kate Mondlocho6s essay fBe
Dynamics of ScreeRe |l i ant I nstallation Art, o0 published in



between the objeaibject, spac®bject, and humanbject in terms of proximity and
interaction? How are the lighting, size, texture, and color of the space designed for
different expanded cinema artworks? Hdoes the duration of the experience of the
artwork playa vital role in the perception of the space? Does the space allow
spectators to move freely and visually and bogiéyceivethe artwork? Are the
works unique to the space where they are exhibited, or can they be exhibited again
in other spacesPlow 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? Ultimatilys expected that not only

the architectural researchers but also different parties (curators, artists,,Eadns

in the field of expanded cinema make berfedim 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 artwonkdijple cases were analyzed.

The data regarding the contemporary expanded cinema works created and exhibited
in Turkiyewas collectedromt he aut hor 6s own experiences an
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 artwoks were no longer on display, the anatysvere conducted based on

thar representationsuch as photographs, videasd virtual tours obtained from

the museum, gallery, biennial archiyes personal collections of the artists.
Additional drawings (plansectionsand threadimensional diagrams) regarding the
exhibition spaces and the artworigre drawn by the author to represent the spatial

dynamics of the displays



1.4 CONCEPTS

ARTWORKS

[
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Single- Multiple- Sculpture Light Performance Sound
Screen Screen

Figurel1.9. The categorization of expanded cinema artwdksautho)

EXPANDED CINEMA ]

This thesis classifies expanded cinaartavorksprimarily based on their dependency
on screensand, subsequently, on their mode and forntdisplay. Some artworks
require a projection surface&hich could be a physical screen, monitor, or the actual
space, along with a projectokVithin this category,screenreliant artworks
incorporatingsingle and multiple screerse selected and analyz&din the other
hand,some artworks extend their projection surface spatially beyorrédtengular
and framed screemcorporatingconventional art forms. In this categoaytworks
with moving imageghattake various forms, such asulptural objects,light with
projectors where the light is projected as a moving impgdormancesnvolving
performers or spectators, aound installations activated by the spectatare
selected and analyzedmparativelyThe artworks covered the last chapter ahis
thesis are selected from a diverse range of examples exhibited in the art galleries in
Ankara andlstanbu] providing a comprehensive examination of the relations
established between tlobjed (artworky, space(actual or represented spacaid

human §pectatorer performersjFigure 1.10)
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CHAPTER 2

ARCHITECTURE AND CINEMA

21 THE DYNAMIC DIALOG BETWEEN ARCHITECTURE AND
CINEMA

The interaction of cinema and architectutbe inherent architecture of
cinematic expression, and the cinematic essence of architectural expasience
equallymanysided??

Over he 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 the creaton of some of the mosawe-inspiring artworks’® that

push the boundaries of what is possible in both discipliries similarities between
architecture and cinengo beyond the products and extend to the process of their
creation?* Both require a significant role df t lawhor - the architect and the
directoro and the assistance sdverakpecialistsuch agivil engineers, mechanical
engineers, electrical engineers, urban and regional planners, drafters, interior

designers, landscape architects, construction workersgjupes, and various

22 Juhani Pallasmaa,The Architecture of Image: Existential Space in Cinefiéelsinki:
Rakennustieto2001) 13.

23 Architecture and cinema have been recognized as art forms in various classifications throughout

the centuriesOne of the modamousand ef er enced <c¢cl assifications is t
Artso by It al i an(18&TF1923)svhichihcludesiarohitectore, SSalptute dpainting,

music, poetry/literature, dance, and cineBrawing on the philosophies 8thopenhauer and Hegel,

he considered ci nema, Rebestlymaenevedstipinesasuthasvidens a t o
games, have also been included in these classifications

James MWe | sDocumeits of Film Theory: Ricciotto CanudddVanifesto of the Seven Artsd

Literature/Film Quarterly3, 3 (1975): 252254.

20urVVois, fADirectors and FilThee £l olsietseé c tAg tarFd r Ars
accessed January 4, 202ttps://medium.com/@warrenstanley.70/direcamnstfilm -architects
andarchitecturethe-closestart-forms-1ec2896efe54
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departments formed for thessistantdirector, art, camera electrig grip, hair &
makeup, costume sound visual effects and many other®. 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 bag’.Both disciplines share similar concepts and
terminology such aspace, structure, form, rhythm, movement, light, shadow, color,
sound, time, perspective, frame, scenario, montagenarrative, whichbecome

tools of production and representatfdn.

The spatial and structural elements of architedtaxesofferedfilmmakers limitless
possibilitiesfor visual storytelling and compositiomherethe architecturalspace

itself has become the main character of the flmfilms, 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 narrativé® On the other handhé captivating and immersive nature of cinema

has inspired architects to design spaces ghatide various experiencesd tell

stories Cinema has become a tool to expand the scope of architectural thought, so
various architectshave formed their approach to architectural design with the
influence of moving image®. While cinema utilizd architecture as a tool,
architecture in turn, wasinspired by cinema.This interplay between the two

disciplineshas resulted in rich and creative artworks.

25 pallasmaaThe Architecture of Image: Existential Space in Cinelva,
%Cel al Abdi G¢gzer, fASinemanén Mimarl ék | zerine S°yle
inSi nema ve BddmacCkE KAnkaa:l-dl,i2028),;3B2% r
2’M¢ge Kuzubaxkéojlu, @ACine mdot3pace Besigni Reprddentatomns as a M

Experimentatioa [ Ma s t e IstanbulT&chrécal Ursversity, The Department of Architecture,
2014], #31.
2Vidler, fiThe Explosion of Spac455. Architecture and t

29 pallasmaaThe Architecture of Imagé3.
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2.1.1 Architectural Imagination in Film

The obvious role of architecture in the construction of &atd the eager
participationof architectsthemselves in thienterprise), and the equally
obvious ability of film toficonstrucbits own architecture in light and shade,
scale andnovement, from the outset allowed for a mutual interseaifon
these tworfispatial art Certainly, many modernist filmmakersad little
doubt of the cinema's architectonic propertiesom Georges Meliés
careful description of the propspatial organization of the studio in 1907 to
Eric Rohmeds reassertion of film aéthe spatial attsome forty years later,
the architecturaietaphorjf not its materialreality, wasdeemed essentitd
the filmic imaginatior’®

As indicated byAntony Vidler, achitectureplays a crucial role in settinguga | md s
scenewhile the filmitself creatests own spacdn many instance$ilmmakershave

useal realworld spacesas seen in documentaries and actualdigsh as theirfst
publicly shown filmsAr r i v®e d' un train ~ |l a Ciotat (
1895)andLa sortie de | '"usine Lumi re ° Lyon (
in Lyon, B95)produced by t he3 This approachinvolBd ot her s
depicing real objects, peopleand events as objectively as possibsmetimes

intending toprovide information or critiqué? However, fimmakershave notimited

themselves taepresentingohysical space Instead, theynhavecombined realife

footagewith fictional shotsand storytellingActual spaces have been replicated and
manipulated with various cinematography technicuue$ as framing, depth of field,
contrast/color, and camera movemeS8tarting from the 1920s, the cinematic

portrayal of cities has been integral to the evolution of this form of filmmaRing

Vidler, fiThe Explosion of Space, o0 46.

31 Actualities are short nefictional films that depict realife events, placesand people without

editing. Even though theyra not structured into a larger narrative or coherent whbky are

considered the forerunners of documentaries.

AActuality, 6 MoMA, ahtpsé#vwwsvendmabrg/toliecatianiteymskactualig.0 2 4 ,

32 However, it should not be overlooked tisaichfilms, created before the 1900s, werémarily

interested in displaying the possibilities of cinema and original visual experigticesthan space.
3¥Barbara Mennel, fAModer ni Cilesand Gineméhadoand NewFi | m: B
York: Routledge, 2008), 22.
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Several notabldéilms were created toffer a poignant depiction of how capital cities
transformed into bustlingnetropolisesluring the latenineteentrand earlytwentieth
centuries, such aady Germarfilms, including Die Freudlose Gasse (The Joyless
Street, 1925andJ acques Tat i, mdudirfg Playtime r(1967)Thetems
films did not merely reflect the physical aspects of spaces. As a result, cinema has
become a tool for analysis documentationio understand urban and architectural
transformation, along with the changing social and cultural agénda.

Furthermore,beyond manipulating existing spacestirely new and imaginary
spaces have been created to produasigue atmosphereor narrative without
depending on theestrictionsof the real world, such dght, time, andgravity.
Georgs M® | A Tsip to theMoon (1902)andF r i t z Mieteopolis {1927),
were an intriguing exploration otinematic technology and film studi@%
possibilitiesfor the future of cinemand architectural imagef§ Emerging visual
andnarrative techniqueallowed filmmakerdo expresspacedar beyond the realm

of reality. Many films, such asThe Old Mill (1937)produced byThe Walt Disney
Studios usedanimated imaginargrchitectureas a | | mdé s cAsdigitelandi e c e .
animated filmmaking techniques advanoeluding computergenerated imagery
(CGI), motion capture, digital animation, and rotoshop, they hold the potential to

createmore engagingepresentationsf 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

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

34vVidler, 53-55.

3 Georges Mii s constructed glassiron studig which becama spatial and visual experience and

display element for the urban inhabitants, who werespiectator®f the films produced there.

%Brian R. Jaco®isds, 6 cGassgeinubed: -Eidinletp|l Waertlid,id yi f or
Studios Before the System: Architecture, Technology, and the Emergence of Cinemaifbl&pace

York: Columbia University Press, 2015),.86
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certain eras. Moreovahefilm 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 fier even more innovative and immersive experiencesperctatos,

further expanding the horizons of both spatial #rts.

2.1.2 The Cinematic Exploration of Built Forms

At a moment wheimterest in the movie has reemerged in a much ayaate

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 represematihe complex question of
movieds architectura® role is again ol

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 wdwkithough architectural designs

on paper, including plans, sections, elevations, and perspectives, are inherently two
dimensional, they take on a mudimensional qualityyot only when constructed but

also when movement and time arensidered and the user isregardedas a
spectatof® The promenade architecturatéof Le Corbusiewascharacterized by

the connection between separate elements, a sequence of SEdaEmstitute the

whole.The path itself serngbnot as an individual element but as a method to engage

37 pallasmaal 3-36.

38 Vidler, 45.

3% pallasmaal?.

“OM¢ g e SieGrical Reviewof Literatureon Spaceand Cinema[MasterThesis)zmir Institute
of Technology;The Department oArchitecture, 201p 21.

41 Architectural promenade is a concept developetidorbusieto describe theomplexdesign
of sequential spaces and the experience of movement and time thresggpttes.
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with the spatial aspects of architecture across different statrethe case oYilla

SavoyeCorbusier emphasidehis 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 eéw a rigorous schem# pillars and
beams has been adopdedt is by moving aboug that one can see the
orders of architecture developifi.

Figure2.1. Le Cabusier Villa Savoye(19281931)44

One another architect who cited cinema as a significant source of inspiration for his
design approactvasJean Nouvel. Through his architectural works, Nouwelt
to capture the same sense of movement, naryatha emotiorone experiences in

films.*® He statd:

2 Al ex Dvilla &gvoyeiand Villa Dall'ava detalocus Febrary 12, 2017https://www.
metalocus.es/en/news/villavoyeandvilla-dallava

43 Le Corbusier andPierre JeanneretQeuvre Complte 1991934, ( Z¢r i c h: Les ®di tior
d'Architecture 1946,24), quoted inBeatrizColoming Privacy and PublicityModern Architecture

As Mass MedigCambridge: MIT Press, 1996),6b

44 Sourcehttps://blog.thal.art/architecturgfomenadet-the-villa-savoye/

“Sever, fAA Critical Reviewo®P3 Literature on Space an
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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 | n t heequermathat albudding is, thé archifest
works with cuts and edits, framings a
depth of field, reading space in terms of its thickness. Hence the
superimposition of different screens, planes legible from obligatoryspoint

passage which are to be found in all my buildirs...

When te idea of assemblghifted from the physical construction of théhree
dimensional structure to graphic practicentagé’ became a prominent technique
for architectural representationthe most prominent example beirgernard
T s ¢ h uMamnhéattsn Transcriptd9761981)

i

Figure2.2. Bernard TschumiManhattan Transcriptd9761981)8

This theoretical worlemphasized not only the physical aspects buttalsevents,

actions, andisersof thespaceTschumistated

The dominant theme of The Transcripts is a set of disjunctions among use,
form, and socialalues; the nofoincidence between meaning and being,
movement angdpace, man and objests the starting condition of the work.

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

Ei sensteitchsquemod t gleeshov experi ment s, Awhen t he
together, a new meaning is establishedSewdri ch i s ¢
3954,

48 Sourcehttps://www.tschumi.com/projects/18/
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The Transcripts aimed to offer a different readinguathitecture 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 rebuilalong different axe®

Moreover, he shift in media, along with technological improvements and cinematic
influences, ultimately changed the traditional way of conveying idéae
introduction of cinematic techniques into architecture paved the way for the
emergence of new narrative techniques, sudobasgeandphotomontageadapted

by severahrchitects and groupscluding Arata Isozaki, Archizoom, Hans Hollein,
Superstudio, the Utopie group, and Archigr&acognizing the limitations of static
paper in capturing dynamic movement, Archigraam avantgarde group of
architects in the 1960&)geniouslydesignedheir magazin® asa hybridmedium
They used the montage techniqt® combine writings and drawings with

photographs and filmsonverting paper surfaces into interactive media scréens.

Figure2.3. Peter Cook, ArchigrarGroup Issue Thre¢1967)°2

4 fThe Manhattan TranscriptsoBernard Tschumi ArchitectsaccessedApril 23, 2024,
https://www.tschumi.com/projects/18/
50 Also named Archigram.

®Craig Buckley, fAEnvisioning AssemblGeyRadmchi gram and

73 (Fall 2018): 263.
52 Sourcehttps://www.controlmagazine.org/vitrine/1960
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While vaious cinematic elementmvecontributel to thenarrativeprocessthefilm

itself has also evolved into a tool for representatiBni er r e Chenal 6s
Lédbarchitect u¢le30)dataad)eo uGod dbhuusii er 6s t he Vil
the Villa Savoye tpromotemoden architectureEven though carefully scripted and

controlled by the architect, the film included the human presence and the actions
within these buildings® Many modern architects did not favor using film as a

medium to convey their ideas or represent their buildifhdéonethelessfiims
including |1 a B° k &oolhaasiHouselil¢20@8)efocusmegmm ~ ne 6 s
the experience of the space from the perspective of the housekemperoeen

produced in contemporary timeherelationship 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 teen both disciplies 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 publiccsie movi e Ahouse. o0 |t
architecture that film turns into cinema. Located in the pubtbitecture 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.

Thomas EIl saesser, AiThe Architectur al Postcard:
Me d i Gzey Boonv0 (Winter 2018)84.

54 According to Elsaessethis unwillingnessvasdue to the architedislesire for control over the

angle or point of viewof how others viewed their building. Thus, theseferredthe 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, whienight compete with the architéetcontrol over the physical

space.

El saesser, fAThe ,Ar-@0i tectur al Postcard
Bruno;SefeSintge Th#. Cine City, o
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Since the first invention of moving images, the film experience has undergone a
remarkable transformation through the ages, marked by vdmeakthroughs, and
architecture has begun to function as an enclosure for theTiiieinnovations in
cinematic devices anechniquesllowed films to be displayed in diverse settings,
from fairgrounds and amusement parks to theaters ricicelodeons, marking
diversity from outdoor to indoor spacésEventually, he movie theatréecame a
conventional space where films weatisplayed, a place of concentrated attention
with pitch-black darknes®’ However, cinema has expanded beyond these traditional
spacedor propaganda, promotion, education, and instructidre advent othe
Gexpanded cinentea | t er ed t he presumptions about t he
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 thepectatop®

221 The Pre-History of Moving Imagesand 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 ThontoweveEidi son or t
origins can be traced backdbadow playsndexperiments wittmagiclanternsand

camera obscuravhich were optical devicethat allowed images to be projected

(Figure 2.4 and Figure 2.5)

6 PaulGrainge, et a) Film Histories: An Introduction and Read@dinburgh: Edinburgh University
Press 2007),3-20.

57 Bruno, 47.

58 Andrew V. Uroskie, Between the Black Box and the White C(Dleicago and London: Chicago
University Press2014), 8797.

59 Paul Grainge, et alFilm Histories: An Introduction and Reades.
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Figure2.4. Athanasius Kirché&r s i | |l ustrati on®of magic

Figure2.5. lllustration of camera obscura (18%7)

These experimentked to Phantasmagoriaexhibitions, a mode of entertainment
usingmultiple lanterns to producacombined imagevith the illusion of movement
Emerging in thelate eighteenth century, Phantasmagesrigatured frightening

images accompanied by verbal presentatiomgrknesgFigure 2.6)°?

60 Sourcehttps://www.sciencephoto.com/media/979665/view/mdaitern 1671
61 Sourcehttps://www.britannica.com/technology/camerascuraphotography
62 Grainge, et al.3-4.
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Figure2.6.EtienneGas par d Robertsond®s Phantasmagor

The developmentsvere followed by the invention obptical toys such aghe
Phenakistoscop&,oetrope andPraxinoscopeThey created the illusion of motion

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

Figure2.7. Zoetrope (18335

83 Source: http://www.sandragulland.com/phantasmagdirist-horrorpicture show/
64 Grainge, et al., 4.
85 Sourcehttps://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 technologarad scientifiddevelopments in visual
representation that could project images sequentidiiyvever, the reasons for its

rise were far more complex, encompassing not only technolatiealgedut also
sociocultural, economic, and artistic shifts that shaped the demand for new forms of

mass entertainment and visual storytelliiga d we ar d Muybridgeos
experiments using a series of cameras to phot

way for advancements the technical methods for recording movenfént.

“SALLIE GARDNER

Figure2.8. Eadweard MuybridgeThe Horse in Motion (1878)

Later, ateamof specialists and fomas Edisofinvented the Kinetograph camera
and the Kinetoscopearound 1889-1992. These self-standing devices allowed
individuals to peer through holesand view short clips lasting 380 seconds,
recorded at ,BladkiMara mdew Yerk. Thisiinoovation facilitated
an individualized viewing experienceliinetoscope parlorsvhich were storefronts

equipped with a couple of Kinetograptisgure 2.9

56 Grainge, et al., 4
67 Sourcehttps://www.cinerituel.com/sinemaaaekanve-sestasariminintarihsetgelisimi/
68 Grainge, et al., ®.
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Figure2.9. KinetoscopeParlorin San Francisco (189%)

Around the same t i noevelomdh gortabledevice qalled br ot her s
Ci n ®ma t ,ovigiah eopldhfenction as a camera and a proje&tartingin 1895,
they showcased a sequence of short filmtheaters and cafemarking the first

public screenings of film&.

Figure210.The poster advertising thes8wdtmi re bro:

8 Sourcehttps://zhawkins.omeka.net/items/show/14

"0 The first publicly shown filmsvereArrival of a Train at La Ciotat, 189%ndWorkers Leaving the
Lumi ~r e Facl8dh Grainge,etals-8.0 n,

! Sourcehttps://histoireimage.org/etudes/cinematogragheiere
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Theshort flms oft he L umi weee sdieeneih Vaeousscountries, which

helpedto introduce this new form of entertainmensfzectatos worldwide . Thefirst

public film screeningn Turkiye was heldin Istanbul in 1897 byRomanian film

producerand cinema operatoiSigmund Weinberg (18681954) Weinberg, the
representative odorkkyavab® s8F bt hgr Pat h®6s
(gramophone) and other pr oduacSponeckhthe He f i
most famous beer hall of tiperiod located in GalatasardyDue to the absence of

electricity in the country at that timeéhe projection machine was powered by

kerosene lamps. Despite the gas odors from the lamps bothering the curious
spectatorsthis first screening was met with great interest as a magical invention,
although some opposed this innovation, considering it a sin to Wafthis
screening was soon followed by another &
Istanbu) andfilms, including those thpcallytshosvnihbumi r e

rented theaters, cafes, coffee houses, pansschools$?

Afterward, fairgrounds, carnivals, and amusement parks became public spaces
where the earlfilm was exhibitedattractegeople, and invited them through visual
experiencesAn early film experiment known & i n ® o (Figune&.15)was first

presented at the 1900 Paris Expositgimulaing aflight in a hot air balloon over

Paris, using aylindrical screen and synchronized projectors to project im&yes.

Similarly, an attractioff known asHal e6s Tours and(@l®4enes o

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

2Nijat,T¥zRnSi nemas é-1%6(cAmdcklaadjai:siBil&yd51%ayénevi, 19
BAgoh ¥zBaklangécéndan Buge¢n(starbdr R é$immemaragredd aklék
1990): 79.

“¥z°Tegrk Sinemasé-19%661®h30l oj i si 1895

S Lenny Lipton, fiThis Is Cinerama @ The Cinema in FluXNew York Springer 2021), 529,
https://doi.org/10.1007/978-071609514_60

6 According to film historian Tom Gunning, the cinema of attractions refers to the earlier conception

of cinema(before 190% thataims to show something new and excitingtablishcontact with the

audienceand make them knothis is a film to getheir attention

Tom Gunning, fAThe Cinema of Attr acGadel®dp Emrl y Fi
Critical Visions in Film Theory: Classic and Contemporary Readifgsiothy Corrigan, Patricia
WhiteandMe t a Ma z aj (New Yor k: B f ord/ St . Martinds,
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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.

Figure211LBal | oon Ci n®or ama (1®20®t he Paris Exp

Figure2.12Hal eds Tours and Sd#ses of the Worl

Lipton, fAThi589%530s Ci ner ama, 0
8 Sourcehttps://proyectoidis.org/cineorama/
7 Sourcehttps://iwww.mirandomirar.com/2021/11/hafesirs.html
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(1}

Figure2.13. The firstNickelodeon in Pittsburg{iL905§°

Interior spacedave always been used to displapuving imagestill the early
twentieth centurylue to their ability to block daylight, which interferes with screen
visibility, often utilizing curtains and other means to create optimal viewing
conditions. Vaudeville theatersstorefront theaters and nickelodeonsplayed a
pivotal role in developing movie theatersias knowntoday. Theseenues with

low admission prices, emerged in urban areas, offering affordable entertainment to
diverse audiencé8.The evolution of moving images continued from the emergence
of devices like th&/itoscopeandMutoscopeo the introduction of sound and color

in films andchangedn digital techniquesiAround the 1920s, opeair movie theaters
emerged, making use of the darkness of the miithtscreens that were eithieee-
standingor integrated into building elemen®By the 1930s, this concept evolved
into drivein movie theaters, where peopldilized their vehicles as se&at
Throughout these developments, cinema spectdtadsa complex relationship
between the images on the screen and treepton of realityand spaceTherefore,

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/literamylturatheritagemappa/featurearticles/more
your-nickelsworth-nickelodeon
88Gunning, fAThe Ciodema of Attractions
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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 inléation the site yearns for, craves, projects, and
fabricates, both inside and outside the theater. ,Tiwvescan be utterly
different spectators when we watch the same film in different places, for
different models of spectatorship are figured in theitecture of the theater
itself 82

As film screening techniques evolved, early screening venuesdt into movie

theaters, necessitating permanent spaces solely for showcasing the increasing

number of filmsThis shift reflected a longstanding architectural tradition tailored to

theater design, characterizedbyh e ext eri or attracting peopl
interior withmain halls occupied by seats facing tbeesn® 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 theat@ud{iye, Cin®ma Pat h®, wa
opened in the former comedy section of the

i n T e pserbaby 8igmund Weinberdgshortly thereafter, theaters began to be

converted into movie theaters and opened to the publit914, the firstTurkish

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

k e h z a dstabbalepératecdby Cevat Boyer and Murat B&§The same yeathe

Majik Cinema in Taksim, designed by archit&iulio Mongeri, became the first

building in Turkiye specifically constructed as a movie theal&ior 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 Germam. T

82 Bruno, 4.

8Charlotte Herzog, iThe Movie Palace and the Theat
Cinema JournaR0, 2 (1981): 187, https://doi.org/10.2307/1224831.

8¥zgBakl angécéndan Bug¢n8l0T¢rk Sinemasénda Kl kler,
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number of movie theaters ifurkiye was quite limited during World War |, with
these venues primarily attended hyonMuslim minorities There were
approximately ten movie theaters, predominantly in Istanbul and a few in Izmir.

From 1923 onwards, the construction of movie theaters significantly incr€ased.

Figure2.14. A typical section for a movie theater

Around the 1920sas moviegoing gained popularitamong people and films
extended in duratiorspectator expectations evolved accordinglyms were no
longerthe onlyattraction that kept spectatorsgarly screening venuesgardless of
thespatialconditions People expected more from tgacesn which they watched
the films. Thus, he necessity of providing more comfortable and lavishly adorned
spaces was recognized to attract people. @hahenatmospheric theatersalso

known asdream palacesstarted to appedf.In the US, John Eberson was known as

the architect of such theaterBanxhuiicl udi

in 1929 In atmospheric theaters, architecture took precedence over the film itself,
offering pedestrian a space to explore while strolling. Screens were relatively small
compared to the overall space, often positioned in less prominent locABmsual

andenvironmentabktudiesprofessor Giulian&runo puts it, wth lights remaining on

85 Hinkle M. Eugene,iiThe Motion Picture in Modern Turkey® e b i 2B @G09): 91102.
86 Sourcehttps://patents.google.com/patent/US6164018
8Her zog, fAThe Movie Palace and the33heatrical
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during thefilm, the spectat@ experience was akin to spatial wandering, reminiscent

of beingin anopenair theatre®

-t T

O ¥ e

Figure2.15.L o w6 s sdPTheatrronx, New York(1929%

In Europe, theonstruction of movie theaters, which had been interrupted by World
War |, resumed in the 1928%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 @21 During the same period,
movie theaters thahiftedaway fromrich decorations to a more minimalist approach
emergedThe aim was to create @i nv i s i bwheremaking anyttang that
could distract the spectator, even the architecture itself, invisibléirecting
attention solely to the film imag@&his concepivas epitomized by movie theaters
around the worldincluding theFilm Guild Cinema in New Yorkdesigned by
Frederic Kiesler in 1928 he elements of light, sound, color, size, and tigdeaof

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

88 Bruno, 8-50.

8 Sourcehttps://www.historictheatrephotos.com/Research/Atmosphericskithespherie
Theatre/

®“Noam M. EIl cott, Arifidial DakkneEshAnaObseureHistory df Modern Art and
Media(Chicago and London: University of Chicago Press, 206@®),
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were also used for the projection of the film. The aim was to creaddistic film
environment and artistic experience. It was designed as a place of concentrated

attention with pitckblack darknes$!

Figure2.16. Interior photgraphof the Film Guild Cinem#1928°%

During the 1931950 period inTurkiye, it is evident that th€ommunity Centers
(Halkevlerif® conducted thousands of film screenings based documents
periodicals or newspapers published bye Community CentersThese screenings
took place in the conferenballs, schools andmovie theatersvithin their premises,
as well as with mobileéheatersin rural areas. This initiative facilitated the first
encounters of large segments of the Anatolian population with cinkloae
theatere@xpanded beyond Istanbul and Izmir into Anatéfiafter the Second World
War, movie theaters in Europe and the Ua®re more streamlined, functional

buildings that often incorporated minimalist designs, reflecting the broader

“Laura M. Mc Gui r e, AA Movie Housé@FilmmArtsSpildce and
Ci nema, Ne w Stidies ik the De®@atde Atd, 2 SpringSummer2007): 4578.

92 Source: https://www.researchgate.net/publication/336357445_Frederick_Kiesler _ and_virtual_

reality on_the _modernist_stage_and_screen

93 Turkish institutiors for public education

“Aydén aliimk e k an|iélermr kY yles Sli n e mae MR&yinr air éAr Swetyéd Ir
Bi bliyografyasé: Yakl awégmlt kr yeKAyaaskEBEamad8/ar ° bt €1
36 (DecembeR020):604-605.
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architectural trends of the er@ihey provided artificial cinematic darkness as an
isolator from external stimuli and realityUltimately, the movie theater became a
black box® 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 aimumersing them in the world depicted the screer?’

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 imdgesighout the
1960s, significant structural changes occurred, particularly with the introduction of
multiplex theatersincluding multiple screening roomBy the 1970s and 1980s,
movie theaters became integrated into multifunctional structures, reflecting changes
in entertainment consumpticspurred bytelevision. Furthermore the advent of
Video Home System (MS) and Digital Video/Versatile Dis®©{D) technology in

the 1980s and 199@scilitated home film screening, further diminishing the appeal
of movie theatersWith the proliferation of the Internet and the rise of movie
streaming serviceafter the 199Qsthe spatial significance of the movie theater has
beenincreasinglyquestioned.Yet, advancements in technolggyuch asiIMAX

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

experiencé®

SEl cott, fADanw/kx Theaters, o

®Andrew W. Uroskie describes the space of the film a
Awhite cubed of the art gallery, drawing attention t

97 Uroskie,Between the Black Box and the White Gulze
% Barbara KlingerBeyond the Multiplex: Cinema, New Technologies, and the KBearkeley Los
AngelesandLondon University of California Press, 2006),-54.
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Figure2.17. IMAX screenin the CinesphereTorontq Canad&®

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 fitrteeningspwing to advancements

in film technology, theehangingneedsfor projecting moving images, and evolving
spectatoipreferencesNevertheless, so® moving imageappealto the masses and
attract attention among people, cinema has been used beyond movie theaters for
purposes such as propaganda, promotion, education, and instrddted-iim

T r a practice, also known &oviet AgiTraing embraced by the Soviet political
leadersaround 1917weremobile film studios producing and displaying filraad
modern gadget® soldiers and uneducated villagers for propaganda, agitation, and
education'°’ 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)

9 Cinesphere is the woidsl first permanent IMAX movie theatrepnstructed in 197and recently
restored Sourcehttps://torontolife.com/culture/ontariplace cinesphereeopening/

100 RobertBird, fiThe Film Train Stops at Mosfilm: Aleksandr Medvedkin and the Operative Film
Factory i In the Studio: Visual Creation and its Material Environmerts Brian. R. Jacobson
(Berkeley: University of California Press, 2020), 1455.

33



Figure2.18. Screening room insidéae agit-train dOctober Revolutiodt®*

The film train concept was adopted Tiurkiye 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
Geyyar Terbiye Treditraveled between Ankara and Samsun by organizing
conferences, exhibitions, and filsereeningsThis initiative stood out as a notable

practice in public education and cinema witfimrkiye.1°2

Alsq, notable architectural workaere designedor the display of moving images
beyond theaterOne such example was tlggodesic dome theater designed by
Buckminster Fuller to display i@Harnpessesand R
of t h exhiklt&dAnthe American National Exhibition in Moscowl959. This
presentation aimed to convey and advocatéhercomplex and diverse lifestyle of
Americanswith a new mode of narrative with multiple, simultaneasershifting

images presented in the exhibitigfigure 2.19).%3

101 Sourcehttps:/finciteonline.net/heftberger4.html

02 MuratY & | @TeezUse of the Cinema as a Tool in National Education Policies in the Early Years

of the Republ i c: D3oarkal okAcddemic Ve Stadidsl, (F021p4d-b1t

This method of image display also echoes Gunningods
Beatriz ColominafiEnclosed by Images: THeEa mes es 6 Mul t i mérdyiRmomB2, chi t ect ur e,
(2001} 6-29.
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Figure2.19. Interior of the geodesic dome with Glimpses of the U.§L859%

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

1958 Worl dés Fair in Br uswassigrsficantéoritdi spl ay
spatial and technological qualitiekhe experiential spacirrounded the visitors in

a space of light, sound, and video displayed along the walls of the pa%lion

Figure2.20. Interior of the Philips Pavilio1958°°

104 Sourcehttps://www.eamesoffice.com/theork/glimpsesof-the-u-s-a-film/

105 1annisXenakisandLe CorbusierfiPhilips Pavilion ANY: Architecture New Yoy, (1994) 34-
35.

106 Source: https://www.archdaily.com/157658/atassicsexpa58-philips-pavilion-le-corbusier
andiannisxenakis?ad_medium=gallery
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Furthermore, institutions incorporated spaces for showcébimgserving scientific

and cultural educational purposéhese spaces were designed to enhance the
learning experience. One such example waOimmimaxTheatreof L a G@&o d e
Parc de la Villette, France desi gned by Adrien Fainsi
1985 Equipped with a vast spherical screen, the theater showaasades nature,

and travel documentariegroviding experiences that are both informative and

entertaining.

Figure22.Omni max Theatre of La®G®ode i

Moving images did not always require the presence of a stru@pesair venues

and drive-in theatersallowed spectatorso engage with cinematic narratives in
natural settingsAll these adaptationseflecteda broader cultural shift towards
incorporating dynamic visual media into diverse contédlismately, the integration

of cinemainto museums and galleriesarkeda pivotal moment in the evolution of
visual culture, enriching artistic expression and expanding the boundaries of

traditional exhibition practices.

07 Sourcehttps://carmin.io/en/lieux/kgeode/
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224 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 gallegpace. This model was not a matter of
simply introducing cinema into the gallérof 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 Duchardps peci fi cal | y, Duchampods
Victorian Aphi toaddf dnerhaticinadstigatianowith thegy a
guastisculptural 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 imagasAbrought both literally

and figuratively inside the gallery space, it would disrupt the established
traditions of exhibition and spectatorship therein, ultimately contributing to
a wideranging transformation of the idea of the gallery as such over the
course of the 1960¥8

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 technologiadapting to serve new purposéshas
beenshownin galleries and museunend createdas installatiors. In 1955, the

Gal eri e Deni se eRa sigificanh groBpaexhibgion tadleod
MouvementMovemen)t featuring works by renowned artists who explored the
themes of motion, space, and tir(feigure 222). Some artworks responded to
visitorsd movements, while others were a
autonomously. The exhibition marked a crucial moment in the history and evolution

of kinetic artwithin thegallery spacé®

108 yroskie,Between the Black Box and the White C&&e
109 yroskie,85-86.
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Figure2.22. Le Mouvement exhibitiont he Gal er i e Dd1955%8% Ren®

Nam June Paik, widely regarded as a pioneer of video art, usedaviddelevision

as his primary mediunin theExposition 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 woeksior TV(Figure

2.23). Similarly, Bruce Nauman, a pioneering artist in exploring the new medium,
delved into holography and produced fhiest Hologram Series: Making Faces
(Figure 2.2) in 1968. These holographic images on glass create adimesasional

effect when illuminated from behind and viewed from the front. The series was
exhibited atheLos Angeles County Museum of AitACMA) as partofthé Br u c e
Nauman: Wor k f r exhibitian9 @drgartized byt IACTMAGand the
Whitney Museum of American Art in 197Zhroughthesegroundbreaking 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 @hoving images in the gallery spacé

110 Sourcehttps://alchetron.com/Denideen%C3%A9

WEYrj - Ulusoy, AVideo installation: Space and

University, The Department of Sculpture, 20223:41.
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Figure2.23. Nam June Paik, Zen for TV (196®82)1?

Figure2.24. Bruce Naumarfirst Hologram Series: Making Facgd968)*3

In France,as part of theFestival dAutomne(Autumn Festival, the exhibition
AArt/Video Confrontatiod was shown at the Paris Museum of ModerniAi974

In the same year, @otable exhibition tittedi | mpact Ar t aldbiomkeed Ar t
at the Museum of Decorative Arts in Lausannejt&rland Organized by the

Impact Group (Henri Barbier, Serge Marendaz, Jean Otth, andClaate
Schauenberg), the exhibition featured video art, and sociological, political, and
educational videos** The film began to be perceived significantly as an art form

and started to be exhibited in museums and galleries wheRdhgidou Center

112 Sourcehttps://www.mplus.org.hk/en/collection/objects/Zentv-2015647/

113 Sourcehttps://collections.lacma.org/node/2113768

4 0Onur Karamercan, AExamination df,r €hdgomha and
Wor || M@ s t er dstanbdl breversitglhe Department of Museum Managemeais], 15.
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opened in 1977nitially, films were predominantly exhibited in projection rogms
following the format of traditional film screenindg$owever, Christine Van Assche,
upon joining thePompidou Centein the 1980s, advocated fém to be housed
within the Visual Arts Department and displayed in the mugsuexhibition
galleries. This shift fromprojection roomso exhibitionhallsled to the establishment

of the New Media Departmeahd underscored the prominence of video installations
occupying exhibitiorvenuesConcurrent with the establishment of the New Media
Department at the Pompidou Centegnyother museums also began collecfihyg

and new media art for thgeermanentollections!'®

In Turkiye, cultural advancements within the realm of cinema paved the way for the
establishmentofthe ur ki sh Ci nemat heque Association (7
in 1965.The Cinematheque organized screenings that differed from those shown in
commercial movie theatersffering old films that were no longer possible to see in
movie theaterdilms from countries and directors whose works had not been shown
in the country before, and neprofit amateurshort filmsfor cinema enthusiast#t

also played a significantale in the development of cinema literacy through its
publication, theYeni SinemanagazineFollowing its closure after the 1980 military
coup, thelstanbul Foundation for Culture and ArtdKSV) founded in 1973,
initiated thelstanbul FilmFestival (F) in 1987to promote cinemandintroduce
spectatorso films andfilmmakers that often do not receive widespread distribution
or attention in commercial theatéf$§.Later, he state took steps to encourage the
private sector to promote cultural and artistic activities, which paved the way for the
opening of private museumwhich were based on similar dynamics within the

economic, political, and socieultural contexastheir counterparts in the West.

A gallery is constructed alongws as rigorous as those for building a
medieval church. The outside world must not come in, so windows are

’Karamercan, fExamination od -8 nema and Television |
116 Atifet K e | e kfdlfednative Film Exhibition ofistanbul Contemporary Museu| Ma st er 0 s
Thesis, Marmara University, The Department of Radio, Television and Cix&ihg, 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 fre , as the saying used to go,
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 esthetimadrumt!’

New museums iffurkiye afterthel®0sh ave shown parallels to
characterization of gallery space Asvh i t e GConségaestly,othe entry of
moving images, whose primary space isfihk | a c kintobthese wellit spaces

has facilitated the transformation of gallery spavékile 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!® The earliest alternative cinema activities emerged in private
museums, such dstanbul Modern Cinema in the Istanbul Modern Art Museum and
Pera Film in the Pera Museum. Films were screened in the-poutose halls of
these museums. Later on, similarly to the Pompidou Center, films also entered the
exhibition halls of galleriesand museum&® One of the first recorded examples of
video art inTurkiye wasNil Yalterés work tittedThe Headless Womann the Belly
Dance produced in 1974Figure 2.25) Although created abroad, this piece is
considered one of the pioneering examples of video dmiikiye. It consists of an
imagecapturedwith a handheld camera, using the performance and video medium

togetherand presented amtelevision monitat?°

7Br i an O,dnBidehhe Whitg Cub@an Francisco: The Lapis Press, 1986), 15.

HBAliArtun, Mg mk ¢n Ol mayahaMpmoeé: KIAOEH3-@4 m Yayénl ar é

Kel ekojlu, H#AAIlter nsganbulvtd71Ei | m Exhi bition of
20BorgaKant,,Trgkr ki ye Ge¢gncel Sanat éwaaVivd ele 0S &Smantad rean éQ@
Sergileme, Organizasyon Modellerfiil 9, 4 (2022 Haziran): 85-853,doi; 10.7816/id#11-94-0.

41



E\;; \

Figure2.25. Nil Yalter, The Headless Woman or the Belly Daift@74*%

Although Yaltets work has been exhibited in numerous galleries abroad, iiwasn

until the 2000s that was first exhibited i urkiye. However, the 1990s marked the

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

recognition and exhibition in the countrjhe 3¢ International Istanbul Biennial

heldin 199 2, curated by Vaseéf Kortun with the
Differencep was significant for its inclusion of various artworks that challenged

conventional mediusmAttheGr eat er | stanbul Municipality N
Museuml ocat ed i n F ¢érglre226, a coliahbralivé @egeeby Igor

Kaminnik, Vadim Fishkim, and Andrei Sholokov, was exhibitethe open area of

the museunduring the biennialThis installation, featuring video screens, was

significant in its portrayal of agnd filmas a spatial experieno&lso, during the 4

International Istanbul Biennial held in 1988dcuraed byR e n ® ,Bigndicarht

examples of video art by artists such as Nam Paik and Bruce Naumavere

exhibited in Antrepo no. 1, Yerebatan Ciste
Cultural Center Art Gallery, which wasmarkabldor the artspectatorsand artists

in Turkiye.??

21 Sourcehttps://www.nilyalter.com/works/1/theeadlessvomanor-the-belly-dance1974.html
2Z2Kant ¢rk, fAT¢grkiye Gegncel San® 5 &nda Video Sanat énén
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Figure2.26. Village, Pavilion of Russi§1992)23

Created by mediartist and visual researcher Ege Bwsed in 1995, which won the

Best Experimental Film Award at tH#" Ankara International Film Festival, the
work Panoptikumwas significant both for itexploration of spageAnkara Karum,

one of the first shopping malls in the countand for its use of monitor to bring
found videodrom surveillance camesanto the gallery settin¢Figure 2.27)In the

same yearswith the initiatives of Middle East Technical UniverstyGK S A M
(Audio-Visual Systems Research and Application Center), Sanart, Goethe Institute,
British Council, and Ankara International Film Festivalmerous 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 twodiré
Another collective initiative was th&partman Projectan 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 tittedSt or e of Dr eams ( Dpresentedthe&experiéncema Dy |
of video artworks in a public space, extending the exhibition beyond the confines of

123 Sourcehttps://archives.saltresearch.org/handle/123456789/8895
24lusoy, fVideo installation: Space and Image Surfaces-54 1
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the gallery by utilizing the open windows of the exhibition space towardstrenet

forpassersby in®T¢gnel, Beyojl u.

Figure2.27. Ege BerensePanoptikum(199512¢

Figure2.28. Apartman ProjectStore of Dream§2001)-27

During the 1990s, film were displayedthrough alternative avenues, such as
biennials festivals,and independent spacesth the efforts of collectivesWhile
theywere not as wideldisplayedin museums and galleries as traditional art forms

like painting and sculpture, Turkish artistere still able toshow their work at

Kant 84 .k,
126 Sourcehttps://www.egeberensel.com/index.php/project/panoptikum/
27SourceK a n't 854. k
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international galleries and biennialdowever, in the 2000s, the proliferation and
accessibility of film production tools, along with the inventions of digital devices

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

to a significant increase in production and exhibitiorTurkiye.128 Additionally,

cinema museums were establishbdusng a unique collection ofrtifacts and

equipment from the history of cinematire countrywhichincludeT ¢ r ker Knano]j |
Vakf ée (T, RVAK)stanbu istenbuhCinema Museum, and Adana

Cinema Museun®?® In conclusion, tke introduction of thehex panded <ci nen

altered the presumptions about the fil moé:

2Kant ¢r k, 854.
2%Karamercan, fAExamination of TCi hiem&Eand Tel evi si
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CHAPTER 3

EXPANDED CINEMA

3.1 TRACING THE EMERGENCE AND DEFINITIONS OF EXPANDED
CINEMA

3.1.1 The Genesis of the Term AExpanded Ci

The term 6 e x p a n d e dwasc firsh aserh Iy American filmmakers Stan
Vanderbeek and Jonas Mekas in the -A860s after artists and filmmakers
expanded the boundaries of cinematic venues in the 1950s and 1960s. Mekas
presented and reviewed a series of multimedia productionssiSantiNew York in

his regular Movie Journal Column in the Village Voice. In 1965, he announced the
New Cinema Festival 1 (Expanded Cinema Festi#fadyganized by FilMa k e r s 6
Cinemathequé! under the title ofi Ex p a n d e d an€ definedmaw 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 | have said quite often before: cinema
isonlybegi nni ng. Dondt go t od cOmetoNeve t o | o
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. Howeverg dts actual

occurrence, the festival was officially titled as the New Cinema Festival 1.

Bl Fim-Makersdo Cinematheque (fdMakerloy Khowtasaes) tw:
organization directed by Jonas Mekas and his collaborators to organize experimental film programs.

132 JonasMekas,Movie Journal: The Rise of the New American Cinema, 1959 (New York

Columbia University Pres2016),188-206.
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the village VOICE, June 3, 1965
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Later this summer the Cinema-
theque is organizing & huge sur-
vey of the various new uses of
cinema. The leading artists of
these new uses of cinema (ex-
panded cinema) will take part.
As I have said quite ofte: L."re:
clnema is only beginning. Don't
go to Cannes to look for new

Figure 3.1. Jonas MekasiMovie Journab The Village Voice, June 1965, p.£3
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z
i

ple expotures, moving slides, kinetic

LR
sculpturas, hand-held projecters, bal- wowl"“;
loen screens, video taps and video m%
.pmfﬂ.hnl-. Jand light and sound NAM JUME PANC
improvisetions. AXTHUR SATNER

=
!

Programs will be at 3, 8 & 10
pm. Details about individual pro- BON SNTDER
grams will be coleased shortly. Fer
further

§

information, call the theater. B
The wotks of Rebert Breer, Nam wm AN
June Paik, Gerd Stern, Andy Warke| J0WN VACARSOD
and Whitman will be en- I:‘A-fl' “ui":n
display in the lobby of the theater BAY WISNITWE]
WHITMAN

at different times during the month.
»

ASTOR PL. PLAYHOUSE 434

i

LAFAYETTE ST. AL 4-4060,

'

I‘

C i, Tihe Villade WV @ice @ctober 1965, p. 28*

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

namedi Cu |

tur e:

l Nt er com

133 Sourcehttps://warholstars.org/filmmakecinemathequd-196162.html
B34 50urce: https://warholstars.org/filmmakeisemathequd-196162.html
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1966. He expl ai ne-®romeht@whichutilizee rpotion pidtureé Mo v i e
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 alsd aa impact on cinema and art. He

stated:

eit c er t a-oraet the stwcturd of mation pictures as we know

themé Cinema will become a Operfor ming
that such centers will have its artists in residence who will orchestrate the

image material he has at hisplie sal é And wi | | | ead to
internati ofal art for mé

Figure3.3.St an Vander-Drem@¥ 6s Movi e

In 1967, Sheldon Renan authored a book tiledn | ntroducti on to
Under gr ou wigereifr hel dedicated the final chapter to the concept of
Oexpanded ci nemad. For Renan, it was the

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

BVanDerBeek envisioned a spherical theater (ins
spectators experience floating moving images. He started building prototypes from the repurposed

top of a grain silo in 1963.

136 StanVanderbeekfiCulture: Intercom and Expanded Cinema: A Proposal and Maniekte,

Tulane Drama Reviewl, 1 (1996: 38-48, URL https://www.jstor.org/stable/1125263

17 Source http://www.medienkunstnetz.de/works/modieome/
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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 citiia.
described:

Expanded Cinema is not a particular style of flmmaking. It is a name for a
spirit of inquiry that isleading 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 comptgenerated images and the electronic
manipulation of images on television. It is cinemganded to the point at
which the effect of film may be produced without the use of film afall.

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

arts Gene Youngblood who published an influential book in 1970 nénked p a n d e d

Ci n e,whidh 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 OExpanded Cin
specific subject matteexploredt*® 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 mindltering experience that transcenlisguistic 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 ngoing Hisworcal driventg manifea his s o
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 especiallg in the case of

138GloriaSuttonThe Experi ence Machi ndromSandExpavladChemaBeek 6 s Mov
(Cambridge Massachusetts: The MIT Pre2915),37-39.

139 Sheldm Renan,An Introduction to the American Underground FilfNew York: E.P. Dutton

1967) 227.

140 GeneYoungblood,fiintroduction to the Fiftieth Anniversary Editipnd Expamded Cinem#New

York: New Fordham University Press970),14.
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the intermedia network of cinema and television, which now functions as
nothing less than the nervous system of mankihd.

. 3 |
B POuUNGBLODE

S trdduction t

WINSTER FULLER

Figure3.4. Themok 6s ori ginal cover , designed

The term O0expanded cinemad was used by v
starting fromthe1960sonwards More recently, Turkish publications have embraced

terms suchas genl e Kk mi k@ rsli enkeemood g enreimalée t itd mi Kk s i
describe expanded cinema. Dissertations, magazines, websites, and exhibition
catalogshave featured articles and critiques about expanded cinema, as well as

introductions of artists and filmmakers who have engaged with the concept in their
works143

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 thealkm
Acinematic turnd in contemporary art

141 Gene Youngbloodixpanded Cinem@New York: New Fordham University Pre4€70),41.

“2As explained by Youngblood, the cover featured
OffOn since it was the pioneer in integrating video graphics as an aesthetic component in films.
Sourcehttps:/iwww.jstor.org/stable/j.ctvnwbz7q.4

143 For more information, please see: https://manifold.press/sakaneleriexpandeetinemaand
https://manifold.press/expandethema
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spectrum of practices it describes resists attempts at producing clear
definitions. Not only is fAexpanded
describe forms of work and artistic practices whose nature is hybrid and cuts
across media, it also always reféo 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 expansiort?4

Defining expanded cinema is a complex tasilowing the popularization of the

term, numerous discussions have emerged within the scholarly discourse

surrounding this phenomenon, each centered

t u r*nNevertheless, 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 sty materialistict4®

Expanded cinema denotes an avgantde 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 playand live performances, alongside the projection of moving images on

single screens, multiple screens, or no screens’4t all.

cinem

éexpanded ci nema, t hat i s, an explosion
i mmer si ve, i nteractive, and Il nterconnect
6cinemad6é to refer not simply to film as &

144 AdeenaMey, fiExpanded Cinema, By Other Meani The Audiovisual Breakthroughed. Ana
CarvalhoandCornelia lund (Berlin: fluctuating images2015),43.

145 Contemporary art and theory professor Kate Mondloch refers to the concept of expanded cinema
and artistic production in the 1960s and 1970s@$a | mi ¢ tur n. 0

18 A, L. Reeset al,, Expanded Cinema: Art, Performance, Filoondon: Tate2011),12.

147 A Dictionary of Film Studies (Second Editfjpa . ¥xpanded Cinemaaccessetlay 30,2023,
https://lwww.oxfordreference.com/view/10.1093/acref/9780198832096.001.00019@BA(98832
096-e-246.
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image technologies that are encompassed by the phenomenology of
cinemat48

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 whin the spectator.

éeéthe term cinema is not yoked to the m
cinematic experience can cross media boundaries or be achieved through a
range of media combinati ons; 6ol dé me

superseded. A cinematic configuoat could involve intermedia, performance,
spectacle, video, art and technology in addition to film, and could be located
within the 6black boxd of thé® theatre

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>® 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 thesexpanded 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 #daiam of a new kind of

experience and engagement with the work. So, what makes a work expanded cinema

148 JanineMarchessauland Susartord, Fluid Screens, Expanded Cinerfioronto: University of

Toronto Pres2008),7.

149 JackieHatfield and Stephenittman Experimental Film and Video: An Antholo@astleigh: John

Libbey Publishing2006), 38.

150 valie Export discusses the expansion of cinema in the lefitdreh e Essent i al Frame:
Independent Film 1952 0 0 3a twopday program of screenings and talks on Austrian independent
filmmaking curated by Mark Webber and held in London, MayJahe 1, 2003. For the complete

written recording of the lecture, please sdattps://www.sensesofcinema.com/2003/peter
tscherkasskyhe-austriaravantgarde/expanded_cinema/
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is the way in which it transforms the nature of art, visual practices, and their

display®?

Expanded Cinema
|

= N = .

the blurred boundry the utilization of the redefinition of the the creation of a new
betw_een various art forms technological potentials relatl_onslnp between the viewing experience and
including cinema artist and spectators engagement with the work

Figure3.5. The diagram of the characteristics of expanded ciréynauthoy

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,
HappeningsandVideo Art. Avantgarde filmis an international practice rooted in
modernism,or i gi nati ng i n 1920s Europe and
manipulate light, motion, space, and time to express the artistic perspectives of
filmmakers.By the 1960s and 1970sxperimental and underground filramerged

in Europe and North America. These practices critically examine cinematic and
social norms and practiceon-narrative forms, innovations, and unconventional
methods, intersecting with other art formBidependentfilm encompasses
filmmaking outside the mainstream commercial film industlgiming autonomy in

relation to industrial practices, conventions, or political context. It includes a diverse
range of practices, from governmenpported cultural films to selinded amateur
projects Many independent filmmakers have transitioned between indie and

mainstream cinema, contributing to a dynamic cinematic land$osigeeing radical

51venturi, fiRethinking the Expanded Cinerod,

54

expl



works.!®2 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, anspectatorinvolvement. While happenings were
prevalent in the 1960s, they eventually evolved into performanaedecame the
forerunner ofexpanded cinema examples teatphasizedhe interaction between

the performer and thepectatof®® Moving image exhibited in art galleries or
museuns areoccasionally regardeds gallery filmsand video art They offer a
distinct viewing experiencecompared to traditional cinema&enues often
characterized alwhite cub@ versusfblack boxy Theseworks allowspectatorgo
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 discussionspectatorengagement

and the cinematic apparatus. This shift haskguzhrenewed interest in film studies,
exploring concepts such as filmic time and space in the contetkteajallery.
Additionally, contemporary artists known for thekxpanded cinemaorks havealso
started to explorraditional flmmaking.This interdisciplinary approach offengw
perspectives for curators and scholars alike, reshaping interpretations of moving
image works in gallery setting®® The distinction betweenavantgarde,
experimental, underground, independent, gallery film, happendsy art,and
expanded cinemia blurred, given their common roots. In recent yetimsseworks

have been curated agamples oexpanded cinem&® So, all the termsn 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.

Tate. fiHappening. o Accessed Juntemsth/happeitg22. htt p

154 Kuhn and Westwell, A Dictionary of Film Studiet91-192.
155 Kuhn and Westwel27-28.

55



3.2 EVALUATING THE CURRENT STUDIES: LIMITATIONS AND
SCOPE

Many studies focu®n expanded cinemartworks from an international context.

Andrew V. bodk 2B&ti wdesn t he Black B®x and the
introducesartists who created artworks at the intersection of cinema and the plastic

arts aroundhe late 1950s and early 1960s. These artworks were neither cinema nor

sculpture opainting but functioned all at once. They occupied the static space of the

museum withcinematic moving images. They offered a private experience rather

than a publiconeyi t h t he spectatords active partici
Also, the duration oéxperiencing the artwork depended on the spectator rather than

being predetermied bythe artist, as in the cinembaikewise,Kat e Mondl ochos
article i B e Here (and There) Now: -Rdliemt Spati al
| nst al | &’discosseshd spatial dynamics of spectatorship. She examines

the screenreliant media installations created in the late 1960s and 1970s with two

case studi e fingPorgl(1B68x rEk ph e tt edrnntedaae(I® 1Ly 0 S

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

screensaB wi ndows o0 nt andemphasize the space ith ot or before

the screen, the space occupied by the screen itself, and the space represented inside

the screenThe most critical aspects tiiese artworks lie in the tensianeated

between those complex spaces. They challdmge s pect at or 6s rel ati on
time by asking the spectator to simultaneoushpdith here (the material space of

the exhibition) and there (the immaterial representatispate inside the screen).

These works of literaturepen new horizons for discussing the articulation of the

moving image witharchitectural space and the tactile, sensory, and kinesthetic

156 Andrew V. Uroskie Between the Black Box and the White C(igicago and London: Chicago
University Press, 2014), &7.

157 KateMondloch,fiBe Here (and There) Now: The Spatial Dynamics of SeRaiant Installation
Art,0 Art Journal66, 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 thest8 conducted invarious pogramsexplorethe relationship

between cinema and architecture, mainly focusing on the conceptsop a c e ,
movement , ti medownever theseadisserationsvaee dnostly oblivious

to the discussions surrounding the expanded boundaries of cinematic venues and

case studies fromurkiye. Onur Kar am&Exaanm att mesios Cir
Television Museums ifiurkiyea nd o n t ' éocusé® onlnibving image

museums and alternative exhibitions of cinema with examples Tuokiye, such

as the T; RVAItanduw stanbuhCinénra Museum, and the Adana

Cinema MuseumAl t hough Karamercanb6s work pri ma
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 spawrs.Bur - ak YazeAedky sihesok
Video Placements in Contemporary Turkish Art Within the Framework of Concept,

Ti me, Spac¥aRdl &triions Ufivsdgds | hbheal batic
and Image Surfacas®' provide comprehensive overviews of scréased

installationscreated and exhibited ifurkiye. These works highlight the diverse

18Ge, K a - mischitecture and Cinema: A Relation of Representation Based onipada st er 0 s
Thesis, Middle East Technical University, The Department of Architect9&q.

M¢ge Kuzubakéoj !l u, ACi nematographic Notions as
Experi ment at i o nlstanjulVechnicat UnidessityTTies Bepagment of Architecture,

2014]

M¢ge Sever, AA Critical Revi ew ®Shesisilzmielnsttdteur e on S
of Technology, The Department of Architecture, 2015]

B9O0Onur Kar amer can, AExamination df,r Qndgantbe and Te
Worl do [ Mastero6s Thesis, |Istanbul University, Th

0 Bur - ak, Xnilysis ofVideo Placements in Contemporary Turkish Art Within the
Framework of Concept, Time, Space Relatigihdasted $hesis Afyon Kocatepe UniversityThe

Department ofArt and Design, 2022].

BLEY | - Ulusoy, AVideo installation: Space and |
University, The Department of Sculpture, 2022]
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perspectives and topiesx pl or ed by Turkish artists. Yazé
while focusing on video installations and experimental filpsyes the way for

recognizing these works as part of the expanded cinema catddingugh the

relationship of these artworks with the space has not eetemsively examined

theirstudies emphasize the aesthetic and political dimensions of the artworks and the

motivations of the artists, contributing significantly to the understanding of

contemporary Turkish arAlso,De ni z AB g € It fihkeas-& asidEehsbited

Cinema: The Exhibition Space as a Cinematic Dispositif in Turkish Moving

| ma é%examines the interaction between cinema and gallery spaces, focusing on

how the components of image, narrative, medium, and space come togiiner

the context of eganded cinemia gallery settingsThis work is particularly valuable

as it focuses on the spatial aspect while analyzing the works of expanded cinema

artistsin Turkiyee Addi t i onal val uable resources inclu
AT¢egrkiye Gegncel Sanaténda Video Sanateéneén
Sergil eme, OrgafdiazchsAbinf éMo dlig ¢l Aelktod, rloruadtsi Meh e s
Film Exhibition ofistanbut Co nt e mp o r ®*These Marks funthar ervich

the discourse on video art and exhibition practiceBuirkiye, 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

%2Deni z AkFdatddesgmof Exhibited Cinema: The Exhibition

in Turkish Moving Imageé[ Ma st er dbtss almh edjsr,amacé Bil kent University
of Meda And Msual Stueks, 2@3).

®Borga Kant ¢r k, ATe¢rkiye Gegncel Sanaténda Video San
Sergil eme, Or gandl g 4 @022 Heazirbhd: 85853,|d@: r10.781®/idill 1-94-0.

WAt i fet Kelekoj!l u, i Allgtaebuin a€ o wtee Aip d rma rEyx hMibs @ i o [oMa

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 inhabithus,this thesis aims tbuild upon the foundation established

by scholars, focusing on the unique contributions of expanded cinehuakiye.
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CHAPTER 4

THE SPATIAL DYNAMICS OF EXPANDED CINEMA ARTWORKS

Expanded cinema artworksishthe boundaries of moving images and offer different
modes of art spectatorship and experiences with the spectators and bpesfere,

the spatial dynamicsf expanded cinema artworkse studied according to the
relations established between the obgect, spac@bject, and humanbject in
terms of proximity and interaction in the theg¢lgurel.1) The following artworks

in this chapter teelucidate these issues are created by the artists in the Turkish
context or displayed in the galleries inrKiye!®®. The majorityof the exhibitions

are recently held, which makes them available to experience in person.

41 OBJECT: SCREEN-RELIANT

A Object [Artwork]=Projection Surface [Pl

+ Projector [not necessarily] + Represented Space Inside Screen

Media open up perspectives onto the worldsual, acoustical, and beyond.
Media expose us to the worldbds view ¢
entertainment, economic penetration, or political coétia all at once. In

spite of all the differences ihow 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 opedomia 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

185 For more information please sappendixA: Expanded cinema exhibitiofastworksin Turkiye.
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place and how we see our own seeing and may account for our own processes
of perceptiod just as windows dé?®

The cinema screen offethe spectator a visible imagkater supplemented with
sound while isolating the other senses, much like a glass windd@spite
significant differences in emphasis and nuance, many scholars, including Arnheim,
Eisenstein, and Bazin, implicitly udbe 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 spectatGmema offers a new mode of spatial
experienceliberating 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 Giediodss p-aic me 6
conception®” Similarly, Kafkads interpretation of the window elucidates how it
mobilizes the spectator s swndawdafimwhi | e t he
positionsspectators behind the window frame (the screl) attracts and invites
them toreality (constructed on its own or nol)he spectat@s distanced position

from the events happening before their eyes, behind the window (tlaengcreen)
affords them a sense of privilege and safety by shielding them from direct
involvement'®® 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 odirtworks.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 affedisightness and visibility, with higher gain screens

¥ utz Koepnick, @Al ntr od &raming dttentionFWiredowis ongModetnt ent i on, 0
German CulturgBaltimore The Johns Hopkins University Press, 20675,
B¥"Koepnick, #flntroduck2lon: Framing Attention, o

¥Thomas Elsaesser and Malte HegeénrFiénr Theom@Qhnema as Wil
Introduction through the Sens@sew York and London: Routledge, 2010);38.
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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 vilitaacy.
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
brough the cinema screew life in gallery settings, allowing spectators to engage
with moving images in more interactive and immersive ways and transform the

spectatorbdés role from passive observer t

4.1.1 Single-Screen

A Object [ Art work] =Projection Surface +

Screen

In the realm of expanded cinema, singtgeen artworks hold a distinctive place,

blending the cinematic experience with innovative artistic expressions. Unlike multi

screen installations or beyoisdreen environments, singgereen works concentrate
thepectatords attention on a solitary dis|
the visual narrative presented. notable example of this iBel i n Kércads
exhibitionThe Crowd (2028 whichconsissof an animatedfiinf 76, si ngl e ¢ he
and accompanying drawings based on the composiitem Crowdf r om K| han
Mi marojlu and Freddie Hubbardds 1971 allt
Fantasy for E | e This exbibiteorg whech toak pldaca m érmkara

Galeri Nev, stands out as a unique example where the film takes precedence over

other elements, with the entire space revolving around the cinematicMaerkim

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 @noth
seamlessly within the film, with sound permeating the entire exhibition space as an

integral element.
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Integrating sound within thgallerypresents certain challenges, particularly the need
to preventhe sound from interfering with other exhibited elemeimsnany cases,
placing the film in a separate room ismlatethe sound is necessabfowever, for

this specificwork, the diffusion of sound throughout the space is both intentional
and beneficial. As soon as emnbgr the gallery,the sound immediately draws
spectatorgoward the filmé location, guiding their movemeint the spaceThe
theater scenenithe film draws inspiration from the stageK ¢, - ¢ k inithgat r o
Evkaf Apartment This theatrical reference has played a role in transforming the
exhibition space itself. Theurtains 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 filmé aesthetic

Although the artist prefers that viewers watch the film frombgginning, it is
displayed continuolig in a demarcated location in the galléfy.Unlike some
exhibitions that feature videos with a clearly defined beginning and end, this film,
The Crowdjollows a nonlinear format Although e film has ahortduration of 7
minutes, visitors might divert their attention to otleehibited artworksbefore the

film concludes. Seatexpectatoreften engage with the film multiple times, whereas
standingspectatos are more inclined to continue exploring other parts of the

exhibition.

¥WConversation with the artist Pel AnkarakApriit,a and cu
2023.
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Figured4.Pel i n Kérca, The Crown (2023), Gal eri
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Sefer Memi ko] | ulblse sbBb)y 2028, ikRilBeybame galenis
another example whemtiverse media converge to create a cohesive narrétive.
consists of drawings, sculptures, and video installationsrntegrate his previous
works with newly developed piecds the exhibition inspired by Italo Calvit®
essayl h e E vy aviodiimdstgayd outNon Serviam( 2 0 1 6 , 106 500,
and Glorious Moment( 2 01 6, 4 Gloripus Mamergoffers a markedly
different viewing experience due to its placement significantly below eykdade

its location in the transition area of the gallery. Shown as a loop, the film has no clear
beginning or end, accompanying tpectatofrom the gallery entrance to the main

exhibition spacé€Figure 46).

GLORIOUS The Feet, The Hand, The Torso, The Head (Illustrations)

| MOMENT %@ MacGuffin (Sculpture)

"""""" NON
SERVIAM!
Working Area

N
§¢
g Exhibition Area
S
N

In the Gaze of Saturn

~ (lllustration)

S
>
&

[®@The Laugh ofi;he Medusa (Sculpture)

i Love and Hate (lllustrations)

N\ ——
Executive Room

Working Area

Douche (lllustration)

Figure4.5. Sketch Planof h e Evy éyaithdlay
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Figure46.Sef er Memi koj l u, #AGlIorious Momento (20
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 elemenioafServiam!
harmonize with the other works in the exhibition, it simultaneously requires a certain
distance, a need for solitud€.It could be argued thahe film, projected onto the
gallery wall from two separate projectpispositioned in such a way that, if not for

the light emanating from behind the curtain and the gradually audible sound as one
approachesit would almost be overlooked, emphasizing its discrete yet deliberate
placement within the exhibition spafieigure 4.7) In this regard, it diverges from

K & r&sd’tlae Crowd which dominates the entire space.

0 sefer Me niKi akr oaj nl | Uk d &wn e Daijlitésh 0O interview by Mel i ke
IstanbulArtNewsSeptember, 2018, 229.
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Figured7.Sef er Memi kojJ l u, #fANon Serviam!o (2
Galeri Nev, Ankara (by author)

Figure48.Sef er Memi koj lu, The Eyeds Ray (20:
author)
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Figure4.9. Perspective Viewf T h e Evy épaithdlay

Galeri Nev Ankar&?, which is the hostingenueof both exhibitions, is a spateat

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 accordingly2 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’® When rotated to a greater extent, it divides the
exhibition space into two distinct areas, as exemplifiedhe Eyé Ray when
rotated at a 9@egree angle, it seamlessly integrates with the adjacent fixed wall,

creating a continuous surface, as demonstratétenCrownexhibition.

"1 The gallery is designed by Motto Architecture in 2018.

2Conversation with Pelin Kérca and Deniz Artun in Gze
3 AGal er i Nev Kérlangé-, o Mot t o Architecture,
https://www.mottomimarlik.com/1732
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The inherent possibilities of the space itself play a role in shaping the viewing
experienceA notable example of this iBhe Hybrid Spces (2022023)exhibition,
curated by ,HecBbr8%amefontempor alfigpm known
t he memor y .dnfthisBstaryduilding filmstare placedh the corridors

around thestaircases and elevators, creating a unique viewing experience across

different floors.

Figure4.10. Hybrid Space$20222023),Borusan Contemporayristanbul (by

author)
Mperili K°o9kk was st art eTheconstrudtien wasthaltédtdueitonwotldh e e ar |
War |, l eaving it unfinished. The building was
between 1995 and 200@vho aimed to preserve its original character while updating it for
contemporary use. Today, Perili Kekk houses the

contemporary art museum known as Borusan Contemporary.
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G¢l s¢n  Ka rimsommigbule( f2a08Ls1 , 106 360ahe Thir€@evdet Er e
Second Bridgd 201 1, 36250), TFowards an Aichitecf2@1lD,ai nen 6 s
56615060) , Uni v @resercé 42E8, &c lyd hn enlg)o,s Levi van Ve
Family, Origin of the Beginninf 2 012, ani mat i oB.novikd08, Eel co Br .
animation) are strategically placed to interact with the movement of visitors,

enhancing the dynamic nature of the exhibition space

FAMILY, ORIGIN GF THE BEGINNING

I PRE&'%CE 4 I l

’ FTOWARDS AN ARCHITECT
!E THIRD%;OND BRIDGE

INSCMNIABULE

)

0 25 5 75  10m

Figure4.11. Sketch Section dflybrid Spacegby 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 samsized 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
distind 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 filmsensures that each space within the monitors tells a unique story.

Sarkigssolo exhibition Endlesg2023), on the second floor of Artekrt Gallery'®

in Istanbul, curated by Emre Baykalkemplifies another creative use of monitors.

In Transflammatior(19962 0 0 1 , 1Sarkis porsags)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 (i&gure

4.13).1"% 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
spati al i nteraction. The monitords rotat
the spacgoffering multiple perspectives and a continuous, evolving experience of
the artwork.The spectator caamlsoremain stationary to witness specific sectiohs

the film, much like the watercolors placed on the surrounding watlsvatch the

reflectionsof the monitorfrom the mirrors oRespirg2015)(Figure 4.4).

175 Arter Art Gallery was designed by Grimshaw Architects in 2019.
% ATransfl ammation, 0o Googl e Arts & Culture,
https://artsandculture.google.com/asset/transflammation/fgHRbgidkw?hl=en
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Figure4.12. Sketch Plan oEndlesgby author)
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Figure4.13. Sarkis,Transflammation (1996 Endless (202, ArterArt Gallery,
Istanbul (by author)

Figure4.14. Sarkis, Transflammation (199&nd Respiro (2015Endless (202,
Arter Art Gallery, Istanbul (by author)

As one traverses to the opposite end of the space, spectators enEtaribanse

(1990, Bhisdartwdrk cdprises a monitor covered with a rug, displaying
footage from Sarkisbés former studio, wit
monitor. The film is positionedn the floorwhich demands gectatorso engage

with the work from a distinct vantage poi(figure 415). 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 maintainingebigiliorium’” In the

dimly lit gallery space, the atmosphere is enriched by music accompabgthg
artworks On the other hand Al i Kazdadd £ | i (005 B30") and s
Breath(2015, %) are prominently featuresh a monitonext toMixed Retrospective
(2001) situated in a room darkened by curtaififie 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.B). Unlike the exhbitions in Ankara Galeri Nev and Borusan
Contemporarythe artworks are integrated into the gallery space without a specific
area designated solely for projections. This creates a more fluid experience where
thefilms blend into the overall exhibition environmentthe Arter Art Gallery

Figure4.15. Sarkis,Elle Danse (1990), Endless (&)2Arter Art Gallery, Istanbul
(by author)

YroArter, ASar ki s:Febriany 27, E 2024, eYosTubé video, 5707,
https://www.youtube.com/watch?v=PxvvU2Ps0j0
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Figure4.16. AliKazma,L 6 At el i er ,BreathK2D1s&pndSarkisiVexgd
Retrospective (2001Endless (203), 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 filnate artisC e n g i 785''%¢16462015)
artwork Reverse Image (1988ppearsisa reinterpretation afamera obscuran the
exhibitonCengi z ¢eki | : B) cukated I$/tEdal Berkméat Artere (2 0 2
Istanbul Positioned on the third floor of the galleiy a relatively smallroom
overlooking aglass facadeReverse Imagallows light from outside to pass through

its lens, projecting an inverted street scene next to AmeGallery onto asmall
opaquescreenThe view of the street, seen in reverse, creates a distancing effect that
turns the gallery into aafespace removed from direct interaction with the outside
world. However the screets ability to keep thepecatorsafely distanced from what

is happeningnside the screeis alsoquestioned here through the usehi$ device

which reflects the current moment and realitlso, speakers placed outside of the

gallery transmit sounds afrban life enhancing the immersive experiengéis

Cengi z ¢eki | workes with varicus maiergals foumdimohis immediate surroundings
or easily accessibland nonprivileged materials to express the significant social transformations in
Turkey:.
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transformation encouragespectatordo reconsider their role as witnesses to the

urban environment, transforming passive observation into a deeper interpretive

engagemett’®
'C
ViSLF.ECkSE\E_\/_ﬁ_EG?E’“”WW“W(
—1
1 |_
PR
025 5 75 10m
Figure4.17. SketchSectionofCengi z ¢e ki | (byduthokm St i | | Al

"y ge Er ©ay Ce i g Revefse lknagk o-est.org,accesseduly 13, 2@4, https://m
est.org/2018/07/13/ecengizcekil-reverseimage/
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Figure4.18.Ce n g i z Retees& Imhge (1980 engi z ¢eki | : | Am
(2023), Arter, Istanbul (byauthor)

Figure4.19. Camera obscuraimage Cengi z ¢eki | : 3),JAteAm Sti | |
Istanbul (by author)
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ArterArtGalleryd s desi gn ethos of transparency and f
with expansive windows blurring the lines betweba gallery and theityscape.

This architectur al approach aligns with the
dialogue between the internal exhibition space and the external urban environment.

The seamless integration of the gallery with tinean spaceénvites spectators to

reflect on the fluid boundaries between observation and participation, between inside

and outsi@, and between art and everyday. life

4.1.2 Multiple -Screen

A Object [Artwork]=Projection Surface (s) +
Inside Screen

Multiple-screen artworkeffer an experience that transcends traditional cinematic
boundaries. Unlike single cr een wor ks, which focus the sp
solitary display, these works create a dynamic and multifaceted viewing

environment. By presenting simultaneous or satjak 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 sten in

Prizma ExpandedPoetics of Perception (2028xhibition, curéed by Lara Kamhi,

at Akbank Sandfin Istanbul,The arti st and curator Lara Kar
initiative APrizmao, established to expl or e
launchedits first project with this exhibition, providing a valuable platform for

introducing and discussing the concepT urkiye. 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 Galleriuilding, 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
wel|?8?

Upon enteringhe gallery spectators are initially met with an empty space on the
ground fl oor accompanied by the S8munds f1
Mimirap ( 2 0 2)3Figur& 422 and Figure £3). The exhibition space, much like

a movie theaterremains dark except fdhe films themselves and the strategic

lighting elements around the galleMimirap, situated in an enclosed area on the

ground floor, offers a cinematic experience that transcends the/anearrative

typi cal of television and/ or movie thea
expanding perception for both space and the filime artwork projecta seven

mi nute sequence of nature and its inter ac
Big Big World (2016)onto an oval screeithis screen is accompanied by a -soll

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 thema@ted floor stands a

second vertical surface, displaying a parfance by the charact&timi 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, addm layers to the visual experiencEhe camera movemedtaup and

down, left and righd within the oval screen, combined with the dimming light in

certain scenes, blur the lines between film and redlliyni almost transforms into

a live performance artist within the gallefijhe creators of the film emphasize that

the most striking feature of this work is its ability to summon a charactertirem

film into the actual spact®? Thesoil-covered floor separates thpectatofrom the

8l Lara Kamhj Prizma Expanded: Poetics of PerceptiahAkbankSanat 2023,
https://www.akbanksanat.com/en/exhibition/prizengandeehlginin-poetikasi

82Akbank Sanat i Pri zma Expanded: Al gé-iRéhaErdeméFlordnas & Ser (
Herry, o J wn e 2033, 2 YouTube video, 37:00,
https:/lyoutu.be/urAAfcX6Gvo?list=PLafAn8dOgMtzOdnKbZPK9sky5kkbskKQ0O
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artwork, leaving a very limited space rwove aroundTherefore, the work can be
experienced by sitting on the benches located near the entrance or by standing close
to the benched-or viewers, the space where the film is exhibited may become
blurred due to the effect of darkness and the oval screen framingptinedrawing

the audience into thepacewithin the film.
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Figure4.20. Sketch Plan oPrizma Expanded: Poetics of Percept{@round
Floor) (by author)
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Figure4.21. SketchSectionof Prizma Expanded: Poetics of Percepti@round
Floor) (by author)
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Figure4.22. Reha Erdem anlorent Herry, Mimirap (2023), Prizma Expanded:
Poetics of Perception (2023), Akbank Sanat, Istanbul (by author)

Figure4.23. Reha Erdem and Florent Herry, Mimirap (2023), Prizma Expanded:
Poetics of Perception (2023), Akbank Sanat, Istanbul (by author)
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Onthefirst floor, spectatore&ncounter a narrow corridor. As they proceed through

the corridor, they are guided by the reflection on the wall opposite the room where

Deni z Tortum a Quss Sdctiof2@23) is éxhibitede Crass Section

i's inspired by Tor tRhasésf Mattee@d®20),rfineddab c u me nt ar \
Cerrahpaka Fa cSithatey in @ relativly dmait space, drévork

consists of a peripheral screen and a central vertical screen, with reflections on the

floor and the wall opposite the entrance dening the film almost thredimensional

and fragmenting both the space anddpectatod perception(Figur 4.24). Multiple

speakers encircle the ropmreatinga senseof the sound revolving around a stati

spectator andvoking asense of unease. However, #nvork also allowspectators

to move within the space and experience it from different perspe(figgese 425).

This aspect aligns with the filmdéds use of
provides multiperspective imagingAs the artists ote, the goal is not to immerse

the vVviewer completely into the filmbés envi
reality. Instead, this experience highlights thesionbetween reaty and film. The

artists liberate the componentsfiin from the screen, reconfiguring them within

the gallery space'® Images and sounds focused entirely on a sjpaBases 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 spseteto blur,

blue strip lights alongppositewalls of the roonoutlinethe boundaries of thepace

3 AkbankSanat A Pri zma Expanded: Al gé DenimToRum&tAlicknas é Sergi K
¢amcoe IlyJB, 208, YouTube video, 17:15 https://youtu.be/DuGdB4QN
ig?si=JRGOILLz3HDodgWD
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Figure4.24. Sketch Plan oPrizma Expanded: Poetics of Perceptiiirst Floor)
(by author)

I AW

Figure4.25. Deniz Tortum and Al i c &mmat a mc é, C
Expanded: Poetics of Perception (2023), Akbank Sanat, Istanbul (by author)
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Figured26. Deni z Tortum and Alican ¢amcé,
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
Anadol 0 ifinity RooknsBosphorug2023) isa site-specificartwork in the
permanent collection of the Istanbul Museum of ModerA®ArThrough 4channel
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 envelogatinity Room:
Bosphorué s mo v i n(@riguie M.27) €hs challenges the static nature of
architecture, transforming it into a dynamic and interactive storytelling mediuen.

spectators ardrawn into a realm where digital and physical spaceserge The

B4 n 2021, the museum temporarily relocated to
architect Renzo Piano
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boundaries of the exhibition area become indistinct, making it challenging for

visitors to navigate the room.

Figure4.27. Refik Anadol,Infinity Room: Bosphoru$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

andotherart forms such as sculpture and performance art.

42.1 Sculpture

AoObiject [Artwork]= Projection SurfaceSculpturalObjects, 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

materiality8°

Apart from the contrast betwestiliness 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, tdreeensional, and
durable objects, the cinema produces kinetic, immatewatdimensional,

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®

Af ter the O6expansiondé of cinema, many arti s

film by creating artworks that inhabit and challenge both practices simultané®usly.

During much of the twentieth century, il
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, balso the extent to which filmic representation enlarges

our understanding of sculptural spage

American filmmaker and sculptor Robert Bré£8262011)reinterpreted the early
cinematographic devices such as the Kinescope or Mutoscope and created kinetic
sculptures that can be activated by the spectator and disjptetyedgalleriesAlso,

certain artists, includingmerican artist Robert Whitmafi9352024) createdhe

earl i est exampl es of the filmds shift away
sculpture
¥ Agnes Pet ho, AiScul pture and AfGaeghttinBaétween Ci nemads E.

(Edinburgh: Edinburgh University Press, 2020)%,96b

¥ Steven Jacobs, fi T hSereeming rStatles: Sclilptore in &ifEdinbirgh:

Edinburgh University Press, 20117),

BAFilm as Scul pture, 0 WhtpsU/AByw.wiels.argges/sxbildtiondfiimme 25, 2022,
assculpture.

188 Jon Wood and lan Christi€culpture and FilnfLondon: Routledge, 20)81.
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Figure4.28. Robert BreerHomage to John Cage (1968)utoscopy-e°

Figure4.29. Robert WhitmanShower (1963)Pace Gallery, New York, 2018

A similar appr oac ltanbeoseeWhwo pienesnnimesPrizamat wo r k
Expanded: Poetics of Perception (2023hibition. On thdirst floor of the Akbank

SanatArt Gallery, spectatordirstencounteZ ey nep Dadak aands ¢i - ek
Vortex 11 (2023) inspired byhe museum scene from Alfred

189 Sourcehttps://gbagency.fr/artists/robdsteer
190 Sourcehttps://iwww.pacegallery.com/exhibitions/roberitman/
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(1958) This work recreasthe miseens ¢ n e ventical flfameacontaining the
image ofMadeleine in the film gamg at Carlottd@s portraiton a benclFigure 431).
Movement occurs within Carlottads portrait
versions of herself within thgainting (Figure 432). The light shining on the bench
directs tle visitorsto the same spot where Madeline is seated, creating a frame in a
frame.With each framing, the scene expands and becomesdimeasional within

the spaceThe spectatas who sit on the bench beconpart of the composition and
material of the narrativas other visitors observe both the vertical frame and tfem.
Uniquely, Vortex Il lacks a sound design, instead integrating the ambient noise of
the exhibition space as background sound. This silent arrangement allows the sounds
from otherartworksto 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 visitorgositionthemselves within the space. Unlike other works
with more clear beginnings and endings, the extent to which this artwork is

experienced, much like that a sculpture, is determined by the spectator.
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Figure4.30. SketchSectionof Prizma Expanded: Poetics of Perception (First
Floor) (by author)

¥IAkbank Sanat, f@APrizma ExpandeédZeyAd gpE nEad Plo e& i tkia-seek S
Kahraman 0 nedJ u 12, 2023, YouTube video, 37:00,
https://lwww.youtube.com/watch?v=RZfeuJSeHtY
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Figure4.31. Sketch Plan oPrizma Expanded: Poetics of Perceptiiirst Floor)
(by author)

Figure432Zeynep Dadak an,¥Yortéxill {2828) Pizmah r a ma n
Expanded: Poetics of Perception (2023), Akbank Sanat, Istanbul (by author)
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Figure433.Zeynep Dadak and ¢i -ek Kahraman,
Expanded: Poetics of Perception (2023), Akbank Sanat, Istanbul (by author)

At the end of the corridor stan¥®rtex 1(2023),second artwork by Zeynep Dadak

and ¢i -ek Kahraman, drawing inspiration
(2020).Vortex Ifeatureghe film projected oto a long horizontal surface of the room

with prismatic refractions of water anchored by a centmatex encased in an
aquarium acting as a focal point. The mirrored space, combined with the reflective

floor surface, creates an illusion of infinite expansimaking it difficult for vi sitors

to discern the boundaries of the spathe aquarium, servingsaa sculptural
centerpiece, captivates the spec®atorsbd
Spectators have the option to position themselves directly behind the aquarium,
allowing them to observe the convergence of two dynamic visual elenoemts,
occurring inreal timeand the othein thefilm. Alternatively, by moving around the

space, they can experience how the reflections in the aquarium extend into both the

film and the surrounding$-igure 434 and Figure 485).

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

Akbank Sanat, fZeynep YDAuawdeos320.i - ek Kahraman, o
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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.

Figured34.Zeynep Dadak and ¢i - ek Pimar aman, \
Expanded: Poetics of Perception (2023), Akbank Sanat, Istanbul (by author)

Figure435.Zeynep Dadak and ¢i-ek Kahraman, \
Expanded: Poetics of Perception (2023), Akbank Sanat, Istanbul (by author)
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422  Light

A Object [Artwor k] = Li ghisprofced nstneoving Pr oj ect o

image]

Many artists incorporate light as a primary medium in their works, utilizing it as both
a moving image anda sculptural objectThey 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 thentemporary American artist James
Turrell, who experimented with light as a medium for his artistic pracite
projected light installatioAfrum (WhiteX1966) isamong the artigs 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 oneanothert®® The created illusion of volume makes projected light occupy a

physical presence in the space as a tangible objéctor s c u |l p¥*ur al f or mé

Figure4.36. James TurrellAfrum (White) (1966), Los Angeles County Museum of
Artlgs

¥ Nancy Spector , ,0 iGAdggenheim (n.0.)WHhitps:/évjvw.guggenheim.org
[artwork/4084.

YKang, fAThe Spatiality of Projection Mapping, o 62.
195 Sourcehttps://massmoca.org/event/jartasrell/
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Like James TurrellBritish artist Anthony McCallhas used light as a primary
medium as both film and a sculptural object in his artworks since the early 1970s.
One of the pioneeringxamples is Line Describing a Cone (1973), arB6ute long,

16mm, black and whit@nd silent film installation with a fog machit®.

Figure4.37. Anthony McCall, Line Describing a Cone (1973), Tate (28U8)

The film starts with a white line of projected light on a black wall facing the
projector. During th&0-minuteduration of the film, the projected light slowly forms

a circle on the wall and, with the help of the fog, a conical volumebas & ul pt ur al

f o rwithdn the exhibition spac¥?Like Turrell, McCall creates a tension between

the immateriality of the film and the perceived materiality of the volume created by

the moving | ight. What makes this artwor k
with the work, as their bodies may irdet with the projected light beamnd their

experience differs depending on their position and movement within the'8pace.

¥%Ant hony McCall and Mark Godfrey, fTAteRapes8ny Mc Cal
(2007),https://www.tate.org.uk/research/tatapers/08/anthongnccaltline-describinga-cone

197 Sourcehttps://www.tate.org.uk/art/artworks/mccéitie-describinga-conet12031

¥iLine Descri MACBAa MCasreaam of Cont e amgesseddung Art of
26, 2022 https://www.macba.cat/en/aattists/artists/mccathnthony/linedescribingcone

McCalbiLi ne Descro#®2f2g a Cone
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Similar toLine DescribingaCon& a n d a Kk korkd/Ri@-cled2613) featured

in theScientificinvestigations (2013 x hi bi t i on, cur ated by Bakak
at Ko- Uni v, ehalengsthe conmentian@ &f 3he screen dndes the

properties of different practicebhis 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 areanged to create a dynamic visual aedsory

experience.

——

Figure4.38.Ca n d a Kk I#iO«klen(2013) Scientific Investigations (2013)
Ko- Uni ver dgstanbyd® Campus,

The light source istrategically 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 sace, creatingrainterplay of light and shadow. The use of continuous
fog enhances this effect, making the light beams visiblhis confined spaceA

200 sourcehttps://csismn.comyP-O-cle
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deep bass frequency sound g®smeates the space, adding a sensory layer to the

artworkk i k man st ates:

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 lowfrequencyp ass coul dnot be heard but wa
through vibrations. The usage of the container itself was to create an
experience in terms of space. Of coutsght and lenses were to stimulate

our sight. All of these senses combined together created an experience for the
observer®

By integrating strong light, fog, and sound within the confined, darkened
environment of a container, kKi kman trans/
spectacle that engages spectators both visually and physidadiyduration of the

experience of the artwork also plays a vital role since it requires some time for the
spectatords eyes to adjust to tHAEs spaced
artwork alsoexemplifies how artists can repurpose unconventional spaces to create

immersive experigces

British artistcollective United Visual Artists (UVA) Bhaseg2022) featured in the
exhibitionUVA: Edge ofChaos (2022023),curated by Julia Kaganskiy at Borusan
Contemporary P e r i |imIstaBuk ik gne of the artworks where the dynamic
movement of light spreads throughout the sp@ecethe second floor of the gallery,

an area transformed into &solatedroom with a partition wall is accessed through a
corridor, guided by the sound and light emanating fromathwork (Figure 440).

The work consists of a ctaction of five unique kinetic sculptures, projecting
rotating planes of light throughout tliarkenedspace, shifting betweevarious
patternsThis continuously evolving movement, which lasts 12 minutes and is shown
as an endless loopnsures that no two moments are identicalansforms light and

sound into tangible materials, creating an environment where architectural

lcandak kieena:n, Cdinrdaak knt er vi ew Atiridgs)danvary&Kapl angi ,
2014, http://www.artfridge.de/2014/01/interviesandassisman_4.html
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boundaries become fluidhe dynamic interaction of lightith the spaceedefines

the spatial experience, challemg the spectators taactivdy explore the space

(Figure 441). The room includesraexistingcolumn that disrupts the light paths,

creating unexpected reflections and shad@&is.mi | ar t o dgeci@tesd | 6 s wor k,
bodies can interact with thelight, dynamically altering the projectian8y

transforming light into a tangible forrthe artists invite spectators to reconsider their

relationship with the surrounding environment, highlighting the power of light to

alter spatial awareness

PHASES

Figure4.39. Sketch Plan o) VA: Edge of Chaoby author)
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Figure4.40. UVA, Phases (2022)JVA: Edge of Chaos (2022023), Borusan
Contemporarylstanbul (by author)

Figure4.41. UVA, Phases (2022)JVA: Edge of Chao§20222023),Borusan
Contemporarylstanbul(by author)

423 Performance

AArtwork = Object [Various] + Human [Performer or Spectator]

Since the early examplesinemahas been influenced by the performance arts,

particularly theatreHowever, performance is identified as live actions, while cinema
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