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ABSTRACT

THE MAKING OF A CINEMA CULTURE THROUGH CINEMA MAGAZINES INEARLY
REPUBLICAN TURKEY (1923-1928): THEBUSINESS, STARS, AND AUDIENCE

Dogan, Zahide Nihan.

MA in Cultural Studies
Thesis Advisor: Prof. Nezih Erdogan

April 2018, 181 pages

This study aims to understand the cinema culture during the early years of the
Turkish Republic. In order to carry out the research, the discourse on the cinema
magazines of the 1920s is examined. The study starts by describing the
characteristics of this specific period of time in order to understand the cultural
context in which cinema magazines emerged. The thesis consists of three main
chapters. First, it focuses on cinema as a field of entrepreneurship and an
entertainment business, analyzing texts on movie-house management, the leasing
of films, production processes in other countries, and advertisement techniques in
cinema magazines. Second, it analyzes articles on film stars in terms of star theories
and questions the discourse on stardom in the magazines, examining writings on
star biographies and their everyday lives, and exploring the tension between the
desire of becoming a star and the limitation of this desire through the tragedies in
their lives. Third, it examines the construction of the audience in cinema magazines
through a number of texts written on several audience profiles, as well as through
the reader letters and the contests. The constant emphasis on the construction of
cinema as a site of consumption is discussed in detail in each chapter via the

method of discourse analysis.

Keywords: Cinema culture, cinema magazines, early republican Turkey, cinema

business, stardom, audience.
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SINEMA DERGILERi UZERINDEN ERKEN CUMHURIYET TURKIYES’NDE BIiR SINEMA
KULTURU INSASI (1923-1928): iSLETME, YILDIZLAR VE SEYiRCi

Dogan, Zahide Nihan.
Kultirel Caligmalar Yiksek Lisans Programi
Tez Dansmani: Prof. Dr. Nezih Erdogan

Nisan 2018, 181 sayfa

Bu calisma Turkiye Cumbhuriyeti'nin erken vyillarinda sinema kiltirini anlamayi
hedeflemektedir. Arastirmayi ylritmek igcin 1920’lerin sinema dergileri lzerinden
soylem incelemesi yapilmistir. Calisma, sinema dergilerinin ortaya ¢iktigi kiltarel
zemini anlamak amaciyla bu sinirlari belirli donemin 6zelliklerini tarif ederek
baslamaktadir. Tez li¢ ana bélimden olusmustur. Birinci olarak sinemaya girisimcilik
ve eglence sektorliniin bir alani olarak odaklanir. Bu bélimde sinema dergilerindeki
sinema salonu isletmeciligi, film kiralama, diger Ulkelerde yapimcilik ve reklamcilik
teknikleri (izerine yazilmis metinler mercek altina alinmistir. ikinci olarak film
yildizlar Gzerine yazilmis makaleler yildiz teorileri baglaminda analiz edilmis ve
dergilerdeki yildiz sdylemi sorgulanmistir. Yildizlarin biyografileri ve glinlik
yasamlarina dair yazilanlar incelenmistir. Yildiz olma arzusunun tetiklenmesi ve
onlarin hayatlarindaki trajediler araciligiyla bu arzunun sinirlandirilmasi arasindaki
gerilim sorgulanmustir. Uglincli olarak cesitli izleyici profilleri, okuyucu mektuplari,
yarismalar gibi bir takim metinler araciligiyla seyircinin sinema dergilerindeki insasi
incelenmistir. Sinemanin bir tiketim alani olarak kurulmasi tizerindeki tutarli vurgu,

sOylem analizi metoduyla her bir bélimde detayl olarak tartisiimistir.

Anahtar Kelimeler: Sinema kiltlrl, sinema dergileri, erken donem Tirkiye

Cumbhuriyeti, sinema sektord, yildizlik, seyirci.
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CHAPTER 1
INTRODUCTION

1.1. Cultural Background
The Turkish modernization process has been and will remain an interest of scholars

from different fields of social sciences. It is nearly impossible to give a brief
summary of the modernization process that Turkish society experienced due to the
complexity of the subject. However, it is clear that the cultural transformation has
led people to a new way of life and thinking. The changes that people have been
through have affected different aspects of the society. Hence, analyzing the
modernization process from only one perspective would be inadequate. That is why
each attempt from various disciplines is a necessary contribution to the topic. So far
modernization has been the interest of sociology, history, literature and political
science. Contributions by these disciplines have been instructive and necessary, yet
their existence is not a deterrent factor for other contributions. They instead
encourage other contributions by being the cornerstones that lead to new studies.
This study, therefore, is an attempt to understand the cultural change during the

early years of the Republic of Turkey from the perspective of Cultural Studies.

It is not possible to decide a starting point for the Turkish modernization
experience, and it is not a concern of this thesis. However, we learn that this
process of change, which is examined with the term “Westernization” by some
scholars,! can be traced back to the Ottoman Empire and continued after the
declaration of the republic. Although the Turkish Republic was established in 1923,
reforms in many fields continued afterward. Each political decision translated to a
change in the daily lives of people at some level. Some of them had a remote
influence, while some others had a direct effect on daily life, on culture, and, as a

result, on society as a whole. Yet the process of change is far more complicated

1 See, for example, Serif Mardin, “Super Westernization in Urban Life in the Ottoman
Empire in the Last Quarter of the Nineteenth Century,” in Turkey: Geographic and Social
Perspectives, eds. Benedict Peter, Erol Tiimertekin, and Fatma Mansur (Leiden: Brill,
1974), 403- 446.



andcannot be oversimplified by a model in which there was only a one-way
relationship. The dynamicism of the society and of people in their everyday lives
was also a powerful force in the meaning-making process. Thus, this study will

investigate the mutual exchange of meanings in the early republican period.

One of the crucial changes that affected the cultural context and everyday life was
the alphabet change in 1928. Five years after the establishment of the new state, a
new alphabet derived from the Roman alphabet replaced the former Arabic script.
This “reform” has been debated by both intellectuals and politicians for a long time.
The deficiency of Arabic alphabet for expressing the Turkish language was argued by
Katip Celebi for the first time in the seventeenth century.? During the nineteenth
century, the alphabet change was debated in conferences starting from Mehmet
Tahir Mnif Pasa’s speech in 1862.3 These discussions resulted in the abandonment
of the alphabet that had been used for more than a thousand years, on 1 November
1928 in the third term of the Turkish Grand National Assembly with the “Law on
Introduction and Application of Turkish Alphabet”.* From the proclamation of the
republic in 1923 to the conversion to the Latin alphabet in 1928, printed media used
the former lettering system derived from the Arabic script. There was a rich
accumulation of periodicals published with this alphabet from the late Ottoman
years to World War |, continuing after the proclamation of the republic until 1928.
However, after the alphabet conversion,”> with the decrease in the number of
people who could read the old lettering, these publications were removed from
sight and interest. As a result, the rich content provided by these periodicals has
been mostly left untouched so far. The excessive number of the periodicals is also
another factor that makes it difficult to study the material comprehensively. One of
the main purposes of this study is to bring a number of these publications to light by

carrying out archeological research on the cinema press during the early years of

2 Mehmet Kayiran and Mustafa Yahya Metintas, “Latin Kékenli Yeni Tiirk Alfabesine Gegis
Siireci ve Millet Mektepleri,” Dumlupinar Universitesi Sosyal Bilimler Dergisi, August 24,
2009, 192.

3 Ibid.

4 1bid., 191.

> Although the alphabetical change is usually referred to as a “revolution” | find this term
problematic and prefer to use the term “conversion” instead.



the Turkish Republic. That is why the need for sampling the material attentively is

also a crucial matter while studying the periodicals.

Needless to say, the cultural atmosphere of the period described above is quite a
challenge to deal with because the accessible data is mostly limited to printed
sources. However, studying printed media will give a chance to analyze how
discourse was constructed. Since the method of discourse analysis provides a good
scheme for mapping the cultural background, examining it on the basis of the
printed media of the given time will certainly open up new perspectives to the field.
This study attempts to develop a fresh approach by analyzing the discourse that was
constructed by the periodicals on cinema in Turkey in the 1920s. Cinema was a
new,technology-filled medium, which made it attractive to early viewers. For this
reason, its influence on society and people certainly deserves examination. If we are
to study the cultural transformation after the introduction of cinema, printed media
can shed light on the field. Thus, this thesis aims to grasp the role of cinema during
the early republican years by examining the discourse constructed by cinema
periodicals. The purpose of this study is to understand and develop an approach to
the cinema culture of the 1920s in Turkey by analyzing the discourse on cinema
through the early republican cinema periodicals and thus to contribute to the

discussion on cultural transformation.

| decided to carry out a discourse analysis because | find this methodology quite
suitable for the study. The best way to develop an approach to the cinema
magazines that were published in the early years of the Turkish Republic is to lend
an ear to what they said in their context. It is a common attitude in Turkey to
approach cultural change as a result of state policy. Though | do not ignore the
power of such a force, | believe that cultural change is a far more complicated
process. The best way to understand it, in my opinion, is to examine it within its
context. That is why | have opted to construct the structure of the thesis according

to the material.



1.2. Time Frame
The time period between 1923 and 1928 is important in terms of printed press

because the material of that time was still published in the Ottoman script. There
were a number of cinema magazines that started their publication life after 1923
and ended before 1928. Seeing their publication years limited only within this
period of time directed my attention to its specific characteristics. | view these years
as a transition process, which stands right between the late Ottoman and the early
republican years. When we examine these years, we see an interconnection that
continued for almost a decade. My intention in noting these is not to designate the
starting point for the republic, nor am | trying to make a connection between the
cinema magazines and the political changes of that time. What | want to emphasize
is that this specific time period had special characteristics. That is why, rather than
dealing with the cinema magazines published in these years in accordance with the
political background, | prefer to handle them within the special characteristics of
the context in which they were published. | want to underline that although | call
this specific period of time “the early republican years” throughout the thesis, my
motivation is not to make a reference to the political change, but to simply give a

name to the specific time period between 1923 and 1928.

1.3. The Purpose of the Study
The focus and purpose of each chapter are determined by the content of the

cinema magazines. While studying the magazines, certain questions regarding the
writings led to the outline of the thesis. Even though the material of analysis will be
dealt with detail below, briefly the articles in the cinema magazines were about the
cinema business, stars, and audience, which will be the central points of each
chapter. In the following chapters, first | search for the role of this new medium, i.e.
cinema, on a macro level. There was a remarkable interest in the economic value of
cinema. “What does the emphasis on the economic opportunities of cinema
indicate?” is the main question of this chapter. However, | would like to make it
clear that the reality we are talking about is rather a constructed reality that | aim to
trace by means of discourse analysis. That is why the question will be addressed to

cinema magazines. There is an obvious pattern that these magazines persistently



follow in terms of their emphasis on the economic opportunities of cinema as a new
technology. Hence the purpose of the following chapter of this thesis is to dredge
up the motivation behind the commercial interest in the writings of the given
periodicals. Since Hollywood cinema was standing at the focal point of the

discourse, the centrality of the American film industry will be dealt with as well.

Then | will focus on the discussion on the individual level. The main concern of this
chapter is to understand what purpose the writings on Hollywood stars served. The
reason why their biographies and daily lives were the main interests during the
early years of cinema will be questioned. My goal is to search for an answer to the
question of whether it was an attempt to constitute a cinema culture and a model
star system for Turkish cinema or an attempt to portray a new type of human and
lifestyle model in general for the newly emerging republic.l am going to address this

guestion only to the given material.

In the last chapter, which is about the constructed audience profile in the cinema
magazines, | aim to examine the estimated audience and its characteristics in the
discourse. It is important to note that the empirical audience of that time is hard to
describe, and it is not the interest of this thesis. Rather, what kind of an audience
was anticipated and constructed in the cinema magazines is the focus. Since the
audience is an essential part of cinema culture, the constructed audience profiles

and their characteristics will be examined in the last chapter.

It should be noted that though these chapters may at first glance appear separate
from one another, they are interconnected at another level. Both the stars and the
audience are important components of the cinema business as a whole. That is to
say, the cinema business cannot survive without producing star images and an
audience to consume the products. Stars and the audience, too, are
interdependent. In each chapter of this study, | will point to this interdependence
and the connections to understand the cinema culture via the discourse in the
cinema magazines of early republican Turkey. In summary, the purpose of this

thesis is to establish an approach to the cinematic discourse in the printed press



through thesampled material by questioning the role of the cinema magazines in

projecting a new lifestyle and serving the cultural transformation.

1.4. Literature Review and Theoretical Framework
As mentioned above, the number of studies on cinema magazines published in the

Ottoman script is quite limited. One of the reasons for this is the shortage in the
number of academics today who are both interested in early cinema and familiar
with Ottoman Turkish. Another reason is the difficulty of accessing the material
because digital copies of these rare copies were not available until recently.
Additionally, the fruitful content of the material is too complicated to be studied all

at once.

So far, Ali Ozuyar introduced these cinema magazines in his book® with only brief
introductions and general information. An academic research requires a
sophisticated theoretical background since the content of the magazines is
complex. No doubt it is quite difficult to handle all the material at once in a work.
That is why approaching the magazines from a delimited and deliberately
structured study would open up new discussions. That is my purpose in this study.
Another important study is Nezih Erdogan’s book on the early cinematic experience
in Istanbul.” In this book, Erdogan handles the adventure of cinema in Istanbul
during the late Ottoman years, focusing on the early screenings and spectators. One
other source on early cinema spectatorship is the doctoral thesis of Canan Balan,
who discusses the topic in the context of the problem of modernity.2Another source
that was quite helpful for me in approaching the material was Ozge Ozyilmaz’s
doctoral thesis on the reception of Hollywood after 1930s.° Since | study the
cinema magazines of the 1920s, her analysis that focuses on the cinema magazines
of the 1930s allowed me to track the continuity in the discourse. Another significant

work in the field was that of Serdar Oztiirk, who deals with the state intervention in

¢ Ali Ozuyar, Sinemanin Osmanlica Seriiveni (Ankara: De Ki, 2008).

7 Nezih Erdogan, Sinemanin istanbul’da ilk Yillari (istanbul: iletisim, 2017).

8 Canan Balan, “Changing Pleasures of Spectatorship: Early and Silent Cinema in Istanbul”
(doctoral thesis, University of St Andrews, 2010).

° Ozge Ozyilmaz Yildizcan, “Erken Cumhuriyet Déneminde Hollywood’un Alimlanmasi:
Kadinlar, Gengler ve Modernlik” (doctoral thesis, Istanbul University, 2013).



the early film presentations, mostly focusing on the 1930s again.°Cinema in Turkey,
in which Savas Arslan examines the history of cinema in the Turkish context, we see
that the author handles these years within a period of time he calls “Pre-

Yesilcam” .11

For the following chapter where | examine the discourse on the bases of business
and consumption in the cinema magazines, | find Theodor W. Adorno and Max
Horkheimer’s problematization of the culture industry important.!2 Though the
focus of the entire chapter is not a discussion of the culture industry, the
consciousness that they bringto the subject is remarkable. Another author, Richard
deCordova, points to the connection between the commercial potentials and the

emergence of the star system in America,*3 which is a valuable guide for this study.

As for theoretical bases of the chapter about the stars, | consult on the star theories
scrutinized in Richard Dyer’s book Stars.'*The chapter is not the mere application of
star theories to the cinema magazines, but it is rather a following of their guidance,
for there are a number of problems that need further examination. The examples
given in Stars are drawn from material produced almost two decades later than my
material, and both the press and the cinema changed during this period. However,
Dyer offers a basic theoretical scheme and methodology that is applicable to
different studies on stars. In order to deal with the stars of the 1920’s, i.e., the stars
mentioned in my material, | support the theoretical base of my work with the book

Idols of Modernity: Movie Stars of the 1920s, edited by Patrice Petro.'® | find the

10 Serdar Oztiirk, Erken Cumhuriyet Déneminde Sinema, Siyaset, Seyir (Ankara: Elips, 2005).
11 Savas Arslan, Cinema in Turkey: A New Critical History (New York: Oxford University Press,
2011).

2Theodor W. Adorno and Max Horkheimer, “The Culture Industry: Enlightenment as Mass
Deception,” in Stardom and Celebrity: A Reader, eds. Sean Redmond and Su Holmes
(London: SAGE, 2014).

13 Richard deCordova, Picture Personalities: The Emergence of the Star System in America
(lllinois: University of Illinois Press, 2001).

14 Richard Dyer, Stars (London: BFI Publishing, 1986).

15 patrice Petro (ed.), Idols of Modernity: Movie Stars of the 1920s (New Brunswick: Rutgers,
2010).



source useful, for it is directly related to the 1920s film stars who are also the

subjects of my material.

For the last chapter, which deals with the aspects of the audience that was
constructed by the cinema magazines, | call upon The Audience Studies Reader.®
This edition, which includes the cornerstones of the field, helps me approach the
constructed audience from different perspectives and develop a fresh standpoint in
the light of recent paradigm shifts. Additionally, | find the sociological method of
Michel de Certeau helpful in understanding the everyday practices of people.!’ That
is why | offer to understand the audience by means of the uses and consumption

practices as a way of meaning-making.

1.5. The Material of the Analysis
The material that | will analyze consists of periodicals, as | mentioned above. | will

be examining the discourse on cinema in cinema magazines published between the
years 1923 and 1928. In this section, | aim to introduce the material at hand in

detail and explain how I did the sampling.

First of all, the copies | have access to are the ones that are digitally accessible at
the IBB Atatlrk Kitaphgi (Istanbul Metropolitan Municipality Ataturk Library), Milli
Kitiphane Baskanhgi (National Library of Turkey), and Beyazit Devlet Kitliphanesi
Hakki Tarik Us Koleksiyonu (Beyazit State Library Hakki Tarik Us Collection).
Unfortunately, the original copies are not accessible to researchers because the

issues of the magazines are considered as a part of rare collections.

Almost all of the periodicals published during this time declare their genre and
purpose under their titles. In this study, | included the magazines that either qualify
themselves as “sinema  mecmuasi/sinema ilzerine ~mecmua (cinema

magazine/magazine on cinema)” or included “sine/sinema (cine/cinema)” in their

16 Will Brooker and Deborah Jermyn (eds.), The Audience Studies Reader (London and New
York: Routledge, 2003).

7 Michel de Certeau, The Practice of Everyday Life (Berkeley: University of California Press,
1984).



titles. There are many other periodicals that were not qualified as cinema
magazines but contained articles or columns on cinema, but | prefer to exclude
them from my thesis for several reasons. First, it is almost impossible to trace all of
the writings on cinema among the excessive number of the issues of several
publications. Second, cinema magazines per se are already quite consistent among
themselves. This self-contained body of material needs specific attention, as it
represents the mainstream discussions about cinema culture of the given period.
Lastly, cinema magazines distinguished themselves from other periodicals. For

these reasons, they should be handled altogether in a study.

Though a number of issues of different cinema magazines have survived,most of
them have unfortunately been lost. When the publication years of the magazines
are surveyed, we face the fact that almost all of the magazines on cinema published
in the Ottoman script were published after the proclamation of the republic. There
were only a few exceptions: Temdsd (1918-1920) and Sinema (1915), which |
excluded from my thesis, were published earlier. The reason | prefer not to include
Temdsd is that although there were a number of articles on cinema, the main focus
of this publication was theatre. It also did not qualify itself as cinema magazine
either. On the other hand, Sinema is titled after cinema, but it was published in
1915, which was outside of the context of this study. Moreover, only one issue of
this magazine has survived. Nevertheless, we understand that it was been published
probably for a long while, for the number of the available issue is 62. There was also
Sinema Rehberi (1924), which was a daily newspaper that published only the
announcements of the events. The reason why | exclude this publication is because
it was a daily newspaper that published film announcements only. Another
magazine named Sinema Mihveri (1926) was excluded from this thesis because only
the first issue of this magazine is accessible, and we do not know anything about

this magazine except its publication date.

The magazines that | will be dealing with are listed according to their publication

years below:



* Sinema Postasi/Le Courrier du Cinema (1923), 3 issues are available; “Weekly
[llustrated Magazine” was the headline of the publication, and Hikmet Nazim was

the owner.

* Mudhike (1924), 3 issues are available; “Novel, Theater, and Cinema Magazine”

was the headline of the publication.

* Sinema Yildizi (1924), 4 issues are available; Mehmed Rauf was the manager.

* Opera-Sine (1924-1925), 4 issues are available; “The Weekly Organ of Opera Film
Theater” was the headline, and Vedad Orfi was the chief editor of the first year.
“Weekly Cinema Magazine” was the headline, and Osman Mazhar was the manager

of the second year.

* Film Mecmuasi/Le Film (1925-1928), 18 issues are available; “Weekly Spectacle
Magazine that Exclusively Follows Theater and Cinema Circulation” was the
headline, and Kemal'® was the managing director of 1927 issues. “Weekly
Published” was the headline, and Resad Ekrem was the editor, and Kemal was the

managing director of 1928 issues.

* Artistik Sine/Artistic Cine (1926-1927), 16 issues are available, “Weekly Orient and
Balkan Magazine” was the headline, Pierre Sarian was the director and publisher,
Ragib Rifki was the translator, Antoine Paul was the chief editor, Anthony P. Stoll

was the administrator, Leon Halis was the responsible manager.

* (Musavver) Tiirk Sinemasi/Le Cine Turc (lllustre) (1927-1928), 4 issues are
available; “Weekly Orient and Balkan Cinema Magazine” was the headline, Paul
Sarian was the director, Antoine Paul was the chief editor, Anthony P. Stoll was the

administrator, Ragib Rifki was the responsible manager.

18 1t is not clear if this statement refers to a specific person or Kemal Movie House.
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Most of these magazines were published both in Turkish (with the old lettering
system) and French as we can observe from their titles. Because the Arabic script is
read from right to left, the right halves of the magazines were in Turkish, while the
left halves were in French - in cases where they were published bilingually. The texts
usually translate to one another, though there are a few exceptions. For example,
Sinema Postasi noted that the content in French and Turkish was different for the
reason they wanted to provide more information for the people who could read

both languages.®®

In this study, the Turkish sides of the papers, written in the Ottoman Turkish
lettering system, were examined. The rich visuals of each side (i.e., the
photographs) did not match, nor were they necessarily compatible with the
writings. Though some of the articles were published with the author’s name, most
of them were anonymous. There were a few examples where the author of an
article in the Turkish side was different from the French side. It is quite possible that
they were translated from several foreign publications. Some of them gave

references to the original article either at the under the title or in the footnote.

When it comes to the content, i.e., the topics that were discussed in the cinema
magazines, the number of the articles on Hollywood stars was eye-catching. Their
biographies, daily lives, incomes, fortunes, looks, and opinions on certain subjects
were covered in detail. Another topic that was given wide publicity is film plot
summaries. This sort of text usually followed the announcement of a given film in
the theaters. It is an interesting approach in the cinema magazines because it shows
that the early film audience was already familiar with the storyline before they saw
the film. This situation raises questions about the discussion that cinema itself being
an attractive technology, as | am going to handle in detail in the following chapters
of the study. These magazines also serialized many novels. Usually referred to with

the phrase “sinema romani (cinema novel),” the stories were based on the films of

19 “Karilerimizle Hasbihal,” Sinema Postasi/Le Courrier du Cinema, February 21, 16. (year
unknown)

11



the time. Several other topics that were covered in the cinema magazines were the
tricks of filmmaking, information about American film studios, responses to reader
letters, and various advertisements. One common point that is remarkable is their
emphasis on the economic opportunities of cinema as a field of business and

industry, which is the focus of the following chapter.

In designing the structure of the thesis, the content of the material played the main
role. Without a doubt, these writings in the magazines could have been approached
from several perspectives. This thesis focuses on the issues that seem outstanding
in terms of constructing the cinema culture in the 1920s. In other words, the
consistent patterns in the content itself provided a structural scheme for the study.
What | am doing here can be considered as an archeological study that aims to put
forward a number of arguments, for the material at hand has not been studied
before. It should also be noted that not all the texts in the aforementioned
magazines were included and referred to in this analysis. This is rather a selective
study that seeks the remarkable patterns in the publications. A sampling of the
writings was inevitable, and while doing this, | selected the most representative
ones. The texts that | study and do not study in this thesis are of course open to

further analyses from different viewpoints.

1.6. Outline and Chapter Preview
This thesis consists of mainly three body chapters. The first one deals with the

economic value and the commercial opportunities that cinema offers according to
the primary sources, i.e. cinema magazines of the given time period. It appears that
not only cinema but also the printed press was seen as a field of consumption. It will
be questioned if the cinema magazines were playing an intermediary role by
canalizing the audience to the motion-picture theaters, where films were canalizing
the audience towards a new consumerist society. Therefore, every text related to
the economic aspect of cinema will be handled in this chapter. Starting from the
articles on the technical procedures, such as the expenses of filmmaking,
advertisement techniques, and the importing of the films from other countries and

presenting them in theaters, | will seek for the general picture of cinema business in
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these writings. Then, the texts on the film studios and the emphasis on their
revenue will be presented. The articles on filmmakers, screenwriters, and stars will
follow this section. The stress on the wealth of these people will be examined in

detail by questioning the purpose of these writings.

Then, the thesis handles the texts on the stars in order to understand “the
American way of life” that was portrayed by the cinema magazines. The chapter
focuses on the possible influence of the stars on people who were going through a
cultural transformation and the role of cinema magazines in this process. It will be
guestioned whether the press media was a conductor in terms of transferring the
modernity provided by Hollywood to the vernacular culture. In order to grasp the
indigenous contribution to the construction of modernity, the discourse formed by
the cinema magazines will be examined. First, Hollywood stars will be dealt with
through the articles on their biographies and everyday lives, and the existence of
such texts will be problematized. Then, the topics related to the stars, such as
“beauty,” “fashion,” and “self-care,” will be examined in terms of their purpose. It
will be questioned if they served to promote an American way of life by publishing
the appeal of star lives. After that, the writings on the misfortunes that stars go

through will be analyzed and the purpose of these texts will be questioned.

The last chapter is mainly about the implied audience that cinema magazines
construct. In order to picture what kind of a spectator is projected by the cinema
magazines, | will trace the texts that were directly related to the readers. First of all,
in order to have an opinion about the viewing habits of the given audience, | will
briefly summarize the film announcements and programs. The ways to attract the
audience towards cinema will be studied in order to understand the readers’
predicted interests. Several advertisements in the magazines might also shed light
on the diversity of the readers. Even the topics accentuated in film summaries
might serve to understand the predicted interest of the readers. After that, | aim to
guestion the visibility of an actual audience by searching for the readers’ voice in

the magazines. The response to the letters received from the readers will be
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analyzed. Thus, the kind of audience that was constructed in the cinema magazines

will be examined.

The appendices consist of a number of selected texts that | used in this study. In the
guotations and the references throughout the thesis, | opted to translate the
material into English. For the translations, | mostly referred to Redhouse’s Turkish
Dictionary.?® However, | find it important to include the original material for readers
who are interested. While carrying out the research, | Latinized all of the texts that |
used in this thesis from Arabic letters. A number of the selected texts can be found

in the appendices.

| am aware of the shortcomings that can be caused by translations, but in order for
this study to be comprehensible and feasible, | needed to translate the Ottoman
Turkish versions into English. Although the translations never entirely reflect the
originals, | would like to call upon Walter Benjamin’s discussion on translations at
this point: In his essay titled “The Task of the Translator,” Benjamin reminds us of
kinship of languages and argues that this kinship is most observable via translations.
Thus, the translations free us from the limits of one language and bring us
somewhere nearer the “meaning” in its ideal form: “If there is such a thing as a
language of truth, a tensionless and even silent depository of the ultimate secrets
for which all thought strives, then this language of truth is —the true language. And
this very language, in whose divination and description lies the only perfection for
which a philosopher can hope, is concealed in concentrated fashion in
translations.”?! Furthermore, we should keep in mind that even the Turkish versions
of these texts were usually translated from European and American magazines of
the time. In this multifaceted textual field that is interlaced with translations, we
can only hope to draw closer to the ideal form of the meaning, in the light of

Benjamin’s thoughts.

20 ), W. Redhouse, Redhouse’s Turkish Dictionary, ed. Charles Wells (London: Bernard
Quaritch, 1880).

21 Walter Benjamin, “The Task of the Translator,” in Selected Writings I, eds. Marcus Bullock
and Michael W. Jennings (Cambridge: Belknap, 2002), 259. (emphasis mine)
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CHAPTER 2
CINEMA AS A NEW FIELD OF BUSINESS

This chapter aims to draw attention to a basic topic that was common in all the
cinema magazines: the interest in the financial potentials of the cinema. There was
a consistent tendency in articulating cinema as a site of consumption. On a local
basis, movie-house management and the formal processes of importing, leasing,
and screening the films were presented in the magazines. On an international scale,
the expenses of filmmaking and screening, the profit of the production companies,
and the income of the stars were the most frequently covered topics in the cinema
magazines during the early years of the republic. The main purpose of this chapter,
therefore, is to question the role of these writings in transforming the culture and
daily life in terms of consumption, and thus to posit them in the cinema business of
the early years of the Turkish Republic. By doing so, the role of the cinema press in
the articulation of a consumption model for the new state will be reviewed through

the discourse on the sampled material.

The introduction of cinema to the Turkish people has been handled from several
perspectives so far. It is no doubt that cinema in the first place was a new medium
that was attractive for many people. The role of this new medium in social and
cultural life was quite important and it is one of the main concerns of this thesis.
But the extent to which culture plays a role in the lives of people is a challenging
subject to handle. Because culture has many different extensions that are related to
different aspects of everyday life, it should be handled in many respects. The
economy is one of them. Indeed, the connection between culture and the economy

is a prominent subject that requires special attention.

The change in the economic system brought on by the industrialization process has
been the subject of much discussion. This change affected many aspects of society,
including culture. Recent works imply that there is a strong connection between

industrialization and culture. According to Adorno and Horkheimer for example,
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who introduced the term “Culture Industry” in their work Dialectic of
Enlightenment, many aspects of daily life were commodified by what they call the
culture industry and were thus reproduced in the mass consciousness to serve the
dominant ideology.?> Media products were also crucial for the culture industry by
sustaining the dominant ideology and serving capitalism. According to Adorno and
Horkheimer, “The culture industry remains the entertainment business. Its
influence over the consumers was established by entertainment.”?3 That is to say,
the industry operates by the deceptive means of amusement. The reason why |
wanted to mention the term “culture industry” here is not because | intend to offer
an extensive discussion on the topic. Rather, | aim to draw attention to the relation
between the entertainment business and culture. The strong connection between
commercialism and culture might not be apparent at first sight, but it is a fact that
after the twentieth century we cannot speak of culture without taking
industrialization processes into consideration. The question, therefore, is what kind
of processes were experienced around the entertainment business in the Turkish
context in the years of cultural transformation. In this chapter, | try to trace the
patterns that took shape around cinema as a field of the entertainment industry in
the light of the cinema magazines that circulated during the early years of the

Turkish Republic.

One very interesting pattern that is quite recognizable in the cinema magazines that
were published in the early years of the republic is their emphasis on the economic
value of the cinema. If we are to handle these periodicals in terms of cultural
transformation, their basic interest in cinema as a field of consumption should be
taken seriously. While they played a recognizable role in the cultural
transformation, their persistence in highlighting the financial potentials of cinema is

quite interesting. If we consider cinema magazines as a domain where cinema

22Tolga Kara, “Kiiltir Endistrisi Kavrami Cergevesinde Medya Uriinleri: Elestirel Yaklagim,”
The Turkish Journal of Design, Art and Communication 4, no. 1 (2014): 51.

BTheodor W. Adorno and Max Horkheimer, “The Culture Industry: Enlightenment as Mass
Deception,” in Stardom and Celebrity: A Reader, eds. Sean Redmond and Su Holmes
(London: SAGE, 2014), 35.
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culture was produced and released into circulation in everyday life, we must

question the motivation behind this financial interest of these writings.

The chapter will start by examining the texts that handle cinema as a site of
entrepreneurship. These texts explicitly highlight the financial potentials of cinema
and their main suggestion was to invest in the area. Because they were concerned
about the need for a professional Turkish cinema, these magazines also provided
technical information on the processes of film production, distribution, and
exhibition. That is why texts on the technical instructions on running theaters,
selecting and importing films from abroad, the formal processes in terms of tariff,
and designing a program and leasing them all around Turkey will be presented in
this chapter. Then, the texts on the process of film production will be studied.
Because America and Europe were seen as the main models for Turkish cinema, the
attention to the American film studios will be analyzed. After looking at the
institutions, | will focus on the people in the business. That is why the attention to
the income of producers, directors, and stars will be put under the scope. It is quite
interesting to see that although celebrities were admired in several ways, their
wealth was mentioned in almost every text on them. Therefore the stars will be
reviewed in this chapter in terms of their income, even though they will be dealt
with in detail in the following chapter. Thus, in this chapter, the cinema magazines
will be investigated through their commercial aspects and questioned in terms of

their effect on everyday life and culture.

2.1.“Analyzing Cinema from a Commercial Viewpoint”?
2.1.1. A profitable business
In a 1928 article in one of the cinema magazines, the need for a Turkish film

industry was uttered. It contained quotes from an interview that was made with an
anonymous Turkish film producer who gave an account of his experience of
filmmaking in the early 1920s and barely being able to cover his expenses. However,

according to the anonymous interviewee, in the following years, the potentials in

24 This statement is the translation of “Sinemayi ticaret nokta-i nazarindan tedkik et[mek],”
and it is a quotation from an article titled “Sinema Muhbirlerine,” Opera-Sine, September
30, 1925, 14.
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the country had reached the point where filmmaking came to the fore:
“Nevertheless, cinema has quite advanced since then; so | am convinced that

producing films is a very mercantile and profitable business.”?>

It is quite possible to see this attitude in almost every cinema magazine of the early
republican period. In the article that was mentioned above, the main argument was
that cinema was a very profitable business. The article continued by listing the
other needs for making a film, such as production companies, directors, stars,
managers, and suitable state regulations; and it calculated the expenses of
producing one single film. No matter how difficult it would have been, considering
the revenue that a film supplies, the writer of the article invited “capital owners
(sermayeddrlar)” to invest in the field. One of the most attention-grabbing aspects
of this text was the vocabulary. The words were giving the impression that the text
was published in a financial magazine instead of a cinema magazine: money (para),
fund (sermaye), profit (kdr), revenue (hdsildt), account (hesdbdt), enterprise
(tesebbiis), management (istismdr), exportation (ihrdcdt), and, most interestingly,

referring to the audience as “cinema clients (sinema mdisterisi).”

A similar approach can be observed in another cinema magazine, Opera-Sine, three
years before the one | mentioned above. This text was written in an essay-like
format and its main concern was the revenue that would be generated by the
movie-houses in Istanbul as the cinema season started.?® We understand from this
essay that winter was known as the cinema season, for the essay expressed
excitement for the opening of the movie-houses with the upcoming winter season.
Though the writer was eager to “analyze cinema from a commercial viewpoint” and
rate which movie-houses would be popular in terms of their proceeds, he or she
also ascribed an aesthetic function to the cinema, which will be discussed below.
According to the essay, the six most popular movie-houses of the time were Opera,

Elhamra, Melek, Alkazar, Modern, and Majik and they were in a competition to

2 “Tiirk Filmi,” (Musavver) Tiirk Sinemasi/Le Cine Turc (lllustre), March 21, 1928, 4.
(emphasis added)
26“Sinema Muhbirlerine,” Opera-Sine, September 30, 1925, 14.
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show the most “valuable (kiymetli)” films. It is not so clear whether the artistic
quality or the material cost was meant by the word “valuable.” It could be both,
because further in the essay “second-class (ikinci sinif)” movie-houses such as Sine
Sik, Ekler, and Liksemburg were advised “to show films with moral value and to

make a discount with the prices.”?’

Although in this essay it was stressed that deceiving the readers with
“advertisement” was not intended, it can be argued that some of the theaters were
implicitly promoted, especially if we consider the fact that Opera-Sine was the press
organ of the Opera movie-house. After advertising itself by claiming to be the “only
cinema magazine of the city,” regardless of all the other magazines, the article
concluded as follows: “We do not want to deceive our readers with fancy words and
gilded texts. We will give the truest of information and our readers will wait for our
development impatiently.”?® Such a claim is certainly interesting by putting a
distance to advertisement although it seems the author too probably intended to
promote the magazine. Also, we need to question the considerable number of
advertisements in the magazine, since it approached advertisements as “deceiving

(g6z boyamak)”.

2.1.2. Advertisement
The cinema magazines of early republican Turkey were actually quite aware of the

role of advertisement in terms of business life. What is more interesting is that
some of them also argued that the cinema business could not survive without
advertisement. Film Mecmuasi seems to be the magazine that was most concerned
about the subject. In 1926, an article about the enterprises of the magazine was
published. Before examining the article, | want to quote the introduction paragraph:
“Our magazine, which serves a useful purpose to the cinema world by inserting the
newest visuals from the recent films, made important decisions in order to be

beneficial to our national economy, business life, and especially the field of

%7 Ibid.
%8 |bid.
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production.” 2 These three enterprises were “free subscription,”“free
advertisement,” and “special advertisement opportunities for the subscribers.”
Although the claim was to provide these services for free (meccdnen), the magazine
asked for an equivalent price in the form of stamps for the subscription. As for the
free advertisements, the magazine promised to publish the advertisements of any
product that the readers manufactured and asked for stamps with a sample of the
product. When it came to “advertisements of the subscribers,” again the
subscribers were expected to send “two liras for subscription” and “stamps
equivalent to three kurus” for “free advertisement (meccdnen reklam).” Since we
do not know the actual price for giving an advertisement to the magazine, we
cannot know if there was a discount for the subscribers. However, it is clear that

such services were not exactly “free” as the headlines claimed.

According to Film Mecmuasi, “The essence of every kind of business and especially
cinema is advertisement. Without advertisement and announcement, each
enterprise remains incomplete, and the most precious and poignant films get
wasted if they are not provided with advertisements and announcements.”3° That
was why the article titled “How to Advertise” gave a short information about the
importance of advertisement and noted that millions were spent for advertisement
expenses in America. Rather than writing on the advertisement techniques, the
writer gave only a few examples in this article. However, Film Mecmuasi was quite
interested in advertisement. In another article, which was titled “Advertisement in
Business Life,” after recapitulating the importance of advertisement in America

once again, it informed its readers about several ways of advertising:

The Americans find newspaper advertisements quite
primitive and simple. Instead, they make irradiant boards
flashing with electricity, moveable balloons, and zeppelins
with distinguishable texts and pictures... They are writing
texts with bold letters and drawing figures on the
locomotives, wagons, pools, seaside resorts, upon flat roofs,
and shingles..

2% Mecmuamizin Faideli Tesebbisleri,” Film Mecmuasi/Le Film, November 28, 1926, 3.
30 “Reklam Nasil Yapilmali?” Film Mecmuasi/Le Film, March 24, 1926, 4.
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There are glamorous, colorful billboards and pictures at
noticeable points on every road...

The advertisement painters take advantage of contrast
colors in the banner ateliers, and [design] enormous
boards... They produce decorations as large as stage
curtains, and advertise the companies that are competing
with one another for the victory..

The theory (Commerce without advertisement is
impossible... A business without advertising is like a corpse
without a soul) is well-known among the Americans. Every
company has a special catalog, a press organ, hundreds of
billboards, clichés, and gifts with labels for the customers.
They distribute these kinds of things to the related
companies and their customers.3!

The following article in the same issue went further by giving specific examples from
America.3? According to the article, a company distributed compact paper umbrellas
with their logo on them for free, a cookie brand scattered millions of ads in the
form of stamps from a plane, and an automotive brand placed an advertisement on
the sail of a boat. Placing the logo on little objects such as notebooks, ashtrays,
barrels, cans, and wrapping papers were common techniques, as the writer of the

article asserted.

31 “Ticaret Hayatinda Reklam,” Film Mecmuasi/Le Film, December 28, 1926, 2. (See
Appendix A.)
32 “Amerika’da Reklamcilik,” ibid.
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2.1.3. Commercialism as a culture transmitter
The habit of articulating the cinema as a field of consumerism was also very

common. Many of the magazine writers tended to include the financial side of the
story either in the main texts or in the title. Another article on Opera-Sine, for
example, was about film companies. It specifically dealt with the American film
company Metro-Goldwyn and its productions. The title of the article was
remarkable in that itrefer to the company as a “commercial organization (teskildt-i
ticériye).” 33 This article praised the films of the company for being “arty
(sanatkéréne)” and complimented the “scientific methods (usdl-i fenni)” used in the
production process. However, again the artistic value of the films was interestingly

measured by the expenditure:

All of those films are produced with the highest artistic value.
The very details of the scientific developments are investigated
to create them. For example, the film named “Saadet”
(Felicity) cost the most to produce among the films that are
presented so far: It cost six million dollars.3*

Interestingly, this article argued that films had more importance in the Orient

without zooming out for an in-depth discussion or giving a rational reason:

The role that cinema plays in the social life of our city is more
important than the role it plays in Europe and America. [...]
Famous film companies of Europe and America have enabled
the film merchandise with their agencies in the Orient. This
shows the significance level of films in the Orient, especially in
Turkey.3>

The statement is worth discussing in terms of postcolonial criticism, but that is not
the main concern of this study. The intriguing point of the statement is probably the
positioning Turkey as a marketplace for films not only by Western companies but
also the Turkish contribution to this approach. The construction of Turkey and other

non-Western countries as the marketplace of Hollywood will be discussed further in

3“Sinema Filmlerinin Satilmasi igin Teskilat- Ticariye,” Opera-Sine, October 21, 1925, 19.
3#1bid.
3 |bid.
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this chapter. However, there is no doubt that the cinema magazines published in
Turkey were aware of the situation, to the point that they even reproduced the idea

within their discourse.

In 1927, Artistik Sine published an interview with Ertugrul Muhsin,3®one of the first
Turkish directors, who was educated in Europe about performing arts. In this
interview, Ertugrul Muhsin was asked how much the production of his films Tamilla
(1925) and Spartakiis (1926) had cost. As a director who filmed both in Istanbul and
abroad, he complained about the lack of demand for Turkish films, but also added
that the conditions had improved since then. From the questions that were
addressed to him, we understand that the interviewer was mainly concerned with
the financial aspects of filmmaking, and though Ertugrul Muhsin answered them
relevantly, he addressed the educational function of the cinema as well: “It is
known by everyone that cinema is the best medium of our age to enhance

knowledge.”3’

While discussing the commercial emphasis of these texts, it is important to
acknowledge the connection that was built between the financial potentials of
cinema and its role as a culture transmitter. Though not dominantly, some of the
texts that are mentioned above were concerned with the effects of films on daily
life, and they considered the films influential on the taste of people. For example,
an article on Metro-Goldwyn Studios clearly stated that the existence of the
bureaus of the company was both a mercantile matter and significant for their
being the “editors of grace and aesthetic pleasure” in the city.3® In a similar sense, in
another essay, recently opened movie-houses were expected to import “good”
films to raise the open-mindedness and the aesthetic preferences of the people:

“Many new movie-houses and cinema companies are built in our city. We wish that

38FEor more information about Ertugrul Muhsin, see Burcak Evren, “The Republic’s Reflection
in Cinema: Muhsin Ertugrul,” in Republic: New Individual New Life, ed. Ekrem Isin, trans.
Melis Seyhun Calislar (Istanbul: Istanbul Research Institute, 2013), 95-103.

37 Antoine Paul, “Buyiik Tiirk Sanatkari Ertugrul Muhsin Bey,” Artistik-Sine/Artistic-Cine,
March 9, 1927, 3.

3“Sinema Filmlerinin Satiimasi igin Teskilat- Ticariye,” Opera-Sine, October 21, 1925, 19.
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these would widen the horizons of people and raise the aesthetic pleasure in the
country.”3° The same essay also linked good films with “moral value,” as mentioned
above. The emphasis on morals was probably an extension of the regulations about
cinema during the last years of Ottoman Empire. According to the 1903 regulations,
the films to be exhibited were expected to be compatible with morals and
etiquette.®® Though it was not a matter of state control anymore in the Turkish
Republic, we see that the cinema magazines still tended to put emphasis on the

educational and moral aspects of cinema.

As we observe, the main tendency during the early Republican years was to
perceive cinema as a profitable business. Though they sometimes emphasized the
moral and educational aspects of films, the texts in the cinema magazines usually
deterred back from political propaganda, which was the dominant attitude during
the World War 1.*'The emphasis on the financial value of films shows that cinema
was seen as a part of the commercial field according to the cinema magazines
published in the early years of the Turkish Republic. In the following section, the
details regarding the movie-houses in Turkey in terms of business administration
will be presented. In order to do that, | will examine the process of film lease,
programming, taxation, expenditure, and the competitive environment in Turkey to

expand on the subject.

2.2. Movie-House Management during the Early Republic
2.2.1. Produced in “film factories,” distributed by “commerce houses”
One of the basic interests of the early cinema magazines of the Turkish Republic

was movie-house management. Many of the cinema magazines published a number
of articles and interviews, sometimes as feuilleton, which they carried out with the
movie-house owners and managers in Istanbul. Many texts addressed the processes

of renting and designing a screening program, as well as subjects like tariffs and the

39“Sinema Muhbirlerine,” Opera-Sine, September 30, 1925, 14.

400zde Celiktemel-Thomen, “Denetimden Sansiire Osmanli’da Sinema,” Toplumsal Tarih,
no.255 (2015): 76.

410zde Celiktemel-Thomen, “Osmanli imparatorlugunda Sinema ve Propaganda (1908-
1922),” Online International Journal of Communication Studies, no.2 (2010): 11.
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expenses of importing films. That is why in this section, | will analyze the texts in the

cinema magazines that approach movie-houses as a commercial opportunity.

In an Artistik Sine article, the author Anthony P. Stoll emphasized the need for the
organization of the cinema business in Turkey.*? He invited all the movie-house
managers to read the magazine because of the information that would be given
about the business. According to Stoll, since film-screening techniques had
improved regarding orchestras, cinema halls, and advertisement techniques in
Istanbul, the managers had started acting like their European peers. That is why it
was essential for movie-house managers to read the magazine. This article not only
gave a clue about the magazine’s readership but also took the responsibility to give
comprehensive information on the cinema business. Another example is an
announcement published in Film Mecmuasiwhich was directly addressed to
“cinema managing colleagues.”*? The announcement aimed to attract the attention

of cinema managers in Anatolia, promising them special information on the field:

Our magazine accepts mediation to overcome all of your
difficulties. It replies to your written applications... Film
Mecmuasi follows the films that are presented in Istanbul on a
daily basis and gives particular information on special topics to
its subscribers.**

The custom of sending copies of the magazines to the movie-houses for mutual
promotion was not unique to Turkey. In fact, Richard Abel notes that even in
America, all sorts of literature, including house organs, handbills, and several
devices for advertisements, were sent to theaters during the 1910s.*> We can
predict that when cinema came to Turkey, it brought its traditions as well. That is
why it is essential to understand the cinema culture as a whole. Films,
presentations, and the press media shaped around cinema were inseparable

components of the cinema culture.

42 Anthony P. Stoll, “Terakki,” Artistik Sine/Artistic Cine, March 2, 1927, 3.

#“Anadolu’da Sinema idare Eden Meslektaslara,” Film Mecmuasi/Le Film, April 14, 1926, 3.
44 bid.

“Richard Abel, Menus for Movieland: Newspapers and the Emergence of American Film
Culture 1913-1916 (California: University of California Press, 2015), 22.
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Above | have mentioned that there were a number of interviews that were carried
out with movie-house managers in Istanbul. An interview with one of the owners of
Lale Film was published in Film Mecmuasi in 1926.*¢According to the interview, Lale
Film had two offices, one in Istanbul and the other in Izmir, and they were run by
the borthers Cemil and Tevfik. Cemil Bey (Filmer),*” who was an “entrepreneur
(mtesebbis),” was responsible for the Istanbul office of the house, and when the
interviewer visited him, he was wearing his smock, working. The company was
defined as a “commerce house (ticarethane).”Another articlewhich was dealing
with the film trade in Izmir adopts the same word, i.e., “commerce house,” for

those establishments.*8

Although most of the film traders in Turkey were also movie-house managers, there
were a few agencies that were concerned only with distribution. It is understood
from the articles on the magazines that movie-house owners could import films
from several countries, ° or they could personally go abroad for film
merchandise.’°Additionally, a number of American film production companies had
agencies during that time in Istanbul, and they were in contact with the movie-
houses for distributing their own films. For example, Opera-Sine published a letter
that was received from Metro-Goldwyn agency located in Beyoglu. The letter was

written on behalf of Metro-Goldwyn Studios, and the address was as

46“Ejlm Mimessillerini Ziyaret: Birinci Miilakat — Lale Film,” Film Mecmuasi/Le Film, April 7,
1926, 3.

47 We learn that Cemil (Filmer) was an entrepreneur who managed thirty-three movie
houses in Turkey all at once. He was interested in photography and worked with Fuat Bey
(Uzkinay) during World War |. After the departure of the Greek occupation forces, they
started to manage movie houses that had been abandoned in Izmir. Later, he moved to
Istanbul and opened Lale Film Company and imported and leased films in Turkey by
opening representative agencies of Warner Bros and Paramount. Gékhan Akgura, Aile Boyu
Sinema (Istanbul: ithaki, 2004). Cited in Ozge Ozyillmaz Yildizcan, “Erken Cumhuriyet
Doneminde Hollywood’un Alimlanmasi: Kadinlar, Gengler ve Modernlik” (doctoral thesis,
Istanbul University, 2013), 36.

48 “Izmir’de Film Ticareti,” Artistik Sine/Artistic Cine, March 16, 1927, 3. (See Appendix D.)
49 1bid.

>0 “Film Mimessillerini Ziyaret: Birinci Milakat — Lale Film,” Film Mecmuasi/Le Film, April 7,
1926, 3.
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follows:“Metro-Goldwyn Films, Telephone: Beyoglu 358, Voyvoda Street at Galata,

Agopyan Han.”>!

The letter (see Figure 2 and Appendix B) was possibly sent to Opera movie-house,
considering that Opera-Sine was the house organ of the company. It began by
announcing that their office was opened at the given address “to operate the
products of the company, namely films, all around Turkey.” After introducing the
company briefly, the letter ended by promising that their films would provide great

revenue.
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Figure 2.2. The letter of Metro-Goldwyn Studios in Opera-Sine

51 “Metro-Goldvin Filmleri,” Opera-Sine, October 21, 1925, 20. (See Appendix B.)
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In an article where Metro-Goldwyn Film Company was presented, the process that a
film goes through from production to exhibition was simply noted in one sentence:
“The films produced in the factory are directly sent to Istanbul and other big cities
of Europe.”?? Similarly, in the letter that was received by Opera-Cine, described
above, Metro-Goldwyn agency also refers to the films as “merchandise produced in
our factories” and promises “big proceeds with their aesthetic value, rich content
and outnumbering films for selections.”>® Not only the film companies and the
distributors were treating films as merchandise, but also the state acknowledged
them in that way. We learn that films were treated as “monopoly products
(monopol mallar)” when they were imported from other countries.”* That was why
the films inevitably were commodities that needed business administration. The
interesting point here however is, the approach of the cinema magazines to the
subject. Dealing with such issues through cinema magazines brings out the
guestions of who the audience was, which will be discussed in detail in the last
chapter of this study. These magazines supposed their readers would be interested
in the financial opportunities of cinema and informed them about the technical and
formal processes of movie-house management. This confirms that these magazines
were addressed to investors, and they treated cinema as a new commercial

opportunity.

2.2.2. Importing, renting, and leasing films
In an article written on the importing and leasing of films, two ways were

presented: renting of films by an investor for a limited time, or by representatives of
the “film factories” (i.e., the agencies of the film production companies). The article

continued by giving clear information on the film importing process:

European and American films are imported to our city in two
ways. First, an investor directly rents the film for a limited time
and this way, he buys the leasing rights of the film for that time.
For example, the such-and-such film belongs to this man to be

>2“Sinema Filmlerinin Satiimasi igin Teskilat- Ticariye,” Opera-Sine, October 21, 1925, 19.
(emphasis added)

>30pera-Sine, October 21, 1925, 20.

>4 “Izmir’de Film Ticareti,” Artistik Sine/Artistic Cine, March 16, 1927, 3. (See Appendix D.)
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leased in Turkey, Greece, Egypt, and Syria for six months... That
man leases the film in our country, Greece, Egypt and Syria, and
the difference between the price he bought the film and the
price he leased the film constitutes his revenue.

The other way is conducted by the representatives and agents
of the film factories in our city. These agents rent the films of
the studios on behalf of their studios again, and get their
commissions.>

The article explains that the movie-house managers were able to rent films
themselves by being the “investors.” Renting the films actually was profitable,
though it was also a costly business, according to the cinema magazines. In the
same article which deals with the importing and the renting of the films, it is noted
that the first screening of a film was more expensive than the following

screenings.>®

An article in Artistik Sine discussed tariffs on the film trade between Izmir and Greek
Islands. According to this article, which dealt with problems of taxation, customs
duty needed regulations. The writer aimed to draw the attention of the authorities
towards the high customs while importing products from Greece. This problem
affected the cinema business in Turkey not only in the importation but also in the

leasing:

Izmir has the opportunity to ply film trade with Greek Islands
for its geographical position. Although our market has film
requests from those islands occasionally, it is not possible to
trade films with those foreign islands because of the difficulties
in the customs procedures. The films leased to the islands are
subjected to customs duty when they are returned. That is why
the film trader turns the request down, knowing that he will
pay fifty or sixty liras of tariff for a film that was leased for
thirty or forty liras.>’

>Sehrimize Filmler Nasil Getirilir ve Nasil Kiralanir,” Sinema Yildizi, June 26, 1924, 5. (See
Appendix C.)

*%1bid.

57 “Izmir’de Film Ticareti,” Artistik Sine/Artistic Cine, March 16, 1927, 3. (See Appendix D.)
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Since the cost for the restitution of an exported film usually exceeded the revenue
because of the customs duty, the investors hesitated leasing out. The question is
whether the taxes were regulated because of this reasons.Diana Crane argues that
“cultural policies that support national films in the form of tariffs, quotas, subsidies,
and tax credits may be interpreted as a form of cultural resistance to the
homogenizing effects of globalization.”*® It is questionable whether the Turkish
government made the regulations as a resistance against cultural globalization or
for supporting “national films,” which were quite limited in number at that time. On
the other hand, it is also a fact that the Turkish economy did not support the free
market economy until the 1950s. From another article published in Artistik Sine, we
learn that the cinema managers were struggling with the problems caused by the

new tax regulations, but no further information on the issue was given.>®

Not only the taxes but also selecting good films and obtaining their rights were also
a costly business. Interviews highlighted the “generosity” of the movie-houses and
complimented them on their upcoming programs. In an interview that was
published in Mudhike, Elhamra movie-house presented the program with pictures,
and the interviewer emphasized the “costliness” of the attempt and congratulated
Elhamra for their generosity.®° Conditions did not change much in the following
years. In an interview, the manager of the Melek movie-house presented their
upcoming program and admitted that several “sacrifices(fedakdrliklar)” had been

made for the audience.®!

2.2.3. Designing a program
One other remarkable aspect of the movie-houses was their selectiveness in

designing their programs. In the above-mentioned interview that was carried out

with Elhamra, other theaters were criticized by the interviewer for their aimless

*8Djana Crane, “Cultural Globalization and the Dominance of the American Film Industry:
Cultural Policies, National Film Industries, and Transnational Film,” International Journal of
Cultural Policy 20, no. 4 (2014): 366.

9 Anthony P. Stoll, “Terakki,” Artistik Sine/Artistic Cine, March 2, 1927, 3.

6 “istanbul’da Sinema Hayati — Elhamra Sinemasi’nin 1340-1341 Mevsimi,” Mudhike,
December 24, 1924.

1“Melek Sinemasi’nda Bir Ziyaret,” Film Mecmuasi/Le Film, November 9, 1927, 5.
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programs consisting of what was described as the random selection of several films.
Elhamra,in contrast, was given credit for its meticulously designed program for the
upcoming season. The “richness” of the program was also emphasized, but it is
unclear what was meant by the word “rich.” If the aforesaid costliness of the
attempts and the sacrifices of the movie-house are considered, it could be
interpreted as the expenses of the films. However, the variety of films might be
implied as well, which again depended on the financial capacity of the movie-house.
In another magazine, Cemil Bey, who was the manager of Lale Film, emphasized
how selective they were in designing their programs. He explained the process as
follows: “Every year we go to Romania, Austria, Hungary, Germany, and France with
my brother Tevfik Bey in order to see the best and the most aesthetically produced
films, select them and get them on our own.”®2 Again, it is vague through what
criteria “the best and the most aesthetically produced films” were decided, but if
the process really took place as described, designing a program must have been

truly expensive considering the traveling opportunities of that time.

If we look at the process of importing films from other countries, Istanbul seems to
occupy a central position in Turkey. The films and even the screening programs
were designed by the movie-houses in Istanbul and distributed to the rest of the
country. Other than Istanbul, Izmir also traded films with the Greek Islands.®3In the
interview with Cemil Bey of Lale Film, it was stated that cities in the Aegean Region,
such as Mugla, Kula, Manisa, Aydin Salihli, and Balikesir, were in contact with the
Istanbul office of Lale Film. Cemil Bey noted that their company was more
interested in Anatolia than Istanbul, and was dispatching film programs twice a

week to specific points in Anatolia:

- Our business is with the provinces in Anatolia rather than
Istanbul, old sport..

We are in touch with almost every major movie-house in
Anatolia.. We send complete film programs two times a week
to Cumhuriyet and Tirk Ocagi in Ankara, Tiirk Ocagi in Adana

2“Film Mumessillerini Ziyaret: Birinci Milakat — Lale Film,” Film Mecmuasi/Le Film, April 7,
1926, 3.
83 “Izmir’de Film Ticareti,” Artistik Sine/Artistic Cine, March 16, 1927, 3. (See Appendix D.)
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and the film houses in Samsun, Giresun, Mugla, Kula, Manisa,
Aydin Salihli, [and] Balikesir regularly.®*

It is clear that Lale film held another office in Izmir which was run by Tevfik Bey, the
brother of Cemil Bey. In the aforementioned article about the film trade in lzmir, it
was mentioned that there were nine movie-houses in Izmir. Moreover, the film
needs of Balikesir, Akhisar, Manisa, Kasaba, Odemis, Tire, Bergama, Denizli, Aydin,
Nazilli, Kula, Antalya, Soke, Usak, Isparta, Edremit, and Ayvalik were also provided
for by lzmir market.®> It appeared that in addition to Istanbul, the cinema life
around Aegean region was quite active. However, little information was given on
the cinema business for the rest of Anatolia. Even in the announcement for the
“cinema managing colleagues in Anatolia,”Film Mecmuasi complained about not
having open addresses of the movie-houses in Anatolia to send them their

magazine.®®

When it comes to preparing programs both for Istanbul and Anatolia, one
remarkable aspect of the movie-houses was their concurrence in the release of the
films. Interestingly, the films produced in Europe and America were being screened
in Istanbul almost simultaneously, and this was one of the things that movie-houses
were proud of. We understand that they were also in competition with one
another. Elhamra, for example, was praised by Mudhike because of its capacity to
import the best films from Europe and America in the same year, according to an
interview with its owner. When it comes to the agencies of the American film
studios in Istanbul, we see that they were active mediators between Istanbul and
abroad. The information on films was brought via these agencies during the
production, i.e., before their very first screenings. In the news that was published in

Film Mecmuasi under the title “Cinema Tidings (Sinema Havddisleri),” the films that

4“Film Mumessillerini Ziyaret: Birinci Milakat — Lale Film,” Film Mecmuasi/Le Film, April 7,
1926, 3.

6 “Izmir’de Film Ticareti,” Artistik Sine/Artistic Cine, March 16, 1927, 3. (See Appendix D.)
“Anadolu’da Sinema idare Eden Meslektaslara,” Film Mecmuasi/Le Film, April 14, 1926, 3.
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would be available for the upcoming season were announced.®’ It can be assumed

that those films were either in the post-production process or recently released.

The following article gave the full list of the films that were produced by Paramount
and also included detailed information on the upcoming films that were currently
being shot.®|t shows that in terms of cinema consumption, Turkey was quite up-to-
date. There was a big effort to be synchronized with America and Europe. Briefly, in
the early years of the Republic of Turkey, especially Istanbul was quite active in
terms of film screenings and movie-house administration according to the cinema

magazines.

2.2.4. A competitive environment
In view of the fact that there were a number of movie-houses during the early years

of the Republic in Istanbul, and given the advantages of holding the rights of a film
for distribution, we can imagine that there was a competitive environment. Both
Elhamra and Lale Film concurred with this in their interviews published in different
magazines. The interviewer of Film Mecmuasi admitted their wish to observe how
Lale Film and the Cemil and Tevfik brothers had become successful in that
competitive environment.® Similarly, the writer of Mudhike noted that they were
proud of the success that Elhamra earned in the competitive environment of the

Beyoglu cinema business.”®

Opera-Sine was of the same opinion, stating that movie-houses would be in
competition with one another as soon as the cinema season started. In 1925, six of
the movie-houses were considered to be putting an effort into presenting the most
valuable films in their cinema halls.”* It can be argued that not only the movie-

houses but also the distribution agencies were in competition to become prominent

5Film Mecmuasi/Le Film, March 24, 1926, 3.

88“paramont Filmleri,” Ibid.

89“Film Mumessillerini Ziyaret: Birinci Milakat — Lale Film,” Film Mecmuasi/Le Film, April 7,
1926, 3.

70 “Istanbul’da Sinema Hayati — Elhamra Sinemasi’nin 1340-1341 Mevsimi,” Mudhike,
December 24, 1924.

1 “Sinema Mubhbirlerine,” Opera-Sine, September 30, 1925, 14.

34



with their films. In the following year, Paramount Film Agency was expected to

import and distribute the best films in the city, according to Film Mecmuasi.”?

In this sort of an environment, where the movie-houses and agencies were in
competition and acted not so different from any sort of business company, the films
were treated as “products” that were manufactured in “film factories” and the
audience was merely perceived as “clients.” In 1924, Elhamra aimed to “please its
clients with harmonious concerts accompanying the film programs.”’3 Similarly, Lale
Film manager Cemil Bey announced that they owed their success to their “effort to

please the clients.””*

2.2.5. Producing a Turkish film
Although the technical and the financial conditions were still not suitable for the

production of Turkish films, we learn from the magazines that there were a number
of attempts to produce such a film. In an article published in 1923 for example,
Turkish cinema was seen as “primitive” in terms of production.”” Even so, these
attempts at producing a Turkish film were appreciated and encouraged by the
writer Vedad Orfi (Bengii). Five years later, in 1928, another article was published to
emphasize the need to produce a Turkish film, and it estimated the requirements
for this project.’® It appears that not only the financial capacities were
inconvenient,there was also a lack of directors to shoot and managers to distribute
the films in the international market. Nonetheless, the author of the article invited
the government to provide financial and technical support and demanded
appropriate regulations, and called on investors to pay attention to this “profitable”
business. Although the cultural side of the issue was not emphasized by Vedad Orfi,

as Diana Crane says, that “many governments spent large sums to maintain a

2“paramont Filmleri,” Film Mecmuasi/Le Film, March 24, 1926, 3.

73 “Istanbul’da Sinema Hayati — Elhamra Sinemasi’nin 1340-1341 Mevsimi,” Mudhike,
December 24, 1924. (emphasis added)

74“Eilm Mumessillerini Ziyaret: Birinci Milakat — Lale Film,” Film Mecmuasi/Le Film, April 7,
1926, 3.

75 Vedad Orfi, “Milli Filmler,” Sinema Postasi/Le Courrier Du Cinema, December 15, 1923, 2.
78“Tiirk Filmi,” (Musavver) Tiirk Sinemasi/Le Cine Turc (lllustre), March 21, 1928, 4.
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presence in the film industry indicates that films are perceived as having

considerable symbolic and cultural value.”””

We can read the rich content of the magazines on such various topics as introducing
American film companies, the processes of film production, and the profit that can
be earned from film production, as an encouragement to produce Turkish films. In
the following section, the technical information on film production that was given in
the cinema magazines will be examined in order to question if they were an

attempt to serve the purpose of producing Turkish films.

2.3. Film Production Processes in America and Europe
2.3.1. The foreign market of Hollywood
While studying the cinema magazines of the early republican period, we need

tokeep in mind that America and Europe were standing at the center of the
discourse. Amongst the two forces, Hollywood had a stronger effect. Any other film
producers, even the Europeans, were compared to their American examples.
Turkish cinema houses were competing to import the best films produced in
America and Europe, as was presented above. Managers were visiting Europe to
select the best films of the year, and American film studios such as Metro-Goldwyn
had agencies in Istanbul and around the Orient.”® This situation raises the question
of the Orient being the marketplace of Hollywood. There is a perspective which
asserts that Hollywood owed its success to its “extensive networks of regional
offices in the USA and abroad”’® and that without this distribution system, it would
not have been successful. Ruth Wasey even argues that as film budgets rose,
presenting films in foreign markets became a necessity for Hollywood, to the point
that even the content was produced according to foreign tastes. “Smaller films did
not have to be shown everywhere to recoup their production costs and

consequently had to make fewer concessions to foreign sensibilities.”#°

"Crane, 366.

78“Sinema Filmlerinin Satiimasi icin Teskilat- Ticariye,” Opera-Sine, October 21, 1925, 19.
°Crane, 368.

80Ruth Wasey, “Diplomatic Representations: Accommodating the Foreign Market,” in The
World According to Hollywood 1918-1939, (Wisconsin: University of Wisconsin Press, 1997):
159.
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Figure 2.3. Nicolas Rimsky in the 7™ issue of Artistik Sine (left), and Rudolph
Valentino in the 10t issue of Artistik Sine (right)
What | am more concerned about is the consciousness and the contribution of the
cinema magazines to the claim that Turkey was the marketplace of Hollywood. In
order to understand the process, we need to take the criticisms of the Orientalist
discourse into account. Mahmut Mutman argues that Orientalism is the result of a
centralization process that puts the West in the center.8! Meltem Ahiska carries the
discussion one step further by arguing that this discourse has been adopted and
repeated by the Turkish intelligentsia in a way that assures the central position of
the West, either by “exorcising” the West or constructing it as a “model.”®? This
attitude, which Ahiska prefers to call “Occidentalism,” ends up serving the
Orientalist discourse in the end. In this specific case, for cinema magazines, the
construction of the American film industry as a model can be read as a contribution
to Orientalist discourse. What | would like to draw attention to is that this
distinction, which tends to centralize the Western examples does not simply refer

to an abstract field of meanings. Although Turkey was eager to constitute an up-to-

8Mahmut Mutman, “Under the Sign of Orientalism: The West vs. Islam,” Cultural Critique,
no. 23 (1992-1993): 168.

82Meltem Ahiska, “Occidentalism: Historical Fantasy of the Modern,” The South Atlantic
Quarterly 102, no. 2/3 (2003): 353.
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date cinema culture via simultaneous screenings and press media, it was still in the
position of a marketplace and a mere consumer of films that were produced in the
West. The idea of a “time lag” that was criticized by Ahiska was already adopted by
the cinema magazine writers of that time, who had condemned the attempts to

produce Turkish films as “primitive (ibtidar).”23

2.3.2. Film production: Expensive but profitable
The film production processes were described in the magazines, although the

writers probably never experienced it firsthand. Film productions were either
reflected through technical difficulties or financial expenditures. However, the
revenue that would be gained in return was also underlined, probably to encourage
Turkish investors regardless of the difficulties. In an interview that was carried out
with the manager of Melek movie-house, the interviewee praised the European
production companies because of their generosity while producing films. He noted
that French producers had spent millions to produce the film La Vestale du Gange
(1927) and succinctly ended his conversation by reminding that “time is money.”%*
Another good example was when the production expenses were mentioned in the
title of the article that introduced the film The Thief of Bagdad (1924).2> In another
article, when complimenting Metro-Goldwyn films, a film by Ramon Novarro was

pronounced to be the best of them because its production cost was 6 million

dollars.8®

It was commonly known in Turkey that film production was an expensive process.
Moreover, when making film adaptations of novels, the costs were almost doubled
because of the royalty rates. For example, in one of the articles published in Artistik
Sine, the writer was interested in the reasons for paying millions while the
production itself already cost that much. That is why he refers to Samuel Goldwyn

paying 125,000 dollars to Harold Bell Wright: The novel named The Winning of

8 Vedad Orfi, “Milli Filmler,” Sinema Postasi/Le Courrier Du Cinema, December 15, 1923, 2.
84“Melek Sinemasi’nda Bir Ziyaret,” Film Mecmuasi/Le Film, November 9, 1927, 5.

&“Binbir Gece Muhayyelati’ndan Yapilmis Eski Masallardaki Peri Alemlerini ihtar Eden ve Ug
Milyon Lira Sarfiyla ViicGda Gelen Bir Harika-i San‘at: Bagdat Hirsizi,” Mudhike, December
17, 1924,

8“Sinema Filmlerinin Satiimasi igin Teskilat- Ticariye,” Opera-Sine, October 21, 1925, 19.
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Barbara Worth by H. B. Wright had sold 2,800,000 copies, and Goldwyn estimated
that at least 10,000,000 people had read it. Assuming those people would be
interested in seeing the film as well, the box-office return would recompense the
expenses. That is why Goldwyn preferred a novel adaptation.?’ It appears that the
motivation behind this choice was mainly financial, and that entrepreneurship had
overcome artistry. On the other hand, the following year another article was
published in the same magazine, covering the production of The Son of the Sheik
(1926). Although it was also an adaptation of a novel, in this case by Edith Maude
Hull, it was noted that what impressed Valentino in convincing Fitzmaurice to make

the film was not the sales rate but the storyline .8

Regardless of the costliness of film production, it was still seen as a profitable
business to invest in. In an interview about the films he produced, Ertugrul Muhsin
talked about the cost of shooting a film as well as the revenue that could be gained
because the economic conditions had improved in the country.® Similarly, in
another article on Charles Chaplin as a film producer, the writer attracted attention
to the considerably great amount of money that Chaplin spent on his films: The film
Gold Rush (1925) was completed in two years with big efforts, and expenditure was
“250,000 English Liras[sic]”.>° However, the profit of the film was more than the

production expenses, as was noted by the author.

Film production was also appreciated because of the employment opportunities it
provided in terms of business. However, the people that would work in the field
needed to be either experienced or specialized in the field. An article was written
completely on the directors, for example, and it emphasized that directing a film

was quite different than directing a stage play. According to the article, film

87 Anthony P. Stoll, “Bir Roman i¢in 125.000 Dolar Hakk-1 Te’lif,” Artistik Sine/Artistic Cine,
November 1926, 4.

8 Pjerre Sarian, “’Seyhin Oglu’ Filmi Nasil Yapildi?” Artistik Sine/Artistic Cine, November 26,
1927, 3.

8 Antoine Paul, “Buyiik Tiirk Sanatkari Ertugrul Muhsin Bey,” Artistik-Sine/Artistic-Cine,
March 9, 1927, 3.

% Anthony P. Stoll, “Carli Caplin’in Serveti,” Artistik Sine/Artistic Cine, November 4, 1926,
11.
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directors had to take full responsibility and to pay attention to screenplay, décor,
actors, and any other co-workers. Most importantly, a director should have “always
considered the financial affairs and complete the film as soon as possible.”? In this
article, American directors were appreciated because of their technical skills and
ability to direct the actors in the best possible way. Charles Chaplin was also
admired because of his meticulous control of every single aspect of his films in the
aforementioned article. As a model director and producer, Chaplin was
complimented because of his generosity in terms of employing a great number of
workers for his films. Another director, Henry King, was praised for the same
reason: He would work with a number of technicians that would be employed for
his film The Winning of Barbara Worth (1926).°? It is possible to observe that the
directors were treated like employers and appreciated because of this reason. As a
“non-conformist (an‘ane-siken),” David Wark Griffith, however, was admired
because of a different reason: He was described as the most devoted director
because he broke the traditions in film production and made daring innovations by
using the techniques such as “close-up” and “cut-back.”® Nevertheless, the writer
of the article noted that even though Griffith could not “profit” from such
innovations, which provided great proceeds, the directors who followed his path

did.

2.3.3. Acting as an occupation
The film industry was portrayed as a profitable field for actors too. Although the

discourse on stardom will be mentioned in the following chapter of this thesis, the
income of the film stars is discussed here to support the argument that cinema was
perceived as a profitable business for almost everyone who worked in the industry.
In a translated article that was written by Norma Talmadge, the actress compared
cinema to theater. There were a number of reasons why she preferred cinema over

theater, and most of them were financial. For example, Talmadge argued that if an

%1 Antoine Paul, “Vazi*-1 Sahneler,” (Musavver) Tiirk Sinemasi/Le Cine Turc (lllustre),
November 2, 1927, 3.

2 Anthony P. Stoll, “Bir Roman igin 125.000 Dolar Hakk-1 Te’lif,” Artistik Sine/Artistic Cine,
November 4, 1926, 4.

% John Tremma, “An‘ane-Sikenler,” Artistik Sine/Artistic Cine, November 11, 1926, 7-8.
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equally skillful “cinema actor” and “theater actor” were to be compared, the one
who acts in films would earn more money and live in better conditions.®* She also
stated that since there was a division of labor when it comes to cinema, an actor’s
responsibilities were diminished. In another biographical article written on Pola
Negri, cinema was projected as a means of living for the actress who had lost her
real estate property during the Polish Revolution in 1905.° Similarly, Mary
Pickford’s career was summarized in a biographical article and her income was
stated as 50 dollars per week, which was a decent amount of money for 1912, when

she signed a contract with Famous Players Film Company, according to the article.®®

In 1925, a notice with a striking title was published in Opera-Sine: “Jackie Coogan
Owns Theaters.”®’ The notice informed the readers that the famous child actor
Jackie Coogan had bought a first-class theater in Los Angeles. The attention-
grabbing fact was the lucrative aspect of cinema acting that made it possible even
for a child to buy an establishment. Even the income of animals was discussed in
the cinema magazines, such as the news on the wealth of the star dogs of
Hollywood in Sinema Yildizi. According to the text, a dog named Teddy who played
in the comedies of Mack Sennett earned 270 dollars per week. After mentioning the
wealth and weekly incomes of Teddy and a number of other dogs, the writer
commented that it was not possible to call the dogs “pathetic” in the light of this
information.’® It appears that Teddy’s earnings were a matter of interest not only
for Turkish cinema magazines. In 1918, a similar text was also published in the
American film magazine Photoplay, which indicated that Teddy was earning 50

dollars per week and paying 25 dollars a year in income tax.*?

% Norma Talmadge, “Sinemayi Neden Tiyatroya Tercih Ediyorum?” Artistik Sine/Artistic
Cine, November 4, 1926, 5.

% John Tremma, “Dilber Pola,” Artistik Sine/Artistic Cine, November 18, 1926, 4.

% pierre Sarian, “Meri Pikford’un Meslegi,” Artistik Sine/Artistic Cine, November 11, 1926, 6.
97“Ceki Kogan Tiyatrolar Sahibi,” Opera-Sine, October 21, 1925, 18.

%“Sinema Kopekleri Ne Kazaniyorlar?” Sinema Yildizi, no.1, 14.

%Mary Mallory, “Hollywood Heights: Teddy the Dog, Mack Sennet’s Best Friend,” The Daily
Mirror, posted on July 6, 2015. https://ladailymirror.com/2015/07/06/mary-mallory-
hollywood-heights-teddy-the-dog-mack-sennetts-best-friend/
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Before coming to the conclusion of this chapter, | would like to go back to an earlier
date, the year 1901, because | find it important to follow the continuum in the
discourse. Nearly twenty years before the Turkish Republic was established, in a
periodical we see that Lumiere Brothers were introduced to the readers as an
example of “How to become rich.”1® The periodical implied that “the commercial
value of cinema was immediately understood” %! the very first time it was
introduced. Twenty years later, when it was possible to talk about a cinema culture
in Turkey, the attitude of cinema magazines towards the industry still revalued

around commercial interests.

To recap, in this chapter, the way that cinema was perceived as a profitable
business was tracked through the cinema magazines of the early Turkish Repubilic.
From 1923 to 1928, films were approached as commodities that were to be
produced in the factories. The processes of importing and screening films were
dealt with in terms of marketing. The role of the cinema magazines in this process
was to guide the “capital owners” or “investors” who were interested in becoming a
part of the business. In other words, cinema magazines insistently tried to imply
that cinema was a lucrative way of making money. In the first part of this chapter, |
tried to draw attention to this perspective of cinema magazines. | drew attention to
the vocabulary that | detected in the magazines in terms of cinema business and to
the role of advertisements in portraying cinema and cinema magazines as a
commercial field. In the following section, | examined articles on movie-house
management, the processes of operating films,and the possible ways of becoming
active in the industry in Turkey. It is remarkable that the audience of the time was
taken into the consideration seriously, to the point that they were invited to
become active participants in the business. Instructions such as technical
information on the process of selecting and importing films from abroad, designing
a full program for screening, obtaining the rights of a film and leasing it, and

becoming an active participant in the competitive environment of cinema business

100 “Nasil Zengin Olunuyor? Fotografci Lumier,” ikdam, July 12, 1901, 3.

10INezih Erdogan, “The Spectator in the Making: Modernity and Cinema in Istanbul, 1896-
1928,” in Orienting Istanbul: Cultural Capital of Europe?, eds. Deniz Goktirk, Levent Soysal,
ipek Tireli (London and New York: Routledge, 2010), 131.
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were presented in these periodicals. Producing Turkish films, however, was still at
the stage of discussion. Though there were a few attempts to produce Turkish films,
they were seen as primitive examples of Turkish cinema even by their
contemporaries. Thus, American and European films were centralized and
canonized. It is possible to see this attitude towards Turkish cinema as early
contributions to the paradigm of “historical belatedness,”*%2 on the other hand, we
see a remarkable synchronicity in terms of consumption. At this point, it is possible
to argue that cinema magazines paticipated in the discourse by constructing Turkey
as a marketplace for Western films. However, | am not claiming that such magazines
aimed to condemn Turkey as simply being a marketplace: They also encouraged the
production of Turkish films. The third section of this chapter dealt with this aspect
of the cinema magazines. It presented how the American and European films were
produced and portrayed as a model for Turkish cinema. While encouraging the
production, the interesting point was, again, the emphasis on the financial
opportunities the films offered. The emphasis on the proceeds and film production
being a “profitable” business indicates that the main interest in producing films was
commercial. That is why it is important to recognize that commercialism played a
leading role in constructing a cinema culture in the early years of the Turkish

Republic.

In short, this chapter aimed to stress the importance of cinema magazines in
shaping the entertainment business in Turkey during the early republican period.
The magazines were actively in contact with the movie-houses and the local
agencies of American film production companies. They examined and introduced
the formal processes of cinema management to the readers. Moreover, they gave
information on film production and encouragedreaders who might be interested;
thus, they tried to build their synchronicity with the West in terms of production as

well.

1920rhan Kogak, “1920’lerden 1970’ lere Kiiltiir Politikalari,” in Modern Tiirkiye’de Siyasi
Diisiince: Kemalizm, eds. Murat Giiltekingil and Tanil Bora (Istanbul: iletisim, 2001), 371.
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In the following chapter, another dominant topic in the magazines will be
presented: The interest in the film stars, from their biographies to everyday life
preferences. Graeme Turner, who prefers to name the stars “celebrity-
commodities,” notes that “they are a financial asset to those who stand to gain
from their commercialisation.” 193 Stars are the essential components of the
entertainment business because they are also products whose images are designed
inside and outside of films and other media. However, beyond their commercial
value, stars are also influential figures on everyday life in a society. Keeping that in
mind, | will now deal with the cinema magazines’ contribution to star images in the

light of star theories.

1%Graeme Turner, “The Economy of Celebrity,” in Stardom and Celebrity: A Reader, eds.
Sean Redmond and Su Holmes (London: SAGE, 2014), 193.

44



CHAPTER 3
STARS AS MODELS FOR EVERYDAY LIFE

Richard deCordova examines the earliest examples of the discourse on film acting in
America and draws attention to the importance of the press media in the
emergence of star images: “This emergence depended upon knowledge of the
performer’s existence outside of the narrative of the film itself.”1%% Therefore, by
star images, we refer neither to the roles actors play in films nor to their
personalities in real life. The “star image” is rather a complex concept produced in
all sorts of media texts. It is even possible to say that star images were more
dominant than the characters that the actors played in their films: When it comes to
the films, the spectator is usually aware that they are subjected to a fictional
character. However, when it comes to other media texts, it is more difficult to
differentiate to what extent the fiction operates in the discourse, keeping in mind

III

their star images are just as well “produced.” In this section, | will specifically deal

with this kind of star image that is produced in the cinema magazines.

Richard Dyer compares a number of theories dealing with stars and celebrity culture
from several perspectives in his book Stars.'% In the cinema magazines of the early
1920s in Turkey, we see a considerable number of writings on star biographies and
everyday lives. The stars in these magazines were American and European, since it
was not possible to talk about Turkish film stars for that time. The purpose of this
chapter is to understand the reception of Western stars in the Turkish context and,
thus, to draw attention to a number of contradictions that caused interesting
tensions: Although the Western way of living was promoted and appreciated via

star lives, the limits of this appreciation were also cautiously designated.

1%4Richard deCordova, Picture Personalities: The Emergence of the Star System in America
(Hlinois: University of Illinois Press, 2001), 33.
105 Richard Dyer, Stars (London: BFI Publishing, 1986), 24.
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This chapter starts by examining the major characteristics of the star biographies in
the cinema magazines. It is possible to see a similar pattern of emphasis that was
common in almost all of the biographies. This can be summarized as follows: Their
story of becoming a star and their uniqueness, beauty, inherent aptitude, and
industriousness. Most of the star biographies emphasized that becoming a star was

not possible for ordinary people.

The chapter will continue with the articles on the everyday routines of the stars. It is
possible to acknowledge stars as models to be followed in terms of their daily lives
and choices, but becoming one of them was not encouraged. In other words, it was
stressed that a person did not need to become an actual star to live like one, for
becoming a star required special characteristics. In the further pages of the chapter,
| will continue with the texts that narrate the misfortunes that stars go through. It
appears that although there was a considerable appreciation of star lives, they were
just as much marginalized, and somehow the magazines tried to alienate the people

from the wish of becoming a star.

| will construct my discussion on Richard Dyer’s book Stars. Dyer orchestrates a
number of theories on stars and shows the ways to hadle stars from different
perspectives. First, he analyzes the star theories that handle stars as social
phenomena. Second, he deals with stars as images. While doing this, he emphasizes
that stars are not only visual signs that are constructed in films. Rather, they are
constructed by every kind of media text, and these texts play an important role in
everyday life. | find this perspective quite practical for my study because | am

dealing with the construction of star images in cinema magazines, not in films.

In his study, Richard Dyer emphasizes the importance of ideologies and how they
affect every single aspect of our lives. That is why we cannot think of stars without
taking ideology into consideration. In his study, Dyer makes reference to the

historical paradigm of de-divinization, which he expresses as “from gods to
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mortals.” 1% | will question whether this great interest in star lives in early
republican Turkey could be related to the change in the mindset of people with

modernization.

Briefly, | will analyze how the star systems were operating during the early years of
the Turkish Republic via cinema magazines. While examining the writings on
Western film stars, | will focus on how the discourse was constructed and what it
refers to in terms of culture. | will start with the lives of the stars and question their
difference from ordinary people. Then | will check what the texts in the cinema
magazines offer to ordinary people by narrating star lives. The chapter will continue
with texts that narrate the ways to become a star and the texts that warn the
audience away from this very dream that was constructed in the cinema magazines.
Thus, | will point to one of the main tensions of Turkish modernization in the early
years of the republic: paving the way for a Western lifestyle while strictly

designating its limits.

3.1. An Overview of Star Biographies
The number of star biographies in cinema magazines was excessive during the

1920s. One of the magazines specifically included the word “star” in its title, namely
Sinema Yildizi, but all of the magazines that are adressed in this thesis included a
number of articles on stars. Even films were promoted by way of the actors that
were starring in them. In this section, | will specifically deal with the texts on star
biographies, everyday lives, and the major patterns that can be tracked in almost all
of them. | would like to note that although these articles played a role in
constructing a star image, | do not argue that such texts were fictional. Neither am |
guestioning their historical accuracy. Rather, | am concerned with the ways that
stars were fabricated as specific figures and with the patterns that were common in
these texts, to better understand the ideal person that was presented in the

discourse.

106 |bid., 24.
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It appears that one dominant star who was the center of the interest at that time
was Rudolph Valentino. Artistik Sine published an article series translated from the
infamous American magazine Photoplay. The series was the autobiography of
Valentino and it was published for about seven weeks. The series titled “Rudolph
Valentino: My Life —according to Photoplay” probably started in its 4t issue, which
did not survive today.'%” We see the series on the first page of the magazine until its
10t issue. Additionally, there were a number of articles on Valentino and his films in
addition to his biography. It is quite clear that there was a certain interest in
Rudolph Valentino when it comes to Artistik Sine, but that interest was common in
other magazines too. Film Mecmuas! also published a star biography series under
the title “Big Artists,” and the longest biography was again Valentino’s, which
started in the first issue and continued in the following three issues as an article
series. Other star biographies followed Valentino’s in the article series, but each of

these biographies was notably short compared to his.
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Figure 3.1. Banner: "Fotopiley'e Nazaran Rudolf Valantino: Hayatim

Other than Artistik Sine and Film Mecmuasi, there were short texts that introduced
several stars and their films in Sinema Yildizi, Sinema Postasi,and Opera-Sine. The
general pattern these star introductions followed was a short summary of the stars’
lives and a list of the films they starred in. While narrating their life stories, most of
them were stressing specific characteristics of the stars such as beauty, uniqueness,
talent, and aptitude. The writings on the stars did not consistmerely of these

biographical texts, though. There were a number of texts which were interested in

17 The 5% issue starts with the expression “continuing from the 4™ issue.”
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the daily routines, hobbies, opinions, choices, and advice of the stars as well. Each

of these will be discussed in the sections below.

3.1.1. Being “beautiful,” “photogenic,” and “talented”
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Figure 3.2. Mary Pickford in the 6™ issue of Sinema Postasi

In the star biographies, beauty and aptitude (i.e., the talent that is naturally
inherent to the stars) were usually mentioned together to underline the uniqueness
of the actors and actresses. Mary Pickford, for example, was introduced as “the
most famous artist'% of the world” in a biographical article in Artistik Sine.r® While

telling the story of how she became an actress, the writer noted that film producers

108 The word artist, and sanatkdr which is the Turkish translation of the word, are
commonly used by cinema magazines for stars.

109 pjerre Sarian, “Meri Pikford’un Meslegi,” Artistik Sine/Artistic Cine, November 11, 1926,
6.
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had realized “her beauty along with her predisposition.” It seems that the actress
also agreed with the idea that appearance was an important factor in becoming a
star. In an article which inserted ten essential tips from Mary Pickford, one of them
was as follows: “Think on your photographs before applying [for becoming an

actress] and be convinced that you are photogenic and you look beautiful.”*°

Another article published in Artistik Sine noted that in order to become a star, “one
needs to have a photogenic face.”!'! It seems that being “photogenic” or “looking

IH

beautiful” was more important than “being beautiful.” In a different article
published in the same magazine, this slight difference between “being” and
“looking” beautiful became distinguishable when describing Madge Bellamy: “You
think she is an ordinary person if you see her in the city, but she actually has a
perfectly photogenic face.”'*? Such an emphasis on being photogenic would result
in a number of beauty contests in the following years. Ozyilmaz notes that beauty
contests were “relatives” of the star auditions during the 1930s.1'3 It is highly
possible that this tradition was also imported from America, for we see such stories
published in the 1920s cinema magazines of Turkey. For example, an article written

on how Mary Philbin became an actress noted that she started her career as a

result of a “fotojeni contest”:

Mary Philbin became an actress as a result of a fotojeni contest.
Her mother sent one of her pictures without her knowing. Mary
grumbled when she saw her photograph was published in a
daily newspaper.

Many girls attended the contest and Mary was selected among
them as a cinema artist. One of the well-known directors, Erich
von Stroheim was a jury, and most of the girls attended this
contest were very beautiful.

110 “Sinema Artisti Olmak icin,”Sinema Yildizi, June 12, 1924, 11. (emphasis added)(See
Appendix E.)

11 “Meshur Sinema Yildizlari,” Artistik Sine/Artistic Cine, December 23, 1926, 7. (See
Appendix F.)

112 “pAcaba, Zannetiginiz Gibi Midirler?,” Artistik Sine/Artistic Cine, December 30, 1926, 7.
113 Ozge Ozyilmaz, “Tirkiye’de Sinema Yildizi Olmanin imkansizhgi: Yildiz Yarismalari,”
Toplumsal Tarih, no. 255 (2015): 83.
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Mr. Erich liked a maiden amongst these beauties... And they
responded with a sarcastic smile to this choice. However, von
Stroheim was not wrong; because Mary Philbin.. That pure
pupil girl showed the magnitude of her predisposition.'*

As we can observe in the excerpt above, Mary Philbin was appreciated for her
predisposition; however, she was auditioned via a photograph and the director was
somehow able to judge her talent by her physical appearance. Another similar
example can be observed in the article on how Helene Chadwick became an actress.
According to the article, an artist painted a picture of Chadwick and this picture had

become the cover of American Magazine. The story was as follows:

The president of the American Pathe Magazine liked the
picture very much and asked the artist who the girl was. The
artist did not tell. The next day, there was an announcement in
the newspaper as follows: “The girl on the cover of American
Magazine is expected to apply immediately to Pathe American
Cinema Company.” Helene Chadwick read the announcement.
She applied and became a “star” thereby.?>

In an article, Vedad Orfi (Bengii), who was the chief editor of Opera-Sine at that
time and one of the pioneering directors of Turkish cinema, inserted an anecdote
about the conversation he had with an anonymous woman who was planning to go
to Europe to become a star. When he asked the woman about how she got this idea
although she had no acting experience, she answered him: “I am not that ugly,
elhamdiilillah. My eyes look quite bright in the photographs.”*'® Here, we see that
the emphasis on being “photogenic” in terms of constructing a star image
corresponded to a reality in the audience’s minds as well. That is to say, the
audience participated in the construction of a star image as much as the media
texts. We can say that “stardom” was the product a number of mutual exchanges in
the meaning-making processes. Richard Dyer even highlights that “it has been

argued that a more determining force in the creation of the stars is the audience,

114 “Himaye Edilmis Bir Artist: Meri Filbin,” Artistik Sine/Artistic Cine, November 10, 1926, 9.
15 “Ansizin Gelen Sohret,” Sinema Yildizi, June 12, 1924, 6.
116 yvedad Orfi, “Sinema Sanatkarligi,” Opera-Sine, December 18, 1925, 1. (See Appendix G.)
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that is, the consumers, rather than the producers of media texts.”*'’ | think it might
be too assertive to assume that the media texts were less effective than the
audience in the creation of a star image, for they are interdependent. However,
what | would like to stress here is that the audience participated in the construction
of a star image too, by consuming and reproducing the given assumption that being

photogenic was an important aspect in becoming a star.

3.1.2. Specific conditions for the emergence of a star
Other than beauty and predisposition, the special characteristics of the star lives

were highlighted in the texts. Stars were described as people who were living an
extraordinary life that was different from that of anybody else. For example, in an
article on Mary Pickford, the actress was defined as “a person who was born and
raised with films.”*'® America and Europe in these magazines were defined as the
best places for a person to become a star. Specifically, Los Angeles was defined as
the “cinema capital of the world” by several cinema magazines. In an article about
the child star Jackie Coogan, for example, it was told that his acting career started
with his visit to this city: “Charlie Chaplin saw Jackie Coogan during a tour in the
cinema capital Los Angeles, and immediately engaged him in the film The Kid.”*'°
Similarly, a different magazine published an article which narrated the story of how
Ramon Novarro became a film star. It was told that Novarro escaped from Mexico

and took refuge in America. He went to Los Angeles and with the help of fate, he

became a star.120

As for the specific conditions that allow a star to emerge, theater had an extra
importance. Burcak Evren notes that the early examples of cinema had a strong
connection, either in a complementary or in a competing way, with theater: “Just as
painters both embraced and opposed photography, men and women of theater

were the first ones to develop an interest in cinema. Parallelisms [...] brought

117 Dyer, 109.

118 pjerre Sarian, “Meri Pikford’un Meslegi,” Artistik Sine/Artistic Cine, November 11, 1926,
6.

119 “Ceki Kogan,” Sinema Yildizi, June 12, 1924, 12. (emphasis added)

120 “En Meshur Sinema Artistleri: Ramon Navarro,” Film Mecmuasi/Le Film, February 20,
1926, 4.
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theater and cinema closer together, making it inevitable to thespians [sic] to

become the first ones to gravitate towards it.”*?!

In the cinema magazines of the 1920s, it was repeatedly emphasized that most of
the film stars had a theater past. Though there were a number of comparisons
made between cinema and theater, and though cinema was incontestably favored
in these comparisons, we see that many of the stars were acting in theaters before
they starred in films. Barry King examines the importance of the stage-acting
experience in the articulation of film stardom. He argues that the reason for valuing
stage performance before film acting is the “prioritization of intentionality,” that is
to say, the full control and awareness of actors of their role on the stage, which
provides them a sense of authorship.!?2However, in the films they would be either
under control of the director who could interfere, or their performance could later
be “edited” by means of film technology. One other reason might be that “acting is
taught in drama schools and colleges, such teaching has a stage bias” according to

King.123

The article series titled “Who are the Most Famous Stars of Europe and America and
How Do They Live?”'?4 that was published in Film Mecmuasi introduced a number
of stars in every issue. According to those short biographies, the stars that had a
theater past were Betty Balfour, Huguette Duflos, Georges Biscot, Max Linder, and
Reginald Denny. If we look at the big picture, five of the six biographies stressed the
fact that the stars were acting on stage before they became film actors and that
they had graduated from the conservatoire. Additionally, another article in the
same magazine, “The Most Famous Cinema Artists,” narrated the life story of Pola

Negri and noted that she attended a theater school, against the protests of her

121gyrcak Evren, “The Republic’s Reflection in Cinema: Muhsin Ertugrul,” in Republic: New
Individual New Life, ed. Ekrem lIsin, trans. Melis Seyhun Calislar (Istanbul: Istanbul Research
Institute, 2013), 95.

122Barry King, “Articulating Stardom,” in Stardom: Industry of Desire, ed. Christine Gledhill
(London and New York: Routledge, 1991), 168.

1231pid., 171.

124 “pvrupa ve Amerika’nin En Meshur Yildizlari Kimlerdir ve Nasil Yasiyorlar,” Film
Mecmuasi/Le Film, November 21, 1926, 2.
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mother. After the start of her career in theater, she was attracted by cinema

because “she was inclined to inquisition and progress.”1?

The stars themselves also attached importance to having a background on stage. In
the article about Mary Pickford’s tips to those who want to become a film star, she
noted: “If possible, get a stage training before venturing onto cinema as a job.”12¢

What | am actually concerned about is the appropriate conditions for the
emergence of a star according to the cinema magazines. My purpose in offering
these quotations was to draw attention to how the emphasis on a proper
environment, such as being in Los Angeles, having a conservatoire education and
stage experience, or even appearing in a beauty contest in a magazine, served this
idea. However, in the following sections, we will also see some examples that assert
such conditions were not necessarily requisite: The mythical belief that stardom

was equally possible for everyone.

3.1.3. Everyday lives of the stars: Working capacity
Speaking of the star biographies, the texts on the everyday routines of the stars

should be mentioned because they are correlated. Some of the articles on stars
directly narrated how the star spent an ordinary day. Others were the news items
on star lives, which were indirectly narrating their everyday life. A good example of
direct narration was an article that was titled “A Day in the Life of Mae Murray,”
and it gave the daily schedule of the star. The everyday routines of Murray were
sorted from what she had been eating to how she spent her leisure time. Each of
these will be handled below in separate parts, that is why | skip this for now. What

caught my attention are the commentaries of the writer at the end of the article:

Here, we see once again, that the life of a cinema actress is not
a life that is spent in idleness. When we explore the daily lives
of the stars such as Mae Murray, Gloria Swanson, Pola Negri,
Mary Pickford, we see that they rarely have idle times.

125 “En Meshur Sinema Artistleri: Pola Negri,” Film Mecmuasi/Le Film, February 20, 1926, 4.
126 “Sinema Artisti Olmak Igin,”Sinema Yildizi, June 12, 1924, 11.
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They are occupied in various ways. Do they even have a spare
quarter hour? | don’t think so. When they are done with one
work, they immediately start another. A film star rarely thinks
as “What am | going to do now?”

S/he always knows what to do. And there is always someone on
their side to remind what to do next. “It is 5:28. You have an
appointment with the press at 5:30...”

And always smiling, gracious, courteous, hospitable, they will
never show any sign of exhaustion.

Because, if an artist lets the tiredness set in, there is always
somebody who sees them and says: “Did you see how worn-out
s/he looks...”

These are the things that should not be mentioned.?’

Similarly, in another article which dealt with Pola Negri, it was noted that the
actress was praised by a director for her “working capacity (¢alisma
tahammiilii).”*?® Her everyday life was appreciated because of the fact that “there
is no tranquility,” for she worked non-stop. Mary Philbin was also described as a
hardworking actress who spent most of her time at the studio, and little did she
want to go out: “Her mother did not let her suffer from the hardships of the life.
Little did she let Mary go out on her own or with other young ones. The girl never
complains because of these restrictions. When she comes back home from the
studio, she tells that she was quite tired and does not want to go out. For her, there

is no other ambition than working.”*?°

The emphasis on “working hard” in the early cinema magazines in Turkey is quite
noticeable. On the above-mentioned article of Vedad Orfi in Opera-Sine,*° the
writer mainly emphasized that beauty was not enough for becoming a star: Hard
work was also essential; however, people were not aware of that fact. He argued

that the reason was that “the backgrounds of the world stars are not examined

127 “Mey Miirrey’in Bir Ginlik Hayati,” Artistik Sine/Artistic Cine, December 30, 1926, 5-6.
(See Appendix H.)

128 John Tremma, “Dilber Pola,” Artistik Sine/Artistic Cine, November 18, 1926, 4.

129 “Himaye Edilmis Bir Artist: Meri Filbin,” Artistik Sine/Artistic Cine, November 10, 1926, 9.
130 yedad Orfi, “Sinema Sanatkarligi,” Opera-Sine, December 18, 1925, 1. (See Appendix G.)
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well.” According to Vedad Orfi, only when the biographies of stars were examined
would it be possible for people to understand how hardworking a star was and how

much effort was required to become a world star.

3.1.4. Everyday lives of the stars: Leisure activities
Interestingly per contra, many of the articles on stars published in the cinema

magazines were also incentivizing people to become a star because of the “leisure
time” it provided. For example, in the article which was translated from the actress
Norma Talmadge, it was understood that she preferred cinema because of the
leisure time opportunities. According to Talmadge, theater actresses had little spare

time compared to cinema actresses:

There is one point in the countenance of the cinema stars: They
earn more money and live on welfare. Moreover, they have
more opportunity to take care of their family.

There is hardly any matinee in the studio on Sundays, and night
works are rare. Cinema artists are not the slaves of their art.

[...] | habitually go to bed early and fall fast asleep before a
theater actress washes her face and puts away her make-up. |
wake up early in the morning before the automobiles are out,
and take a ride on my horse in the tranquility. And while | am
ambling on my horse under the pure face of dawn, | pity
theater artists who cannot take the advantage of this life
because they go to bed late.'3!

When it comes to the article about the daily life of Mae Murray which was
mentioned above, no matter how much emphasis was placed on what a busy life
the actress lived, half of these activities actually consisted of her leisure time habits.
For example, we learn that after returning from the studio, she was used to

dressing up solely for fun, having dinner with her husband who was a director, and

131 Norma Talmadge, “Sinemayi Neden Tiyatroya Tercih Ediyorum?” Artistik Sine/Artistic
Cine, November 4, 1926, 5.
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having long conversations with him on topics irrelevant to cinema. Then they would

continue their chat on their loungers while smoking.!3?
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Figure 3.3. Meshur Sinema Kralicelerinden: Mae Murrey” in the 3" issue of Sinema
Yildizi

The contrast between the appreciation for the industriousness and the adoration
for the spare time that a star had is interesting. Adapting from Thorstein Veblen’s
The Theory of the Leisure Class, Dyer classifies “conspicuous leisure” and

“conspicuous consumption” as the characteristics of a star’s lifestyle. According to

132 “Mey Miirrey’in Bir Glinliik Hayati,” Artsitik Sine/Artistic Cine, December 30, 1926, 5. (See
Appendix H.)
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this perspective, having leisure time is a way of displaying wealth: “Conspicuous
consumption is the way by which the wealthy display the fact that they have wealth
in the scale which they consume and their access to the canons of taste and fashion,
but also the fact that they do not have to work.”*33 In this sense, leisure becomes an
important aspect of the everyday life of a star. We can think of the contradiction
between the emphasis on working hard and the appreciation for leisure time as one
of the major tensions that | mentioned in the first pages of this chapter. Here the
audience was both incentivized toward leisure activities, but at the same time, they
were encouraged to work hard. On the other hand, we can read the emphasis on
hard work as a discouragement against becoming a star. That is to say, becoming a
star was too tiresome for ordinary people to handle as an occupation. Thus, the
tension | mentioned at the beginning of the chapter becomes noticeable in such
contradictions: Star lives were both glossed models and unachievable dreams for

the audience in terms of everyday life.

In order to open up this contradiction a little bit more, | find it necessary to call up
Serif Mardin’s reading of Turkish modernization in relation to economic change
during the late Ottoman era. Mardin points to the perspective that approaches
“consumption” as an immoral attitude which was very common in the tradition and
in the early examples of Turkish novel writing. He draws attention to the
condemnation of “Bihruz Bey,” a typical character in Recaizade Mahmut Ekrem’s
novel Araba Sevdasi. Bihruz typifies the over-consuming modern Ottoman man.
According to Mardin, the motivation behind satirizing “Bihruz Bey” and the harsh
criticisms of such people was that personal consumption and the market-oriented
economy was seen as a threat to the traditional economic system, a system that
was constructed upon meritocracy and in which wealth belonged to the position,
not the person. That is why, according to the tradition, showing off wealth by

making generous expenditures was one’s way of showing status, and therefore

133 Dyer, 42.
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specific only to statesmen, as Mardin explained.3* Thorstein Veblen draws
attention to a similar point and notes that historically, the“conspicuous
consumption” of luxuries as a way of showing pecuniary strength was specific to the
“leisure class,” i.e., the people who do not need to work a for living. On the other
hand, the “industrious class” could only consume what was necessary.*® Thinking in
this sense, we can approach to the contradiction between leisure and hard work as
a tension that was specific to a time period which still had continuities of the

traditional way of thinking while being remarkably modern at the same time.

3.1.5. Fashion and sports: Leisure activity or professional requirement?
According to Veblen, clothing was one of the most effective ways of displaying

wealth: “Other methods of putting one’s pecuniary standing in evidence serve their
end effectually, and other methods are in vogue always and everywhere; but
expenditure on dress has this advantage over most other methods, that our apparel
is always in evidence and affords an indication of our pecuniary standing to all
observers at the first glance.”!3® From this point of view, Veblen continues by
explaining that an expensive dress shows the ability not only to buy and consume
but also to exempt oneself from the production side of the industrial processes. He
notes that women are quite appropriate for the demonstration of wealth via their

dress because of their particular engagement in fashion.

In the article about Mae Murray’s daily life that | mentioned above, although the
article tried to portray her as a hardworking person, the topics that were handled
were mostly about how she spent her leisure time. From this article, we understand
that clothing was a specific leisure activity for the actress. It quoted Murray as
saying that she would dress up for dinner with her husband merely because she

enjoyed it: “Although we do not have any guests for dinner, | dress up anyway. Thus

B4serif Mardin, “Super Westernization in Urban Life in the Ottoman Empire in the Last
Quarter of the Nineteenth Century”, in Turkey: Geographic and Social Perspectives, eds.
Benedict Peter, Erol Tumertekin and Fatma Mansur (Leiden: Brill, 1974), 403- 446.
135Thorstein Veblen, “Conspicuous Consumption,” in Theory of the Leisure Class, (New York:
Prometheus, 1998): 70.

136Thorstein Veblen, “Dress as an Expression of the Pecuniary Culture,” in Theory of the
Leisure Class, (New York: Prometheus, 1998): 167.
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dressing up becomes an entertainment for me. When | change my dress, | change
my personality.”!3” Here, we see that the act of dressing up goes even further than
displaying wealth and the ability to consume more than needed. Murray adds
another meaning to such an act: Changing one’s “look” was perceived as changing
one’s “personality.” Thus, “looking” became an expression of “being.” More
importantly, “dressing up” not only for films but also for “entertainment,” i.e.,
leisure activities such as having dinner at home and lying on the loungers, smoking,
and chatting with her spouse is quite remarkable. These were the things that
ordinary women could possibly do on a daily basis even if they were not a star. In
this sense, the article can be read as a guide to a star’s lifestyle: Changing their
“look” would allow women to change their “personalities.” It is observable that
Mary Pickford, too, attended to the matter by giving advice to ordinary people who

wanted to become a star: “Your wardrobe should be rich and assorted.”138

We see that fashion played an important role when it comes to star lives. In fact, for
female stars, the clothes they owned occupied a special place in the articles written
on them. A similar example on the clothing can be found in an article in which
Gloria Swanson was described as a “mannequin on the screen with lots of costly
(kiymetddr) clothes,” and the paragraph continued by mentioning that she was
receiving a grand salary for her dresses.'*® In the magazines, we see that men were
also included in the discourse: In the biography of Max Linder, it was noted that the
amount of money stars received barely covered their expenses, giving the example
that the actor had “torn apart his plug hat and lost a pair of cufflinks while shooting

for a film.”140

| would like to delve into the subject of consumption a little bit more at this point. In

his book Stars, Dyer invites us to recall Leo Lowenthal’s theory of “idols of

137 “Mey Miirrey’in Bir Guinliik Hayati,” Artsitik Sine/Artistic Cine, December 30, 1926, 5.
(emphasis added) (See Appendix H.)

138 “Sinema Artisti Olmak icin,”Sinema Yildizi, June 12, 1924, 11. (See Appendix E.)

139 Anthony P. Stoll, “Asi Yildizlar,” Artistik Sine/Artistic Cine, December 9, 1926, 6.

140 “Avrupa ve Amerika’nin En Meshur Yildizlari Kimlerdir ve Nasil Yasiyorlar,” Film
Mecmuasi/Le Film, November 21, 1926, 2.
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consumption,” Lowenthal studies biographies published in popular magazines and
draws attention to a shift in emphasis between 1901 and 1941: In the earlier period,
the biographies’ subjects were “‘idols of production’—people interesting because
they achieved something in the world, made their own way, worked their way to
the top, were useful to society: bankers, politicians, artists, inventors, businessman.
In the intervening years, however, there is a shift to the ‘idols of consumption’.”4!

It is quite possible to track the early examples of this shift in the Turkish case as
well: Earlier magazines dealt with cinema as a completely new technology and the
people whose biographies were inserted were the inventors of this new technology
or the people on the production side. For example, it is possible to find several
writings on Malul Gaziler Sinema Heyeti or Ertugrul Muhsin as film producers
published in Temdsd, a theater and performing arts magazine published before the
Republican period. Similarly, an article was published in ikdam on how the Lumiére
brothers became rich by inventing a new photographic plate.}*> However, as we see
in the cinema magazines of the 1920s, there was a shift in the appreciation which
put the “idols of consumption” at the center: “Twentieth century capitalism has
shifted decisively from an economy based on production to one based on
consumption — that the ‘problem’ for capitalism is not how to produce enough for
the market but how to sell the amount produced in excess [...]”**? According to
Lowenthal, as Dyer notes, “stars become models of consumption for everyone in a
consumer society. They may spend more than the average person, but nonetheless
they can be, on a smaller scale, imitated. Their fashions are to be copied, their fads

followed, their sports pursued, their hobbies taken up.”14*

| tried to draw attention to the topic of cinema being a site of the production-
consumption binary in the previous chapter and throughout the thesis. As for the
following paragraphs, | would like to deal with sports as a site of displaying wealth

and leisure.

141 Dyer, Stars, 45.

142 “Nasil Zengin Olunuyor? Fotograf¢i Lumiere,” ikdam, July 12, 1901, 3.
143 Dyer, ibid.

144 |bid.
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When it comes to the star biographies and everyday lives, we see that sports played
an important role. From the article about Murray’s everyday life, we learn how she
spent her holidays too: “On holidays, - there is more or less a hiatus between two
films — the actress occupies herself with sports. Tennis, golf, swimming, motoring...
These are the things that Murray likes.”'*> Dyer draws attention to an important
feature of such occupations: “Equally, activities such as sports or the arts are not
pursued for health or enlightenment but for the sake of displaying the leisure time
and money at one’s disposal. Thus a man’s athletic body may be much admired, but

only on condition that it has been acquired through sports, not labour.”14¢

Ozyilmaz notes that the emphasis on sports in the cinema magazines of the early
republic was quite compatible with Republican ideals, considering the construction
of the body was a political stance in these years.'*’ Therefore we can say that this
emphasis on sports was related to the construction of the modern body. For
example, there was a short feature titled “Bodily Exercises,” and it was about how
most of the stars were interested in sports and were even in competition with one

another:

Although Ramon Novarro is interested in every kind of sports,
he specifically likes tennis and swimming. His greatest
opponent in tennis is Charles Ray. However, as he rises up,
Ramon Novarro is afraid of Norma Shearer who is the
champion in swimming and diving. Novarro goes to the pool
every morning and starts his swimming exercise, which he
really loves. There is nobody else who dives headfirst as much
as he does. He showed this ability in the film ‘Ben Hur’ [1925] in
the sea-fight scene astonishingly.14®

In a very short biographic article written on Agnes Ayres, it was mentioned that the

actress liked riding, cycling, and playing golf.'*° Though most of the time sports

135 |bid.

136 Dyer, Stars, 43.

147 Ozge Ozyilmaz Yildizcan, “Erken Cumhuriyet Déneminde Hollywood’un Alimlanmast:
Kadinlar, Gengler ve Modernlik” (doctoral thesis, Istanbul University, 2013), 42.

148 “Bedent idmanlar,” (Musavver) Tiirk Sinemasi/Le Cine Turc (lllustre), May 5, 1927, 3.
149 “Anyes Ayres,” Sinema Yildizi, June 12, 1924, 13.
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were leisure activities, it is also possible to see that they were handled as a
necessity for a star. For example, an article published in Sinema Yildizi on how
Helene Chadwick put on weight after a holiday break said that she had almost lost

her job because of it:

Last year when she returned from holiday visit, the cinema
director has seen that Helene Chadwick put on total 11
kilograms, and he told the artist that she needs to lose weight
or it would be impossible for her to have a role in the film, and
Helene Chadwick started crying and thus she had such a reply:

- Mademoiselle, crying is not a proper precaution for losing
weight. You should think of something more worthwhile.
Desperate Helene immediately consulted a doctor and the
doctor told her the expedients to lose weight. Those expedients
were running, rope jumping and playing ball. In fact, the actress
followed the advice of the doctor and has been able to lose
weight in a month.>°

150 “zayiflamak igin,” Sinema Yildizi, June 19, 1924, 12. (See Appendix .)
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Figure 3.4. “Zayiflamak icin” in the 2" issue of Sinema Yildizi

Being athletic was seen as a necessity for a star not only for the sake of conditioning
the physical appearance as in the example of Chadwick. In addition to “looking
good,” sports was a must for “acting,” according to an article in Artistik Sine. The
article titled “Famous Cinema Stars” sorted a number of skills that an actor needed
to achieve, and argued that the ones who had all these capabilities could earn lots

of money and become famous worldwide. The skills were sorted as:

Jumping off a train that is in motion, jumping off a bridge to the
water, climbing a tree, scaling a wall, going across the rooftops
on an iron wire, getting on a down conductor, going down from
a rooftop along a water pipe, rolling down the stairs step by
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step, swimming, boxing, dancing, weight lifting, grabbing a man
by the waist and throwing him out of the window...?>!

In The Theory of the Leisure Class, although Veblen insistently emphasizes that the
most explicit feature of the upper class is their exemption from industrious labor,
he notes that “The instinct of workmanship is present in all men.” That is why
several activities such as sports, social duties, and aesthetic pursuits might be
constructed as a necessity for the leisure class, as a result of a “make-believe”
process.'> In the cinema magazines, we see that sports can be both a leisure
activity that is pursued for entertainment and a specific requirement for a star to
stay in the business. It is possible to conclude that neither the stars nor the writers
of these articles handled film acting as equal to industrial labor, especially
considering the aesthetic and intellectual meaning that was attributed to the

4

occupation. That is why no matter how they are constructed as a “professional
requirement,” sports and fashion were the specific signs that confirm the stars’

belonging to the “leisure class” in Veblen’s sense.

Now that we have examined the major characteristics of the writings on stars in
terms of biographies and everyday life, we can move to the next section of the
chapter. It appears that at some level, star lives were the concern of the cinema
magazines in terms of consumption. Although | tried to question the main
emphases of these articles and discussed how we can approach them, there are still
some points that need to be analyzed further. In the following two parts, | aim to
handle a number of the articles on stars that dealth with issues other than their
biographies and everyday lives, and to carry the discussion further by drawing the
attention to the major tension once again: Giving countenance to becoming a star,
and rigorously drawing the lines by dissuading others from pursuing the profession

through the articles published in cinema magazines.

151 “Meshur Sinema Yildizlari,” Artistik Sine/Artistic Cine, December 23, 1926, 7. (See
Appendix F.)

152Thorstein Veblen, “Conspicuous Consumption,” in TheTheory of the Leisure Class, (New
York: Prometheus, 1998): 93-94.
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3.2. How to Be a Star: Recipes for Ordinary People
In the previous section, | analyzed star biographies and traced the major patterns

that were similar in each article. The main question of both the previous and
present section can be summarized as “Is it possible to take these writings as a
model for everyday life or an encouragement for people to become a star?”
Therefore in this section, | will keep questioning the purpose of the articles written
on stars. The star biographies which were the main material of the previous section
could be read as a motivation for people to become a star. However, this message
was only implicit. In this section, | will deal with texts which were explicitly
promoting stardom. This will help me to problematize the subject on a theoretical
basis and let me address my questions once again from a different perspective. | will
start by examining articles on “how to be a star.” Then | will question if stars were
ordinary people and if it was possible for everyone to become a star. | aim to
ground my analysis on the discussion on the problems of “ordinariness” and “myth

of success” in star theories.

Sinema Yildizi published an article in its very first issue in 1924, in which, after
shortly summarizing the life of Mary Pickford, the writer translated ten basic tips
from the actress for the people who wanted to become a film star. | have already
mentioned some of these tips above, such as “making sure to look photogenic,”
“having experience on stage before becoming a film star,” and “having a rich and
assorted wardrobe.” The rest of the tips were, however, written in the negative
form: “Do not launch out before providing one-year-money of sustenance,” “Do not
aspire to be a cinema artist if you do not already have an occupation to get back to
when you fail,” and “This is a difficult job. If you do it just for fun, the results will be

very inauspicious for you.”1>3

At first glance, the article seems to be motivating the readers and guiding them to
becoming a film star. However, the general tone of the writing evokes deterrence at
the same time. Many of the sentences were written in negative form. The other

ones were also suggesting special requirements such as “having experience on

153 “Sinema Artisti Olmak icin,”Sinema Yildizi, June 12, 1924, 11. (See Appendix E.)
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stage,” which obviously was not possible for everybody. There was another article
in Artistik Sine about the actress Mary Philbin, and the argument was that
experience was not essential for a person to become a star.'> In fact, we see in a

number of the star biographies that “success” was unexpectedly acquired.

3.2.1. “The myth of success”: Luck versus hard work
In Stars, Dyer discusses Albert McLean’s theory of the “myth of success”, which is

grounded on the idea that America was a society that is free from the class system
and where success is equally possible for everyone. Dyer argues that this theory is
grounded on contradicting elements, and all of these elements are true for
stardom. These elements are: “(i) that ordinariness is the hallmark of the star; (ii)
that the system rewards talent and ‘specialness’; (iii) that luck, ‘breaks’, which may
happen to anyone typify the career of the star; and (iv) that hard work and
professionalism are necessary for stardom.”!>> The contradiction amongst these
elements is one of the basic problems | face when | am studying the articles written
on stars: The major patterns that | detected conflict with one another even in the
same magazine, and all of them are true for stardom. | have already drawn
attention to the opposition between “working hard” and “having leisure” for the
daily lives of the stars in the previous section. In the following paragraphs, | would
like to open up the subject in terms of the “myth of success” and analyze two
contrasting elements, i.e., “luck” and “hard work,” that were seen as important in
becoming a star. After doing that, | plan to deal with the stars on the basis of the
problem of “ordinariness” and “specialness” to question if stars were seen as

ordinary people or not.

In their biographies, many of the stars were described as people who had become a
star all of a sudden. The story of Helene Chadwick, for example, was titled “The
Fame That Blows In” and said that Chadwick unexpectedly became a star after her

picture was put on the cover of a magazine.’® Similarly, in an article in Film

154 “Himaye Edilmis Bir Artist: Meri Filbin,” Artistik Sine/Artistic Cine, November 10, 1926, 9.
15 Dyer, 48.
156 “Ansizin Gelen Séhret,” Sinema Yildizi, June 12, 1924, 6.
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Mecmuasi, it was noted that after Ramon Novarro went to Los Angeles, he had to
wait for “his luck to turn” to become a star.’>’ Agnes Ayres, who always wanted to
become a lawyer someday, “never thought that she would become a cinema artist
while studying in Chicago,”**® according to the article about her life published in

Sinema Yildizi.

It is possible however, to trace the lines which argue that hard work was more
important than luck. For example, in an article written by Vedad Orfi, a young
Turkish woman who wanted to go to Europe to become a star was sharply criticized.
Vedad Orfi argued that it was an illusion to think one could become a star easily.
The actors/actresses who had become a star were devotedly hardworking people

and yet, only a few could get the chance to be called a “star”:

In fact, one needs to have a brave heart to become an artist.
Confronting every sort of distress is a necessity. Acting is an
implacable enemy of pessimism, and it requires a great
endurance. [...]

Speaking of the actors, their backgrounds are not examined
well today. We should ask the actors how exhausted they were
until the day they assume the title of a star. There are only a
few artists who did not sweat blood as a bit player before
advancing to a reputable position.

Especially Europe is very conservative in terms of electing big
actors. Amongst the thousands of people working for cinema,
hardly fifty people can be considered to have the title “star”.1>°

In the excerpt above, what we can observe aside from the emphasis on working
hard, is the note on studying the biographies of the stars: Vedad Orfi turned the star
biographies into a subject to be “examined” in order to find out the ways of
becoming a star. This approach crystallizes the question that | have been asking

about the purpose of star biographies in the previous section.

157 En Meshur Sinema Artistleri: Ramon Navarro,” Film Mecmuasi/Le Film, February 20,
1926, 4.

18 “Anyes Ayres,” Sinema Yildizi, June 12, 1924, 13.

159 vedad Orfi, “Sinema Sanatkarligi,” Opera-Sine, December 18, 1925, 1. (See Appendix G.)
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Figure 3.5. “Pola’nin Bir Ed4-yi Latifi” in the 7" issue of Artistik Sine

What is striking about the emphasis on working hard is that it was usually
mentioned alongside a star’s “natural predisposition for success.” Stars might have
been hardworking people, but they also had genius. Here, | would like to continue
with the contradiction between ordinariness and specialness. We can observe in
many of the texts that stars were described as people who had a natural
predisposition to become stars. In other words, they were not seen as ordinary
people. For example, in anarticle titled “Beautiful Pola,” the actress was described
as an “exceptional artist (nadire-i sanat),”and a “genius (dehd)” when it comes to
her working capacity.'®® According to the writer of the article, Negri was “created
with a peculiar temperament” which differentiated her from other actresses. That is

why beyond being an actress, Pola Negri was also a “star” according to the article.

160 John Tremma, “Dilber Pola,” Artistik Sine/Artistic Cine, November 18, 1926, 4.
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Another magazine dealt with the same actress in the same manner: According to
the short biography of Negri in Film Mecmuasi, this “greatest artist of Europe” had

become a film star because of her natural propensity for progress.t6!

The life story of Huguette Duflos in this sense is important. According to her short
biography that was published in Film Mecmuasi, the actress had attended the
conservatoire in Paris after “all sorts of trouble” and finally got a job in Comédie
Francaise. However, although the actress had a natural predisposition, she needed
to wait for her “luck to turn” to be discovered by a director.1®? It is possible to track
almost all of the contradicting elements that Dyer draws attention to: Duflos was an
ordinary girl who had a monastery education, she worked hard to become an
actress, and she needed to wait for her luck to turn, so that her specialness would

be discovered.

As we can observe in the articles about the stars, there was a great interest in how
they become a star in the first place. Even though they were quite short articles, the
star biographies were mainly dealing with how these significant people had become
a star. Usually, the “myth of success,” i.e., the presupposition that everybody is
equal when it comes to becoming a star, is a complicated theory consisting of
contradicting elements. It is difficult to determine what actually was effective in
becoming a star. Some of the stars were described as ordinary but lucky, some
others were hardworking but also special people. A star could even have all four of

the contradicting characteristics, as can be observed in the case of Huguette Duflos.

161 “En Meshur Sinema Artistleri: Pola Negri,” Film Mecmuasi/Le Film, February 20, 1926, 4.
162 “Avrupa ve Amerika’nin En Meshur Yildizlari Kimlerdir ve Nasil Yasiyorlar,” Film
Mecmuasi/Le Film, November 21, 1926, 2-3.
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Special VS. Ordinary

l

Lucky VS. Hardworking
(not ordinary) (not special)

Figure 3.6. Greimasian Semiotic Square

Above is a conceptual map, a Greimasian semiotic square about the myth of
becoming a star, that we can picture by analyzing the content of the cinema
magazines. If we are to speak in terms of the map, we see that although specialness
seems to be the opposite of ordinariness, they indirectly amount to the same thing
when it comes to luck and hard work. Stars might be special because they are lucky,
but they also need to work hard to be successful. On the other hand, in order to
become a star, an ordinary person might work hard but this would be not enough:
They will need to wait for their luck to turn. In the end, it is not very clear what was

seen as a determinative factor in becoming a star.

Adorno and Horkheimer invite us to consider the ruthless reality that is actually
known by the masses but nevertheless disregarded: It is quite naive in the first
place to believe that everybody can possibly become a star, ignoring the role of the

“pleasure industry” in deciding the lucky ones:

Not everyone will be lucky one day — but the person who draws
the winning ticket, or rather the one who is marked out to do
so by a higher power — usually by the pleasure industry itself,
which is represented as unceasingly in search of talent. Those
discovered by talent scouts and then publicized on a vast scale
by the studio are ideal types of the new dependent average.
[...] The girls in the audience not only feel that they could be on
the screen, but realize the great gulf separating them from it.
Only one girl can draw the lucky ticket, only one man can win
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the prize, and if, mathematically, all have the same chance, yet
this is so infinitesimal for each one that he or she will do best to
write it off and rejoice in the other’s success, which might just
as well have been his or hers, and somehow never is.163

Therefore, the question we must address at this point should be related to the
purpose of these articles. As | have already argued, these stars were probably
constructed as the models for everyday life, that their lives could be copied even by
ordinary people at some level. They were not only the “idols of consumption” in a
society in which capitalism was forming a new face of consumerism, but they were

the “idols” in terms of ideology too.

3.2.2. “The powerless elite”: Stars and politics
Steven J. Ross notes that in 1918, FBI leaders needed to order secret agents

because they were afraid that stars might affect politics in America. Although they
did not have direct power, the writer draws attention to the fact that the audience
was actually voters and that “glamorous stars” would be more easily able to
iinfluence people than “drab politicians.” Charles Chaplin, for example, who was
seen as the “first major star to use movies as an ideological weapon” in America,
and who was an addressee of the “red scare” after the 1950s, was actually quite
active during World War 1.1%*He held a number of “liberty loans” and gave speeches
with his fellow actor Douglas Fairbanks.®> However, the political stance of Chaplin
never made its way into the cinema magazines in Turkey. Chaplin, one of the
biggest actors and a the comedy genius, was handled only with his films, production
company, and personal life such as the news about his divorce.'®® Francesco
Alberoni prefers to handle stars as “The Powerless ‘Elite’,” and argues that they
were important figures of a community even without holding any institutional

power. Nevertheless, according to the author, “The system has never, indeed,

183Theodor W. Adorno and Max Horkheimer, “The Culture Industry: Enlightenment as Mass
Deception,” in Stardom and Celebrity: A Reader, eds. Sean Redmond and Su Holmes
(London: SAGE, 2014), 39-40.

164 Steven J. Ross, introduction to Hollywood Left and Right: How Movie Stars Shaped
American Politics (Cary: Oxford University Press, 2011).

185Wes D. Gehring, “America’s Misunderstood Patriot,” USA Today, July 2011, 33.

186“Carli Caplin Zevcesinden Ayrilmistir,” Artistik Sine/Artistic Cine, December 9, 1926, 7.
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sought to legitimate the position of the stars on any other basis than their
personality, their private life, their friends, their intimate tragedies and their
eccentricities.”®” That is to say, their influence on the society was rather a symbolic

one, which did not go beyond representing the existing values of a community.

According to Dyer, stars might “raise political issues directly or indirectly through
life-style or sex-role typing.”*%8 Although it is not possible to detect political content
in the cinema magazines of Turkey directly, such attention on Western stars and the
Western way of living can itself be viewed as an extension of the ideological
preferences of the time. To state it more clearly, since Hollywood films and its star
system did not need to go through a challenge in the press, we can assume that the
existing system favored the lifestyle that was shown in the films and the magazines.
We know that modernization according to a Western model was one of the main
objectives of the government policy during the early years of the Republic.
Nevertheless, the discussions around modernization were carried out mostly
around language. The intellectuals focused on the simplification of the Turkish
language and the main idea was to “purify” it from non-Turkish words. Orhan Kogak
examines the writings of Ziya Goékalp, an important figure of Turkish modernization.
According to Ziya Gokalp, as Kocak notes, “culture (hars)” and “civilization
(medeniyet)” were separate entities and while the former was national, the latter
was international.l®® While Ziya Gokalp had seen language as a part of what he
called “culture,” technology was a part of what he called “civilization.” | think this
point is important because cinema did not go through such an examination in the
1920s by any of the intellectuals, most likely because of the separation that was
made between the civilization and culture in the early years of the republic. Cinema
was generally seen as a “technology”, which was a field of “civilization,” and hence

it was not a subject of the discussions around modernity in this sense. The

7Francesco Alberoni, “The Powerless ‘Elite’: Theory and Sociological Research on the
Phenomenon of the Stars,” in Stardom and Celebrity: A Reader, eds. Sean Redmond and Su
Holmes (London: SAGE, 2014), 73.

%8pyer, 4.

1890rhan Kogak, “1920’lerden 1970’ lere Kiiltiir Politikalari,” in Modern Tiirkiye’de Siyasi
Diisiince: Kemalizm, eds. Murat Giiltekingil and Tanil Bora (Istanbul: iletisim, 2001), 374.
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language, on the other hand, was one of the major fields upon which most of the

discussions around modernization were carried out.
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Figure 3.7. “Zevcesi Lita Grey’i Tekrar Tatlik Eden Carli Caplin”

Speaking of language and literature, it is important to stress that the films at hand
were silent films at that period of time. Patrice Petro draws attention to the
adaptability of silent films to different cultures for the reason that neither the
language nor the accent existed in the movies as an alienating component. On the
other hand, “sound technology made the movies far less malleable, restricting their
cultural adaptability.”*”? Since the films that were screened in Turkey during the
1920s were silent films, the films could have a visual effect on Turkish culture, for

what was represented by the stars in the films and in their personal lives were quite

170 patrice Petro, “Stardom in the 1920s,” introduction to Idols of Modernity, ed. Patrice
Petro (New Jersey: Rutgers University Press, 2010), 12.
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compatible with the modern lifestyle that the republic projected. The films were
“showing pictures” but not “talking any language,” therefore they were not a threat
to the culture. Media texts, on the other hand, could interpret and construct them
as they wished, as was done in these cinema magazines; and people were expected
to copy them in their daily lives. In summary, Hollywood films were translatable
components of Turkish modernization, for they did not push the limits that were
drawn by the state, and they could be interpreted according to the ideals of the

republic.

One more point that Petro underlines is the politically noncontroversial stance of
Hollywood in the 1920s. Quoting from Vasey, Petro notes that “Just as the
American industry had to persuade its domestic audiences that its productions were
harmless and morally sound, its domination of the markets of the world depended
at least in part on its ability to convince its foreign customers that its output was
inoffensive and ideologically neutral.”!’* On the other side, Dyer argues that it is not
possible to think or act free from ideologies, for “ideology is the set of ideas and
representations in which people collectively make sense of the world and the
society in which they live.”’2 By identifying with the stars, the audience was not
aware that they were actually identifying with a normative character that was also
constructed or appropriated by media texts. Therefore, what seems “ideologically
neutral” might actually have been the accommodation of a certain ideological
preference, for the reason that “ideology works better when we cannot see it

working.”173

Petro also gives a brief summary about an argument which suggests that the foreign
market was very important to Hollywood, “not only for the movies themselves but
also for fan magazines which encouraged personal identification with American
stars.”1’4 That is why the industry needed to submerge political issues to universal

topics. Thus, rather than controversial issues, stars were highlighted via universally

7hid., 9.
2pyer, 2.
1731bid., 109.
74petro, 10.
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accepted norms and values. For example, Sinema Yildizi published news about the
child star Jackie Coogan in the first issue, saying that the child star was taking the

cap round:

Little cute artist Jackie Coogan is on a journey around America
to collect monetary aid for the orphan kids in the Orient. He is
expected to raise about one million dollars. Jackie Coogan will
move off to the Orient to dispense the money himself.17>

3.2.3. The limits of desire
What is quite interesting is the tone of anxiety that can be traced in the writings

published in the magazines. As | have mentioned earlier, these magazines were
paving the way for a modern life, yet they were equally afraid of losing the control
of determining the limitations of this modernization. We see quite a number of
writings on the misfortunes that stars had to face in their lives. Ozge Ozyilmaz, who
examines the cinema magazines after the 1930s, notes that there were quite a few
articles published to warn readers who wanted to go to Hollywood to become a
star, and thus, these articles acted as a brake. Because the desire to become a star
was intertwined with the desire for modernization, the magazines were both
accepting the impracticability of becoming a star and reproducing stardom as an
object of desire.'’6This contradiction was not specific to the Turkish case: Quoting
from Mark Lynn Anderson, Petro draws the attention to the same contradiction that

was common for America during the 1920s:

“While the luxurious lifestyles of the stars had furnished the
industry with a concrete demonstration of Hollywood’s
transformative potential to elevate both taste and standards of
living,” Anderson explains, “the scandals point to the corruptive
possibilities of this new form of class mobility and leisured
consumption”. Corruptive possibilities, moreover, meant new
marketing opportunities, such as provided by the nation’s 2,335
daily newspapers (with a circulation of over thirty million).”*””

175“Sinema Alemi: Ceki Kogan iane Toplamaya Cikiyor,” Sinema Yildizi, June 12, 1924, 6.
176 Ozge Ozyilmaz, “Tirkiye’de Sinema Yildizi Olmanin imkansizhgi: Yildiz Yarismalari,”
Toplumsal Tarih, no. 255 (2015): 85.

77petro, 7-8.
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Therefore we can assume that the scandals, gossips, and misfortunes about the star
lives were necessary for the cinema magazines not only for the purpose of limiting
the audience’s desire, but also as the very source of the cinema magazines and
other media texts. In the following section, | would like to continue with these

writings published in the early Turkish cinema magazines.

3.3. “The Dream Soured”: Why not to Be a Star
Richard Dyer calls attention to a point in his work Stars: “Through the star system,

failures of the dream are also represented. [...] Consumption can be characterized
as wastefulness and decadence, while success may be short-lived or a psychological
burden.””® This concept, which Dyer handles under the title “the dream soured,” is
common in the fan magazines, as the writer notes. Such publications can be found
in the Turkish cinema magazines of the 1920s as well. Rather than simply attracting
the attention and curiosity of the audience, they might be published as a deterrent

to the desire of becoming a star.

3.3.1. The case of Rudolph Valentino
In 1926, Artistik Sine published a very dramatic and grisly article with a curious title:

“Redemption for Triumph: Do They Benefit Their Fame or Are They the Victims of
Their Fate?” In the article, the funeral of the star Rudolph Valentino was described

with a tense narration:

Rudolph Valentino’s funeral ceremony was held in New York.
Saint Malachy’s Church was full of “stars”.

The most famous and the greatest stars attended to this
trenchant ceremony. Mary Pickford and Douglas Fairbanks,
Norma and Constance Talmadge, Gloria Swanson, Pola Negri,
Richard Dix, Ben Lyon and others...

When the flower-covered coffin was getting out of the church
slowly, the traces of pity and horror was witnessed on the faces
of the attendants. There appeared a bizarre terror and thrill on
the faces of the stars.

At the church, everybody was thinking of only one thing:

178pyer, 50.
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“If Rudolph Valentino was not a cinema artist, he would not be
here now. If he stayed in Italy, and became a farmer instead, he
would be working in the yard, happy and alive.”

It is not common to pity the people who own everything in the
world and earn thousands of dollars weekly. Only when
somebody like this, who was blessed with the favors of the
destiny die, people empathize with them even though it was
too late. When they are alive, they are envied; when they die,
only then life is cherished.

In short, some pay for their success with their lives.1”?
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Valantino” in the 10th issue of Artistik
Sine

179 Alphonse L. Betanof, “Fidye-i Zafer: Sohretlerinden istifade Mi Ediyorlar, Yoksa
Mukadderatlarinin Kurbani Mi Oluyorlar?,” Artistik Sine/Artistic Cine, December 9, 1926, 7.
(See Appendix J.)
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The article was not contented with the story of Valentino’s funeral. It continues
with the stories of several stars’ misfortunes. Interestingly, Wallace Reid was given
as an example of the disadvantages of being a hardworking person. It was noted in
the article that he died because of this very reason: He did not take care of his
health and worked non-stop. Another example was Barabara La Marr, who was “a
victim of gaudiness and wealth.” According to the article, the actress came from
poverty, and when she had become rich, she gained weight. Because she was fat,
the audience did not like her anymore and critics wrote harsh comments about her.
That was why the sensitive actress went on a diet that caused her death. The article
ended with the note that Gloria Swanson was just as sensitive and could not bear
any critique. What makes this article interesting is the oppositional characteristic of
it: Everything that was admired about the stars that were sorted in the previous
sections of this chapter was reversed: Fame, wealth, hard work, and self-care. Such
aspects of the stars could be constructed from different points of view, both
positive and negative, and there appears to be no determining factor about which

approach was more accurate when it comes to the stars.

Another article about the death of Valentino was published in (Musavver) Tiirk
Sinemasi. This article was written to deny the rumors that the famous actor had
been poisoned. Though there was no counter evidence, the writer of the article
argued that some magazines were publishing gossip to take advantage of the
actor’s death.'® However, the article itself did not seem to be any different than
the others in this sense. It also tried to grab readers’ attention by discussing the
rumors about the star’s death. We understand that even two years after the
tragedy, Valentino’s death was still a hot topic and made its way into the
magazines. The star might have been dead, but his image was certainly alive and
constantly being reproduced in the media texts. A short biography of another dead
actor, Max Linder, appeared in Film Mecmuasi one year after his death, and this

article started by mentioning that “the death of the artist was really a great loss for

180 “Rudolf Valentino’nun Olimi Hakkinda Bir Efsane,”(Musavver) Tiirk Sinemasi/Le Cine
Turc (lllustre), March 21, 1928, 3.
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the cinema world. The suicide of miserable Max Linder, who was entertaining

everybody and making the entire world laugh, was a tragic incident.” !

3.3.2. Acting as a hazardous occupation
In some writings, acting was constructed as an occupation with fatal risks, and fear

of death was commonly used as a deterrent factor. An article titled “How Do They
Flirt... with Death” was published in Artistik Sine, and the readers were told that the
actors were living with the ever-present risk of death.®2 For example, it was noted
that stars faced the danger of losing their sight under the arc lamps, they risked
severe dermatological disorders because of their make-up, and they were under the
threat of death because of the electric shock caused by a little inattentiveness in the
studio. They were described as people living on the edge, and a number of specific
tragedies that stars went through were detailed. For example, the story of how

Mary Pickford almost drowned in the Hudson River was narrated as follows:

Mary Pickford was almost drowning in Hudson River once... For
the film, Mary was put in a sack and thrown overboard. She
was supposed to get out of the sack and swim ashore... But she
could not get out of the sack quickly and because her clothes
were soaked, she got heavy and went adrift while going down
to the bottom...

This curious case ended with the rescue of the actress by someone from the
coastguard, but it was noted that Pickford was unconscious when she was pulled
from the river. Another story in the same article was about Bert Lytell and Claire
Windsor. It was told that while shooting for a film in the desert, the two were on a
sand dune, and when the dune collapsed, the actors almost died: “Edwin Carewe
and the others shouted at Bert and Claire to run, but they could not make them
hear. Finally, Bert Lytell woke up to the danger and carried Claire down to the hill

unflustered. This is how the two have survived.”

181 “Avrupa ve Amerika’nin En Meshur Yildizlari Kimlerdir ve Nasil Yasiyorlar,” Film
Mecmuasi/Le Film, November 21, 1926, 3.

182 “Blumle... Nasil Cilvelesiyorlar,” Artistik Sine/Artistic Cine, December 30, 1926, 9. (See
Appendix K.)
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A third story that was told in the same article was about a fatal accident that Rod La
Rocque had. It was told that while he was acting as a knight, the director found a

frozen lake and wanted him to ride on the surface.

While Rod La Rocque was galloping on the ice, he saw that a
couple of meters away, the surface had been cracked. Though
he stopped his horse, he lost balance and fell down into the
water, and disappeared all of a sudden. Several minutes later,
when they got him out of the lake, his face was drenched in
blood... The helmet was broken and it cut his face. The doctor
who treated him worked a real miracle...

After all of the stories about the mishaps that almost killed the stars, the common
point was that stars were all living on the edge. We can approach the article above
from different perspectives, but the article sums up its purpose in its last sentence:
“Are there any amateurs who still aspire to be a star after seeing all the danger?”183
We can easily make inferences from this conclusion that the article had a deterrent
purpose. Rather than simply sorting the news for grabbing attention, the text
directly aimed at the audience and openly announced its objective by asking a

flashy question at the end.

In an article that was published in (Musavver) Tiirk Sinemasi, the American cinema
was criticized because of its exclusive preferencefor young actresses. It started by
complaining about “a very strict rule of American studios,” and according to this
rule, it says, “we will be in destitute of seeing Mae Murray in different appearances

and roles evermore.”184

It is understood from the article that even in 1928, most of
the well-known stars were in eclipse: Gloria Swanson and Norma Talmadge were no
longer seen on the white screen because they were viewed as too old, and Agnes
Ayres, Miles Minter, and Thomas Meighan had “disappeared like the snow melting
in the sun.”8> From this article which was about the “Fate of the Stars,” as the title

suggests, we understand that stars quickly got wasted by the studios, no matter

183pid.

184 Cecil George Felps, “Artistlerin Mukadderati,”(Musavver) Tiirk Sinemasi/Le Cine Turc
(lllustre), March 21, 1928, 3.

185pid.
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how famous they were. Again, from this article, we can understand that the

audience was warned about the fleeting nature of fame.

3.3.3. Glamor reconsidered
One interesting article that approaches the stars from a distinct perspective from

other writings in the magazines was published in Artistik Sine. The main subject of
the article was that stars were not so different from ordinary people and that they

were only technically polished before the camera. It noted:

The ones who are dreaming about stars will totally get
disappointed [when they see the stars in real life]. That soft
skin, shiny hair, attractive look... In summary, the beauty that
was admired on the screen will be found no more. In fact, the
faces that are appreciated on the screen were rarely actually
beautiful, in other words, the beauty of the Music Hall girls is
rarely available for cinema stars.18¢

The article continued by explaining the techniques how stars were “polished” in
front of the camera with the help of specific camera angles, lighting, and make-up.
The audience was informed that the stars were “photogenic” rather than
“beautiful.” It noted that “many young stars are wandering around the streets in
Hollywood without getting attention, yet their faces attract an audience of
thousands, both male and female, when they are on screen. Madge Bellamy is one
of those cinema people. You think that she is an ordinary person in the city, but she
has a perfectly photogenic face.”!®” This article was written to prove that what
people see on screen was fake, that all of the glamors of the stars were nothing

more than an optical illusion created by the cameras.

Although in this article the stars were constructed as ordinary people, we cannot
see any sort of encouragement for people who want to become a star. Actually, it

was rather discouraging people from the glamorous life they had been yearning for.

186 “Acaba, Zannettiginiz Gibi Midirler?,” Artistik Sine/Artistic Cine, December 30, 1926, 7.
(See Appendix L.)
187 |bid.
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In fact, even in the other articles in which stars were described as ordinary people,

the readers were warned against the false hopes of becoming a star:

Many of the young cinema star wannabes think on “how the
most famous cinema stars reached that glory and fortune”.
Amongst them, many young girls started the job by playing the
bit parts, thinking that one day they will get an important role
from a director. [...] But those blind wannabes, they rarely think
about the consequences and jump into a field where they would
not be successful.18

Vedad Orfi also warned young people who wanted to be a cinema star about the
hardships that stars go through and the possible disappointment they might
experience. Interestingly, rather than inhibiting the desire as a whole, he invites
those keen on becoming actors to become a “local” film actor: “It is, of course,
more preferable to progress modestly in our country instead of being ridiculous in

foreign countries.”18

In conclusion, we see that although the glamor of being a star was appreciated in
different ways in the cinema magazines, the audience was deterred from the dream
of becoming a star at the same time. The limits of the desire were designated by the
very cinema magazines which promoted it. Once again, we should question this
basic contradiction and try to understand what purpose these writings served. |
would like to argue that the lifestyle of the Hollywood stars was quite compatible
with the modern person that was projected by the early republic, or even further,
that it was the very model of what modern people should “look like.” The visual
opportunity that cinema enabled was quite effective. Hakan Kaynar reminds us of
the resistance of the people against the Western-style hats that the republic
wanted to officialize as a part of “clothing reform.” However, with the proliferation
of cinema, the opposition slightly faded away: “Only a decade later, the Istanbulite

began to identify the hat [...] with ‘John Wayne’ he watched on the white screen,

188“y\|dizlar Muvaffakiyetlerini Neye Medyundurlar,” Artistik Sine/Artistic Cine, December
16, 1926, 5.
18 vedad Orfi, “Sinema Sanatkarligi,” Opera-Sine, December 18, 1925, 1. (See Appendix G.)
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did he come to like this new headgear.”**° Turkish cinema magazines paticipated in
the discourse on modernization by making use of cinema to the full extent,

reconstructing star images even outside of the films.

In Stars, Dyer points to a historical paradigm which suggests that “in the early
period, stars were gods and goddesses, heroes, models — embodiments of ideal
ways of behaving. In the later period, however, stars are identification figures,
people like you and me — embodiments of typical ways of behaving.”°! Such a
change in the mentality, which Dyer prefers to call “de-divinization,” could be read
along with the secularization process of Turkish modernization as well. By claiming
this, | do not simply intend to refer to the fact that one of the five basic principles of
the Turkish Republic was “laicism.” Rather, | am referring to a much earlier mental
shift that was observed in the mindset of late Ottoman intellectuals: The eulogy
(kaside) written by ibrahim Sinasi Efendi in the name of Resit Pasa, for example, was
remarked by Tanpinar as one of the breaking points in the way of thinking for
Ottoman intellectuals. In this eulogy, Sinasi utilized religious terminology not only to
praise modern concepts such as “nation” and “civilization,” but also to exalt a non-
religious figure, i.e., Resit Pasa.'®’Guoting from Neal Gabler, Chris Rojek points to a
similar shift in the way people praise celebrities, drawing attention to the “moral
equivalence” between devotion to God and the glorification of celebrities:
“[Clelebrity culture is secular society’s rejoinder to the decline of religion and magic.
Celebrity culture is now ubiquitous, and establishes the main scripts, presentational
props, conversational codes and source materials through which cultural relations
are constructed.”'®® What is interesting is that although Dyer named this process
“de-divinization,” we see that celebrity culture actually operates in a similar way to
religion in people’s life and mode of behavior. That is why rather than interpreting

the process as “de-divinization,” | prefer to acknowledge celebrity culture as a form

190 Hakan Kaynar, “Daily Life on the New Regime,” in Republic: New Individual New Life, ed.
Ekrem lIsin, trans. Melis Seyhun Calislar (Istanbul: Istanbul Research Institute, 2013), 118.
¥ipyer, 24.

12Ahmet Hamdi Tanpinar, On Dokuzuncu Asir Tiirk Edebiyati Tarihi (Istanbul: Dergah, 2012),
200.

193Chris Rojek, “Celebrity and Religion,” in Stardom and Celebrity: A Reader, eds. Sean
Redmond and Su Holmes (London: SAGE, 2014), 173.
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of padding—an artificial insertion to the eviscerated religious feelings of the people

in this context.

On the other hand, the economic face of the story should not be forgotten: Graeme
Turner, who approached celebrities as “commodities” produced to make money,
notes that “Media entrepreneurs want celebrities involved with their projects
because they believe this will help them attract audiences.”*** This linking position
of the stars between the producers and the audience is important: As | discussed
above, the stars were the “idols of consumption,” the models for their followers on
how to “spend” their money and leisure time without necessarily becoming a star.

So far, | have argued that stars were models for ordinary people, i.e., the audience.
One more point that we should pay attention to is that just as these media texts
served to construct the stars, they also constructed an audience, which is an
essential part of cinema culture. Because the stars and the audience are
interdependent and they need one another to exist, the kind of audience the
magazines assumed is also important. We should also consider that the audience
was the “consumers” of not only these texts but the whole cinema business. That is
why in the following chapter, | will turn to focus on the audience and try to examine

how the audience was constructed in the cinema magazines of the 1920s in Turkey.

1%Graeme Turner, “The Economy of Celebrity,” in Stardom and Celebrity: A Reader, eds.
Sean Redmond and Su Holmes (London: SAGE, 2014), 193.
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CHAPTER 4
CONSTRUCTING THE AUDIENCE

In this chapter, | examine the audience that was constructed by the cinema
magazines in the early years of the Turkish Republic. As | mentioned in the previous
chapters, the audience was an essential part of the cinema business by being the
consumers and also an inalienable part of the star system. However, these are only
a few aspects of the audience that | aim to handle in this chapter. Here | want to
examine the audience more extensively: The audience as cinema magazine readers,
spectators, businessmen, or any group of people who were related to these cinema
magazines in some way or another. | would like to stress one more time that | am
dealing only with the discourse on the audience that was constructed by the cinema
magazines rather than referring to a historical or social “reality,” since these
concepts are also controversial in the first place. The audience that | focus on,
therefore, will be a “constructed audience”: the audience that was envisioned by

the cinema magazines.

To be more specific about what | will be doing in this chapter, | would like to take a
general look at how audiences were represented in the cinema magazines. First of
all, 1 would like to note that there were a number of writings in these magazines
which call out to different occupational groups such as theater owners,
entrepreneurs, and merchants from different fields of business, as was discussed in
the first body chapter of this study. Furthermore, there were a number of articles
which do not have a direct relation to cinema, such as the pieces of advice on
advertisements and businesswhich probably aimed at businessmen and
entrepreneurs. We can even argue that in some cases, these magazines played a
role in attracting the readers’ attention to cinema and saw themselves as a bridge
between the film producers and the possible viewers. For example, Sinema Yildizi

noted its purpose by saying, “We aim to inspire interest in cinema.”?%®

195 “Sinema Sualleri,” Sinema Yildizi, June 26, 1924, 2.
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| want to note that | will use the word “audience” in singular form when | am
referring to the audience as a whole, and in plural form (i.e., “the audiences”) when
| am referring to the diverse groups within the whole. Speaking of the diversity of
the audience, we observe that their economic classes were taken into consideration
as well as their jobs. Their ethnicity was also noted by referring to them as “Tiirk”
and “Rum.” Their genders were specified by the language, by using both the
masculine and feminine form of the words that specify the subject. Sometimes
treated as “fans” of the stars, the audience was also “consumers” according to the

magazines.

In the texts that dealt with the audience, we find hints of early film presentations in
Istanbul, viewing routines and the programs that were designated by the theater
owners. That is why in the first section of this chapter, | will start by describing the
environment in which the films were screened in order to have an idea of the
cinematic experience of the audience. Then, | will dredge up the characteristics of
the audiences such as gender, ethnicity, and economic status. | will question who
the audience was according to the cinema magazines by tracking specific uses of the

words that were written to refer to the audiences.

In the second section of this chapter, | will elaborate on the subject by dealing with
the audience in the star system and commercial life. As | mentioned in the previous
chapter, stars and the audience were interdependent. In other words, stars need an
audience, which can be specified as “fans” for this case. Therefore | will trace the
early attempts of how the “fan audience” was constructed. However, these people
were also the “consumers” according to the cinema magazines, as | described in the
previous chapters. In this chapter, | will go a step further in terms of the commercial
side of the story and point to the strong connection between the audience and the
cinema business. In the texts that claim to describe the demands of the audience, it
is difficult to differentiate the real demand of the audience from the promotions. In
other words, in such texts titled “What the Public Likes,” it is not so clear whether

the people really “like” or “expected to like” certain films. Also, advertisement was
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seen as one of the essential parts of the film industry. That is why | will be focusing
on the commercial field once more, but this time from another viewpoint, one

which places the audience at the center.

As for the third section, | will point to one of the major discussions in audience
studies: “effects theory.” | will dig into the question of whether cinema had an as
much of an effect on audiences as was imagined. Will Brooker and Deborah Jermyn
point to a paradigm shift in audience studies which asserts that the audience was
not seen as a “passive” mass of people in recent studies.!%® Rather, they constitute
an important role by actively participating in the meaning-making process.
Therefore, in the third section, | will not only draw attention to the estimated effect
of cinema on the audience but also the active participation of the readers in the

discourse.

The texts that | make reference to in this chapter consist of the articles on the
audience directly, the articles on the cinematic atmosphere of the time, answers to

readers’ letters, questionnaires, promotions, and advertisements.

4.1. Cinematic Experience in Early Republican Turkey
4.1.1. Film presentations and programs
| would like to start this section by looking at the texts describing presentation

routines. This will help to understand what kind of an environment the audience
was placed in. When we look at the texts about the audience in the cinema
magazines, we have a general picture of the environment that the films were
presented in. That is why | am going to have a brief look at such writings in the

cinema magazines.

An article that was published in the second issue of Artistik Sine described thefirst
film presentation in Istanbul. Although the article gives the date of the first public

presentation in Hamalbasi as 1906, we know that it actually occurred in

nm

196 “paradigm Shift: From ‘Effects’ to ‘Uses and Gratifications,”” chapter introduction to The
Audience Studies Reader, eds. Will Brooker and Deborah Jermyn (London and New York:
Routledge, 2003), 5.
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1896.9"However, the article was probably telling a fictional story, as we understand

from the vagueness of the given names:

- Haci Aga, haven’t you heard of the curious news that
everybody talks about recently? How come you did not see or
hear that when darkness falls, in the big shop in Hamalbasi
Street, there goes many carriages and automobiles, with men
walking or sitting, on the white wall of the shop?.. My God, Haci
Ada, terrifying, what an unprecedented thing... There, they
burn a man alive... They put him in an iron cauldron, light a
fire... And...

Haci Aga hulked up as he heard these words of young Mehmet,
and took the hookah tube out of his mouth, and said:

- So what... Do you mean they boil him... Allah Allah!... Come
on, let’s go... Let’s go to see that horrible thing... How much is
it?

- Thirty coins, Hacr Aga...

- Quite expensive... It should have been twenty...

Two friends got up and headed towards Hamalbasi Street. They
came in front of a big wooden gate that was standing where
“Yeni Pazar” grocery store runs today. A man was shouting at
the top of his voice in Turkish and Romaic:

- Come... Come on everybody.. Unheard, unseen.. New
invention... See the cinematograph... Come on!...

The big crowd was listening to this incredible legend right
before them. Everybody was hesitating to give thirty coins. All
of these men were small retailers. And the rich and wealthy
passing by with their costly cars were looking at this scene of
people with scornful eyes.

Haci Ada and his nephew Mehmet entered in a roomy place
that was lit up by two windows. When the door closed, they
saw about thirty men sitting on old chairs. In just a moment the
windows were closed... It was utter darkness in there... After
five minutes the film had started.

In fact, a terrifying scene... If you were to see this in 1926, you
would tremble with fear... Not because you see a man being
thrown into the boiling water, but because cinema has made
such a great progress in twenty years of a relatively short
time...

This was the year 1906... [sic] And it was the very first cinema in
Istanbul...1%®

197 Nezih Erdogan, Sinemanin istanbul’da ilk Yillari (Istanbul: iletisim, 2017), 76.
19 Antoine Paul, “Diin ve Bugtin,” Artistik Sine/Artistic Cine, November 11, 1926, 4. (See
Appendix M.)
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This short story that was written in 1926 by Antoine Paul, the editor of Artistik Sine,
gives us many hints about the early cinema experience and the audience in Istanbul.
We learn from the passage that the first screening in 1906 was in a dark room for
about thirty “men” of the middle class, who were sitting on old chairs. We can
estimate that the upper class was already familiar with the cinema, from their
“scornful eyes” on the people who met cinema for the first time. One other
interesting point is that the people were invited in two different languages, yet both
of these audiences could see the same film and have the same experience with no
language barriers since the films were silent. | mentioned in the previous chapter
how silent films were easily circulating around the world and how this “silence” was
an advantage for Hollywood films in the foreign market. What | would like to draw

attention to here is the pluralistic structure of the audience for this case.

Although the phrase above gives the date 1906 for the first film screening in
Istanbul, we know that first public screening occurred in Istanbul in 1896.1%°
Because the characters’ names were randomly chosen and they did not stand for
actual people, we can estimate that the excerpt above was probably fiction. On the
other hand, we have a real example of the earliest film screenings in Istanbul:
Erciment Ekrem Talu, who was present at one of those screenings and noted that
he was scared when he saw the film. So far, the early viewers’ shock in fornt of this
technology was associated with their primitiveness. However, Tom Gunning
underlines that it is naive to think the early audience was simply scared of the
content of the film.2% Instead, early viewers’ shock resulted from the “magical”
abilities of the filmic apparatus. The excerpt above is a good example of this
approach. Even though it was published in 1926, it noted that instead of the
content of the film in which a man was boiled in the cauldron, the original source of

the shock would be the “progress” that had been made in terms of technology.

199 Cited in Nezih Erdogan, “The Spectator in the Making: Modernity and Cinema in Istanbul,
1896-1928,” in Orienting Istanbul: Cultural Capital of Europe?, eds. Deniz Goktirk, Levent
Soysal, ipek Tiireli (London and New York: Routledge, 2010), 129.

200 |bid., 138.
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Tom Gunning, in his article where he introduces the term “cinema of attractions,”
draws attention to how the cinematic apparatus itself was an attraction as a new
technology for the early viewers. According to Gunning, what captured the early
audience’s attention was “its ability to show something.”?°* The important point
that we should pay attention to in the passage above is that although people went
to see the terrifying scenes in the film, they were invited to “see the
cinematograph.” Moreover, this possibly fictional story ends by implying a similar
thing: By saying “you would tremble with fear... Not because we see a man being
thrown into the boiling water, but because cinema has made such a great progress
in twenty years of a relatively short time,” it directs the readers’ attention to the
technology itself. One more point which proves that the act of “seeing” was more
important than the content of the films was the plot summaries that were used in
the announcements. In many of these summaries, the storyline was nearly
completely narrated. That is why we can predict that people already knew the
storyline before they saw a film. Therefore, rather than “what” was presented, they

went to the cinema to see “how” the story was presented by the apparatus.

When describing the early film screenings with the term “attractions,” Gunning also
draws attention to the connection between the early cinema and vaudeville
programs, noting that early film screenings were parts of larger variety
programs.2®?Interviews, announcements, and advertisements confirm that the films
were presented as part of a program in Turkey as well. In interviews with movie-
house owners, for example, usually both the interviewers and interviewees
emphasized how much effort was put into designing a “rich program.”?%*0Opera-
Sine, the house organ of Opera Film Theater praised itself for its “success in the gala
performances.”?%* An example of a program announcement that included a film and

other attractions can be found in Film Mecmuasi: According to the announcement,

201 Tom Gunning, “The Cinema of Attractions: Early Film, Its Spectator, and the Avant-
Garde,” in Film and Theory: An Anthology, eds. Robert Stam and Toby Miller (Oxford:

Blackwell, 2000), 230.

202 1bid., 232.

203 “jstanbul’da Sinema Hayati — Elhamra Sinemasi’nin 1340-1341 Mevsimi,” Mudhike,
December 24, 1924.

204 “Sinema Mubhbirlerine,” Opera-Sine, September 30, 1925, 14.
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Milli Sinema conducted a ceremonial “Valentino Week” for the deceased film star
Rudolph Valentino. It was noted that biographical information about the actor’s life
would follow the presentation of his last film The Eagle (1925).2% The following
announcement on the same page was of a variety program as well, including the

film Les Misérables (1925):

Two Weeks Later Iki hafta sonra
Victor Hugo’s work named (Les Viktor Hugo’nun (Le Mizerabl)
Miserables) iinvanh
a worldwide phenomenon cihangiimul eseri
in honor of the monumental Sefiller-...
spectacle .
muazzam temsili serefine
Les Miserables... o )
Milli Sinema (suvare du gala) tertip
Milli Sinema organizes a (soirée de etmektedir.. Miitenevvi varyete
gala).. several variety performances numerolart

Figure 4.1. Translation of the announcement of Les Miserables

Nezih Erdogan notes that the adoption of this presentation style without even
changing the term “soirée” brought a new concept of time to the people: “When
cinema came to Istanbul, it brought with it a new programme, imposing its own
temporality on the city.”?% Nevertheless, it is still possible to track the lines of
tradition mixed with this new kind of temporality that was imposed by cinema. For
example, in another announcement that was published in Film Mecmuasi, we see
an extra film was added to the program “on the occasion of Ramazan-i Serif.”?%’
Historically, the sacred month when Muslims fast for the day and break their fast
after the sunset, namely Ramazan, was also the month that traditional shadow
theatre Karagéz was presented. Erdogan points out the cinema’s resemblance to

the shadowplay: “The traditional entertainment forms, particularly Karagéz, bear a

205Fjlm Mecmuasi/Le Film, November 14, 1926, 5. (See Appendix N.)
206 Nezih Erdogan, “The Spectator in the Making,” 136.
27Film Mecmuasi/Le Film, March 24, 1926, 6.
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striking resemblance to the cinematic apparatus: the screen, with its aspect ratio,
lighting, and sound, must have prepared the audience for the cinema.”?%® Although
there is a notable similarity between the two types of attractions, | do not aim to
construct cinema in continuity with the traditional shadow theater. My concern
here is to draw attention to the local reception of this new technology. As modern
forms constructed a new subject in this “spectator-making” process, they merged
with traditional forms. Just as the spectator was designed along with the programs,
the reader-audience was constructed by the cinema magazines. Before going
deeper into the characteristics of this audience, | would like to trace the early film

presentations that can be found in the cinema magazines.

We learn from the cinema magazines that film screenings were accompanied by
music. The interesting point is that in the process of time, the musical performance
became a source of competition among the theaters. In the aforementioned article
which told the story of the first film screening, the article continued with the rapid
expansion of movie-houses in the following years. We learn that the music which
accompanied the films started to play the primary role in the theaters: “Finally, a
very great and courteous theater ‘Majik’ has opened... Before that, there was only a
piano in the theaters or a violin only on Sundays in the larger ones... Majik placed a
great orchestra instead of them...”?%° It appears that Majik was famous for its
musical performances as well as its well-designed programs. In another article
about Majik, we see that the programs were titled according to the composers,
such as “Beethoven Weeks.”?10 Bach, Liszt, Schubert, and Ponchielli were other
composers whose works accompanied the films in this theater. Not only Majik but
also Elhamra was praised by another cinema magazine for the music that
accompanied its programs.?!! It is possible to assume that each of these magazines

was promoting a specific movie theater, for most of them were the house organs of

208 Erdogan, ibid., 135.

209 Antoine Paul, “Diin ve Bugiin,” Artistik Sine/Artistic Cine, November 11, 1926, 4. (See
Appendix M.)

20Antoine Paul, “Halkin Begendikleri,” Artistik Sine/Artistic Cine, December 9, 1926, 6.
211 “jstanbul’da Sinema Hayati — Elhamra Sinemasi’nin 1340-1341 Mevsimi,” Mudhike,
December 24, 1924.
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these theaters. However, what we learn from this range of features is that music
was certainly an important aspect of every theater, to the point of becoming a
competition amongst the theaters. A famous Turkish composer of those years,
Cemal Resit (Rey), discussed the importance of the music that accompanied the
films in an article that was published in Film Mecmuasi. Cemal Resit criticized
audiences who thought that music was not necessary for cinema as “enemies of
artists, adversaries of music, coarse”; but he also said that musicians themselves

were partly to blame:

[...] | can say that if some people do not like music in cinema,
the blame is on the musicians. It is the duty of a musician to
select the tracks properly and play them beautifully to reveal
the prominence of a film and the value it is worth. However,
the majority of the lowly tracks that are murdered by the
players ruin the film. Even if the film is good, when the
melodies are not compatible with the happenings on the
screen, they devastate the charm of the film...?%2

Cemal Resit continued the article with his observations about the specific cases for
several movie presentations and offered his suggestions. Another important point
that we learn from Cemal Resit is that the use of music was not completely an
aesthetic matter. It also served a very practical purpose: “The reason why music is
present in cinema is because it covers the noise of the projector, or; it is seen on the
screen that people live, walk, talk, lions roar, revolvers burst, volcanoes erupt but

nothing is heard so the viewers are bored.”?!3

4.1.2. Diversity of backgrounds: Gender, multi-ethnicity, and “provinciality”
It should be noted that because the cinema magazines addressed in this thesis were

published in Istanbul, the information in them was mostly about the screenings in
Istanbul. However, there were a number of points in the articles that give us an idea
about cinema life in the rest of the country. In Artsitik Sine, the article titled
“Cinema in Our Province” compares Istanbul with the other provinces of Turkey.

The writer of the article, Antoine Paul, talked about one of his visits to the office of

212 Cemal Resid, “Sinemada Musiki,” Film Mecmuasi/Le Film, October 12, 1927, 1.
213 |bid.
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a “film trader (film taciri).” During his visit, he witnessed a conversation between
the trader and a big theater manager from another city. From Paul’s narration, we
learn that the anonymous manager did a bargain for fifteen films and rented them
for twenty days. Paul was confused by the deal and asked the film trader about the

viewings in other cities, and the dialogue went on:

- | guess one film will be presented each day, right?

- Right... In a small city, a film is not presented more than one
or two days; because the audience is limited.

- How come, in a city where almost twenty or thirty thousand
people live, a program cannot go on at the cinema even a

week?

- Only one thousand of this twenty thousand goes to the
cinemal!

- One thousand?... Weird!... Do not people like cinema over
there?

- On the contrary, they love cinema because they do not have
access to stage plays. Even if they rarely do, they do not
understand anything... Cinema, on the other hand, is visible and
comprehensible... That is what countrymen (tasralilar) love...
Even some of the villagers become dressy (sik) though they did
not cherish their life before cinema. Now they are engaged
both in cravat and in plow. However, the ones who regularly
visit cinema are the ones who live near to it.

- Why there are no other cinemas getting built in several
regions of this city?

- There is no electricity in most of the towns and moreover,
small financiers cannot afford a motor for electricity. In
addition, supplying for such things from Istanbul is very costly.
That is why they dither.?'*

Cinema life in other cities, as is understood from the passage above, was one of the
interests of the cinema magazine writers. It would not be wrong to consider that
the cinema magazines reached several provinces of the country. It appears that not
only Artistik Sine, but many other cinema magazines were concerned about the

cinema in other provinces. For example, Sinema Postasi published a response to a

214 Antoine Paul, “Vilayetimizde Sinema,” Artistik Sine/Artistic Cine, November 18, 1926, 3.
(See Appendix O.)
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reader letter from Afyonkarahisar. ?!> Similarly, an announcement in Film
Mecmuasiasked for the addresses of the film managers living in Anatolia.?'® Another
example is a questionnaire published in Sinema Yildizi, calling for the attention of
readers in Anatolia: “The publication of the cinema events in several provinces of
the country is both our and our readers’ interest. That is why we ask for the female
and male readers in Anatolia.”?!” What the questionnaire requested were the
answers to six questions related to the cinema buildings in their provinces, a
photograph of it (if possible), the interests and demands of the audience, the films
that were presented, and the names of the cinema owners. It appears that they
received positive feedback from one of the readers in Izmir. In the following issue
where the reader letters were replied to “Muhyiddin Bey from Izmir” received a
thankful response from the magazine, although the reader’s letter was not

published.?8

Even though the reader letters were not published in the magazines, the responses
were published with the name of the addressee in many cases. These names might
give us a general idea about the multi-ethnicity of the audience. For example, in the
13t issue of Film Mecmuasi, the responses were addressed towards “Monsieur
Pierre Berka of Pangalti,” “Cemile Sezai Hanimefendi of Sisli,”and “Ali Vahid Bey of
Makrikdy.”2° In the 8t issue of (Musavver) Tiirk Sinemasi, the reader letters were
replied under the title “My Mail,”and the replies were directed to “Jack [Beyoglu],”
“Hamdi [Istanbul],” “Willy [Bebek],” “Orhan Bey [Bebek],” “Parisienne [Beyoglu],”
“Marius [Istanbul],” [sicland so on.??° As can be seen from these names, the ethnic
diversity of the audience is remarkable. One other thing that we can understand
from these names is the gender of the audience. It is obvious that the

audienceconsisted of both male and female readers. What is more interesting is

215 “Karilerimizle Hasbihal,” Sinema Postasi/Le Courrier du Cinema, February 21, 16. (year
unknown)

216 “Anadolu’da Sinema idare Eden Meslektaslara,” Film Mecmuasi/Le Film, April 14, 1926,
3.

217 “Karie ve Karilerimize,” Sinema Yildizi, June 12, 1924, 14.

218 “Sinema Sualleri,” Sinema Yildizi, June 26, 1924, 2.

219 “Acik Konusmalar!,” Film Mecmuasi/Le Film, February 20, 1926, 2.

220 “postam,” (Musavver) Tiirk Sinemasi/Le Cine Turc (lllustre), November 2, 1927, 6.

96



that the title of the questionnaire that was mentioned above was “To Our Female
and Male Readers (Kdrie ve Kdrilerimize)”. In this title, not only was the difference
between the genders emphasized, but also the feminine version of the word
“reader” was mentioned before the masculine version. We know that the
spectators were divided according to their gender during that time even at the
screenings because it was not possible for Ottoman women to sit together with
men.??! On the other hand, emphasizing the gender differences of the readers in
the magazines served a different purpose in my opinion. Instead of exclusively
dividing the audience into two groups, this emphasis probably was rather an
inclusive one: By mentioning both female and male readers, the questionnaire
made a special call for women to participate and invited them to attend to the
discourse as well as men. Knowing that the masculine form of the word “kdri” was
actually the common word that stand for both genders, the writer specifically
preferred to use both versions, mentioning the female version primarily. Including
the feminine version of the word, thus possibly aimed to draw special attention of

the female readers and asked for their participation in the discourse.

4.1.3. Describing the audiences
Having brieflydetailed the early screenings and the diversity of the audience, |

would now like to look at the specific words and adjectives that were written for
the audience in the cinema magazines. The most common word that was used to
describe the audience was “the people (halk).” It is no doubt that the audience was
a part of the people in general, but in the cinema magazines, a number of special
characteristics were attached to the readers while designing them as the audience.
One repeated attitude was the attachment of a word that signifies the sympathy of
the audience towards cinema. When Artistik Sine promoted itself, for example, it
noted: “Reading Artistik Sine is of your benefit, for you love cinema.”??2 The same

promotion also promised the readers the title of a “critic”:

221 Nezih Erdogan, “The Spectator in the Making,” 133.
22 rtistik Sine/Artistic Cine, November 11, 1926, 5.
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Help this magazine to be known and we will present you a
perfect cinema magazine. By reading this magazine, which is a
real cinema encyclopedia, you will learn which films you should
watch. You will go to the cinema with the title “critic”
(mtinekkid), and you will enjoy the film in the dark cinema hall
two times better.??3

Another article that was published in the same magazine titled “The Progress”
celebrated both the progress of the films in the previous three years (1924, 1925,
and 1926) and the progress thathad been made in terms of the size of the audience:
“The people have nearly become cinema addicts... | know many people who hated
cinema last year, but now they have been regulars.”??*In this quotation, we see that
once again the act of cinema-going was described via strong emotional words such

n u

as “hate (nefret),” “addict (miiptela),” and “regular (miidavim).” Similarly, in the
announcements in Film Mecmuasi we see that the audience was described as “the
passionate ones about the art of cinema (miistdk-1 sanat-1 sinema)”’?*> when they
were invited to see the film Die Grdfin von Paris (1923). Another announcement
was of the “Valentino Week” on the same page, and it was calling on the
“appreciative art-lovers (kadirsinas ve muhibb-i sanat takdirkdrlari)” to attend the
program. A different cinema magazine, Opera-Sine, adopted a similar attitude when

it was describing the audience by calling them “male and female cinema-lovers

(sinema mubhibleri ve muhibbeleri).”?2®

In addition to love, addiction, and passion, the audience was constructed around
the feelings of “curiosity” and “interest.” In the same article of Opera-Sine, the
viewers (temdsdgerdn) were expected to show interest in “curious (merak-dver)”
films. Similarly, in Film Mecmuasi, the audience was referred to as “curious readers

(merakli kdriler)” when the recent news about the cinema life in other countries

223 |bid.

224 Anthony P. Stoll, “Terakki,” Artistik Sine/Artistic Cine, March 2, 1927, 3.
225Film Mecmuasi/Le Film, November 14, 1926, 5.

226 “Sinema Mubhbirlerine,” Opera-Sine, September 30, 1925, 14.
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was given.??’ In another issue of the same magazine, these with a particular interest

in cinema (sinema meraklisi) were encouraged to become subscribers.?%8

So far, | have tried to give a general picture of the film presentations in the 1920s in
Turkey and to take a brief look at their audience. However, audiences were more

” u

than simply “the people,” “the spectators,” and “the cinema-lovers.” They were

also an important component of the star system. Furthermore, they were

n u n

“consumers,” “merchants,” “investors,” and “entrepreneurs” in terms of business
life. Now, | would like to deepen the discussion by linking the audience that was
constructed in the cinema magazines with the topics that were discussed in the
previous chapters. In the following section, | will try to describe how the star system
worked in the construction of the audience. Later, | will focus on the commercial

aspects of the cinema once more, but this time from a perspective which puts the

audience at the center of the discussion.

4.2.Towards Fandom and Consumption
4.2.1. The audience as followers of the stars
In the former chapter, | delved into the ways that the star system works within the

discourse and how it proposes a way of living to readers. Stars and the audiences
are interdependent, in other words, they need one another to exist. This is the
reason why the audience is an essential part of the star system. When discussing
the different approaches in star studies, Richard Dyer reports an argument which
puts the audience at the center: “It has been argued that a more determining force
in the creation of the stars is the audience, that is, the consumers, rather than the
producers of the media texts.”??° It is important to understand that by media texts,
Dyer refers not only to written sources but to any output in the whole process of

film production.

In The Audience Studies Reader, Will Brooker and Deborah Jermyn attempt to

describe the “fan” subgroup within the whole audience. They emphasize that there

227 “Kiiciik Haberler — Sinema Havadisleri,” Sinema Mecmuasi/Le Film, March 24, 1926, 2.
228 “Mecmuamizin Faideli Tesebbusleri,” Film Mecmuasi/Le Film, November 28, 1926, 3.
229 pyer, Stars, 19.
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are a number of specific characteristics of fans which differentiate them from other

audiences:

[...] a sense of community based around this shared fixation,
which is often consolidated with visual signs of belonging such
as clothing, haircuts or related merchandise. Implied in fandom
is a sense of participation which goes beyond the ‘active
reading’ [...]; rather than simply create their own meanings in
the home or cinema, fans characteristically make cultural
artefacts of their own, travel across the country to meet their
idols or fellow fans and often reshape their own image as a
badge of their loyalty.?3°

Before introducing this specific audience group that was constructed in the cinema
magazines, | have to stress one point: Although these magazines attempted to build
a strong connection between the stars and their followers which was similar to the
“fan” subgroup described above, it is not possible to study them in exact terms of
fandom. That is why | preferred to use the expression “Towards Fandom” in the
heading of this section. We cannot exactly know if they reshaped their own bodies,
but cinema magazines taught them how to do so via the articles on sports, weight
loss, and fashion, as was discussed in the former chapter. They might or might not
travel across the country to meet the stars, but probably their mails did, as we will
see in the following paragraphs of this chapter. Thus, although they were not
completely compatible with the characteristics that were described above, some of
their features can be considered as the early traces of fandom. That is why rather
than calling them “fans,” | think it would be more appropriate to call them
“followers.” It is clear that there was a group of audience who had a specific
interest in certain stars, and the magazines fed this interest with texts. Therefore

these texts could be read as the early efforts that paved the way towards fandom.

In fact, we know that stars played an important role in attracting audiences. Most of
the times we see that the magazines used star images to draw the attention. They

presumed that the main interest of the audience was the stars instead of the other

230 Brooker and Jermyn, The Audience Studies Reader, 167.
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aspects of a given film. That is why most of the film announcements included the
star names in a prominent place. For example, in the 3™ issue of Film Mecmuasi, the
announcements of the films Michel Strogoff (1926) and Die Grdfin von Paris(1923)

included the names of the stars:

very soon
Michel Strogoff
the infamous adventure novel of Jules Verne
actor and actress: lvan Mozzhukhin — Nathalie Kovanko

very soon
The Countess of Paris
directed with the participation of four world artists (Mia May, Emil Jannings,
Gajdarov, Musette), the great film titled (The Countess of Paris) will be presented
for the honorable customers who are passionate about the art of cinema, with the
big efforts and generosity of Milli Sinema management.
Not a film like (The Countess of Paris) which gets this much attention was ever
made so far.. The scenes that flow with deep psychological analyses are quite rich.
Wait impatiently?3!

Similarly, many of the articles written about films, which usually offered a plot
summary, included the star names either in the title or right after the title. For
example, the film Don Q Son of Zorro (1925) was introduced in the fifth issue of
Artistik Sine with the headline “played by Douglas Fairbanks.”?32 Similarly, another
magazine mentioned the actor’s name in the title as well: “Cine-Opera Exclusively
Presents: Douglas Fairbanks in the film The Black Pirate [1926].”233 If we analyze the
title carefully, we can see that Opera Movie Theater presented the actor before the
film. In other words, the audience was invited to see Douglas Fairbanks in an act,

rather than the film itself.

This pattern, which consists of giving the names of the stars with the title or

headline or right after the title in the film summaries, was followed by the writers in

BIFilm Mecmuasi/Le Film, November 14, 1926, 5.

232 “Douglas Fairbanks’in Temsil Ettigi Kamcili Adam,” Artistik Sine/Artistic Cine, December
9, 1926, 10.

233 “Opera Sinemasi Hus(si Filmleri Heyet-i Miiteahhidesi: ‘Kara Korsan’ Filminde ‘Doglas
Ferbanks’i Takdim Eder,” (Musavver) Tiirk Sinemasi/Le Cine Turc (Illlustre), November 2,
1927, 8.
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almost all of the cinema magazines. Artistik Sine broke with the tradition in 1927, in
the last issue of the magazine that survived today, by giving the name of the
producer, screenwriter, set designer, and the production company for the film Krest
i Mauzer (1925) by the Soviet Union.?3* Probably because the film was produced by
the state, it diverged from the pattern that was designed by Hollywood’s star
system. However, as for the other films in Artistik Sine and other magazines that
were still active in 1927, such as Film Mecmuasi, we observe that star names were
still a dominant attraction for the films. Rather than giving the full cast, usually only
the star that played the leading role was mentioned in the title. For example, in
1927 Film Mecmuasi introduced the film Poker Faces (1926) by noting “Actress:
Laura La Plante” right next to the title.?3> This shows that even in 1927, which can
be considered as a late period for the magazines, star names were still important to

capture the attention of the audience.
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234 “salib ve Silah,” Artistik Sine/Artistic Cine, April 28,1927, 6.
235 “Kiralik Zevce, Miimessile: Lora Laplant,” Film Mecmuasi/Le Film, October 26, 1927, 8.
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The designation of the stars as the focal point in the cinema magazines is
observable in the columns written as a response to the reader letters. These
columns were texts where the audience became more concrete. Although their
letters were not published in the magazines, we can estimate what they were
concerned about from the replies written to them. Because most of these replies
were giving information about the stars, we can assume that the main interest of
the audience was the stars. Still, it should not be forgotten that it was the writers of
the magazines who called for questions from the readers. For example, Sinema
Yildizi invited readers to ask questions about several topics, inspired interest in
some certain points, and promised the audience it would give information not only
about the lives of the stars but also their addresses too: “We will inform you about
every kind of question you have about cinema, films, artists, and the addresses of
the artists. Write us without hesitation. What would you like to ask?”23 In this
statement, though Sinema Yildizi seems to promise the readers to give information
about any given subject, it actually guided the readers by showing them the topics
of interest. It was assumed that the readers would be interested in specific details

such as the addresses of the stars.

Seems likely that readers responded to the call just as the magazines thought they
would. Although we cannot exactly see what the readers wrote to the cinema
magazines, in some of the replies we see that the addresses of the stars were
actually given. For example, a reader of (Musavver) Tiirk Sinemasi got a response as
follows: “Send your letters for Douglas Fairbanks to: ‘United Studios’ in Hollywood
city, located in California — America. Corrine Griffith, Mary Pickford, Norma
Talmadge also reside at the same address.”?3” In the same column, another reader
was given the address of French actress Nita Naldi. In addition to the addresses, the
audience was also informed about the etiquette of writing letters to the stars. An
interesting example can be found in the third issue of Sinema Yildizi, published in
1924. Under the title “Cinema Questions,” reader letters were replied to, and

advice was given to a reader named Abdullah Sirri Bey from Kadikoy: “When you are

236 “Karie ve Karilerimize,” Sinema Yildizi, June 12, 1924, 14.
237 “postam,” (Musavver) Tiirk Sinemasi/Le Cine Turc (Illustre), November 2, 1927, 6.
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asking for photographs from the artists, attach a corresponding sum to your letter.

It would be customary.”?3®

What is worthy of attention is that cinema magazines constructed their value upon
the information they promised to give about the stars. For instance, the first
paragraph of the column titled “My Mail” in (Musavver) Tiirk Sinemasi was as
follows: “We would like to announce our precious readers that we prepared this
column to satisfy the wishes of the ones who would like to get information
especially about the cinema artists.”?*° In a similar sense, the manager of Cine-
Melek assumed that the main interest of the audience was the stars, so he started
the interview with saying: “We are glad to announce that this year our cinema will
be a well-known art house because the most famous and the most precious stars
and the artist of the cinema world will be gathered.”?%° Looking at these quotes, it is
quite obvious that both the press media and the cinema owners shared the same
opinion. That is to say, it was agreed that the main interest of the audience should
be about the stars, or to be more precise, that was the opinion constructed by the

cinema magazines.

One other way to strike interest in star lives and to construct an audience interested
in the stars was the use of visual material, mostly photographs. Almost all of the
cinema magazines published countless images of American and European film stars.
What is important about the audience here is that most of these photos were

”2419r “Madame

shared with such notes as “Gloria Swanson, favored by the people
Lily May, who is inundated with appreciation every night in Cine-Opera”?*? (See
Figure 15, 16). Even the subtitles of the pictures were claiming something about the
audience. We cannot evaluate if these photographs were published because these
stars were the actual favorites of the people or simply because the magazines had

only their picture in hand. What | am concerned about is the construction of the

238 “Sinema Sualleri,” Sinema Yildizi, June 26, 1924, 2.

239 “postam,” (Musavver) Tiirk Sinemasi/Le Cine Turc (Illustre), November 2, 1927, 6.
240 “Melek Sinemasi’nda Bir Ziyaret,” Film Mecmuasi/Le Film, November 9, 1927, 5.
M Artistik Sine/Artistic Cine, December 23, 1926, 7.

22 rtistik Sine/Artistic Cine, March 2, 1927, 3.
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audience in the cinema magazines as people who were specifically interested in
stars. Moreover, these stars were expected to be well-known by their appearance,
as we understand from the competitions that were organized. For example, in the
third issue of Mudhike, we see a picture was published with the following text:
“With his wife and his child, but who? Fifty people who know the answer will be
rewarded a book. In order to keep the rights of Anatolian readers, competition time

is two weeks.”?*3 (See Figure 17.)
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Figure 4.3. The Contest: “Zevcesi, cocugu, kendisi? Fakat kim? Bilenlerden elli kisiye
birer kitap hediye edilecektir. Anadolu karilerimizin hakkini muhafaza icin miisabaka
muddetleri iki haftadir.”

23Mudhike, December 31, 1924.
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4.2.2. The audience as customers
A point that requires special attention at this point is the writings on what the

audience liked, favored, and appreciated. Since it is not possible to measure the real
interests of the audience of that time and | rather focus on the discourse, | would
like to question if this was a way of promotion. In other words, rather than simply
accepting the statements such as “favorite star of the people” written by the
authors of these cinema magazines, | would like to explore whether such
statements might be a way of advertisement. An interesting self-reflection about
the topic can be observed in Artistik Sine. The author of the article titled “What the
Public Likes” starts by explaining the rationale behind his choice of title: “It would
be better if | titled this article ‘commercial films’; but here | am analyzing two
different topics, namely ‘likes of the public’ and ‘commercial films’. That is why just
like the cinema managers who give the films ‘alluring names’, | too prefer to give my

article this title.”2%*

Another interesting example can be found in Opera-Sine. After describing the
cinema environment as a competitive arena, the writer compared ten movie
theaters that were active during that time and promoted some of them, especially
Opera, because of being the press organ of this movie-house. After advertising itself
as the “only cinema magazine of the city,” regardless of all the other magazines, the
article concluded as follows: “We do not want to deceive our readers with fancy
words and gilded texts. We will give the truest of the information and our readers
will wait for our development impatiently.”?*> Such a claim is certainly interesting
by being highly aware of what advertisement is, yet pretending to put a distance to

it.

Aside from advertisement, the cinema magazines aimed to put other promotional
techniques into effect for their readers, such as subscription systems, special offers,
and gift vouchers. As for the subscription systems, especially the readers living in

Anatolia were called out to become a subscriber in order to stay up to date on the

244 Antoine Paul, “Halkin Begendikleri,” Artistik Sine/Artistic Cine, December 9, 1926, 6.
245 “Sinema Mubhbirlerine,” Opera-Sine, September 30, 1925, 14.
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discourse. For example, Sinema Mecmuasi asked for the addresses of cinema
owners living in Anatolia, claiming that although they wanted to send issues to the
other provinces, they did not want to risk the loss of the magazines because of the
wrong addresses. That is why “Cinema Managing Colleagues in Anatolia” were
recommended to subscribe to the magazine.?*® In fact, we understand that the
readers in the provinces were actually interested in becoming a subscriber. In
Sinema Postasi for example, the response to an unpublished reader’s letter said:
“There are special cardboards, so the issues that are sent to the subscribers do not
get ruptured.”?*” Judging from this reply, it is possible to say that the call for
subscribers met the objective, that there were readers who were interested in
becoming a subscriber. Another magazine, Opera-Sine,offered special incentives to
their subscribers: They announced that they would provide a discount on the tickets
of the “largest movie theaters in the city.”?*8Similarly, Film Mecmuasicarried out a
survey and promised a free annual subscription for three people draught and a free
monthly subscription for two people draught.?**Sinema Yildizi offered lottery tickets
in collaboration with two women’s magazines for readers who collected coupons

that were published on the bottom of the page of each issue.?>°

Compatible with the importance that was attached to advertisement and
promotional techniques, the cinema magazines of this specific period were full of
advertisements. From confectionery to couture, related or unrelated, every kind of
advertisement made its way into the cinema magazines. What should not be
forgotten at this point is that most of the cinema magazines not only targeted the
cinema goers, but people in general, including ones who might not be interested in
cinema as | mentioned earlier in this chapter. A good example was Sinema Yildizi

which said, “Our objective is not to write a textbook for our readers, but we aim to

246 “Anadolu’da Sinema idare Eden Meslektaslara,” Film Mecmuasi/Le Film, April 14, 1926,
3.

247 “Karilerimizle Hasbihal,” Sinema Postasi/Le Courrier du Cinema, February 21, 16. (year
unknown)

248 “Mikafatimiz,” Oprea-Sine, September 30, 1925, 15.

249 “pcik Konugmalar!,” Film Mecmuasi/Le Film, February 20, 1926, 2.

250 “Sinema Yildizi Karileri 500 Liralik Siis Piyangosuna istirak Edecekler,” Sinema Yildizi, June
12, 1924, 14.
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inspire interest in cinema.”?>! Similarly, an article published in Artistik Sine claimed
that people became interested in cinema by reading the magazine: “I know many
people who hated cinema last year, but now they have become regulars. These
people are reading Artistik Sine and so they have an accurate idea and information
about cinema.”?>? The question we must ask at this point is, “why would a person
who hated cinema read a cinema magazine in the first place?” It is easy to see that
the magazine was self-advertising at this point, but we must consider the possibility
that there might be different types of audience, such as advertisers who ran a
business from different occupational groups. It is no doubt that cinema magazines
were a commercial field, and they might attract a number of people who were not

necessarily cinema-goers, as we understand from the discourse.

As is understood from the magazines, there were a number of different audience
groups. The audiences did not simply consist of spectators and consumers; they
were also cinema managers, merchants, and producers from several fields. These
audiences were important in terms of being a part of the discourse. That is to say,
they were also producers in the meaning-making process. Other than the diversity
of the audiences, what we understand is that they had an active role in terms of the
construction of the discourse. In the following section, | want to touch upon this
subject and explain in detail what | mean by “the active audience” and to examine

the discourse in this regard.

4.3. The Active Audience
In the previous chapters of the thesis, | drew attention to how important the

advertisements were, as we understand from the articles about the advertisement
techniques and from how rich the cinema magazines were in terms of
advertisements. This, in fact, played a role in the designation of the audience as
“consumers.” However, | would like to underline that | am not approaching the
audience as a group of people who passively consumed whatever was given. |

already mentioned that they were also advertisers. On the other hand, though the

21 “Sinema Sualleri,” Sinema Yildizi, June 26, 1924, 2.
252 Anthony P. Stoll, “Terakki,” Artistik Sine/Artistic Cine, March 2, 1927,
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texts which were written on the likes and choices of the people were imposing a
certain assumption on them, we should keep in mind that the audience participated
in the construction of the discourse as well. In this section, | will question how

active the audience was in terms of constructing the discourse.

In The Audience Studies Reader, the editors invite us to be aware of a recent
paradigm shift in audience studies. According to them, during World War |, media
was seen as a means of propaganda. That is why there was a belief that the ideas of
the masses of people could be manipulated easily by the media. The pessimistic
approach to the effect of media on people was not only limited to the political
context. Rather, it expanded to a larger field that included even advertisers as the
manipulators of mass culture. However, this paradigm that saw people as masses
that were passively subjected to manipulation has come to change in recent
studies: The audience can be studied as more of a “selective” group of people who
do not simply absorb whatever is given to them. They can reshape the production
side of the media through their demands and choices. That is to say, recent studies
claim that the relationship between the producers and the audience was not a one-

way street, but more of a mutual exchange relationship.?>3

In the cinema magazines, we can find a number of articles which see the cinema as
a means of power that has a strong effect on people. According to some, cinema
could have been used to “educate” the masses. A good example of this was the
perspective of Ertugrul Muhsin, who said in an interview: “Now | see big
developments and activities regarding cinema and | am quite pleased by that,
because, it is known by everyone that cinema is the best medium of our age to raise
the educational level.”?>* This approach was quite similar to Opera-Sine’s: “Many
new theaters and cinema companies are built in our city. We wish that these would
widen the horizons of people and raise the aesthetic pleasure in the country.”?>® As

it is seen, these magazines handled cinema as an effective tool in educating

253 Brooker and Jermyn, The Audience Studies Reader, 5-11.

254 Antoine Paul, “Biiylik Tirk Sanatkar Ertugrul Muhsin Bey,” Artistik-Sine/Artistic-Cine,
March 9, 1927, 3.

255 “Sinema Mubhbirlerine,” Opera-Sine, September 30, 1925, 14.
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people.Cinema had an effect on people not only from the perspective of education,
but also from the perspective of their daily lives and fashion sense too. As | quoted
earlier in this chapter, the cinema owners had a conversation about the effects of
cinema on the people living in the provinces: “Even some of the villagers become
dressy (sik) though they did not cherish their life before cinema. Now they are

engaged both in cravat and in plow.”2°¢

4.3.1. Demands and opinions of the audience
Although such examples can be found, a more common claim of the magazines,

however, was that they were following the demands of the readers rather than
simply imposing a reality on them. Cinema might have played a role in the daily lives
of people and showed them how to “become dressy,” but this was the demand of
the people in the first place: According to an article in Artistik Sine, the audience

wished to see “luxury” in the films:

When it comes to the American films, people like them a lot...
Although their storylines are poor, they are produced
artistically. Elegance, delightfulness, a powerful technique, a
perfect acting; raise the beauty of the film and that entire
splendor makes the people forget the weakness of the
storyline. [...]

French films are highly in demand. [...] They are good in terms
of storylines because they were all adapted from the novels
with a high sense of luxury and magnificence.?*’

In a similar sense, we learn that propaganda films were presented during the war,
but again, they were treated as the “interests of the people” in the cinema
magazines. For example, an article in Artistik Sine told story of the war years:
“During the war, our cinemas were presenting us the horrible scenes from the
trenches. The people were showing a great interest in the cinemas. Even the elites

became regulars...”2°8

256 Antoine Paul, “Vilayetimizde Sinema,” Artistik Sine/Artistic Cine, November 18, 1926, 3.
(See Appendix 0.)

257 Antoine Paul, “Halkin Begendikleri,” Artistik Sine/Artistic Cine, December 9, 1926, 6.

258 Antoine Paul, “Diin ve Bugiin,” Artistik Sine/Artistic Cine, November 11, 1926, 4. (See
Appendix M.)
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According to the cinema magazines, people were interested not only in luxurious
films or propaganda films. It is understood that comedy was one of the most
preferred genres of that time. An article titled “Extraordinary Demand for Comic
Films” explained that “It is not surprising that there is an extraordinary demand for
the comic films” because these films were “expellers of exhaustion in terms of
entertainment.”?*® The article goes on: “Such films are successful not only for
Americans but for every civil people from all different colors and races. Because
laughter is a strong remedy that all of us want to buy in return for some money.” In
another article, comedy was again praised and Americans were presented as the
“kings of comedy” for the reason that many comedians were American such as
Buster Keaton, Charles Chaplin, Billy Bevan, Harold Lloyd, etc. 269 The
aforementioned article titled “What the Public Likes” published in Artistik Sine said
almost the same thing and pointed to the attention that comedy films received.
Other than American films, the article glanced over the world cinema and noted

that historical films were also liked by many people.?6!

When it comes to comedy, it appears that cinema managers were of the same
opinion. Cemil Bey (Filmer), the owner of Lale Film, shared his impressions about

people’s demand in an interview that was published in Film Mecmuasi:

Some of the common films of the famous comics such as
Charlot [Charles Chaplin], Harold Lloyd, Zigoto [Larry Semon],
Fattey [Roscoe Arbuckle] and American adventure films are the
ones in demand the most. Adventure films, as you know, are a
bit much exciting and curious..

Chase films, conspiracies are entirely consisting of motion and
these films are liked by everyone in terms of plot.. Detective
films are loved.. We collect films that are liked by the
community and work seriously in order to please our clients.
That is only why we are successful.26?

259 “Setaretli Filmlerin Ragbet-i Fevkaladesi,” Artistik Sine/Artistic Cine, April 28, 1927, 4.

260 “Komik Filmler,” Artistik Sine/Artistic Cine, March 9, 1927, 5.

261 Antoine Paul, “Halkin Begendikleri,” Artistik Sine/Artistic Cine, December 9, 1926, 6.

262 Film Mimessillerini Ziyaret: Birinci Milakat — Lale Film,” Film Mecmuasi/Le Film, April 7,
1926, 3.
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Similarly, the owner of Cine-Melek ends his interview by quoting a proverb: “The
wish of the people is the wish of God.”?%3 Although the cinema owners were
grounding their approach on a sacred base to stress the value of the people’s
demand, | think it is important to remember that still, such claims belonged to the
producers of the discourse, i.e., the writers and the cinema owners, not the real
audience. In other words, the media holders were speaking for the audience.
Nevertheless, there were a number of questionnaires published in several cinema
magazines that called for the opinions of the readers. That is to say, the audience
was invited to participate in the discourse. For example, a questionnaire published
in Sinema Yildizi asked the readers living in the provinces six questions,including
“What is the level of the attention that cinema gets in your province?” and “What
kind of films would you like to see?”?%% Another magazine, Film Mecmuasi,
published a questionnaire about the content of the magazine and asked for the

opinion of the readers:

1. What kind of pictures and articles would you like to see in
Film Mecmuasi?

2. Do you wish to see the series of theatre scripts, comedies,
vaudevilles, and short stories? How do you find the serial
stories and the whole magazine in terms of texts, format, and
content?26°

It appears that the audience was quite responsive to the call. In many of the
magazines, we see that certain columns were reserved to answer the reader letters.
(Musavver) Tiirk Sinemasi replied to reader letters in a column titled “My Mail,” and
introduced the column by stating: “We present this column to our respectable
readers who would like to get information especially about the cinema artists.”26°

Even though the readers were invited to write letters to the magazine, we should

not ignore that they were also encouraged to ask questions about the “cinema

263 “Melek Sinemasi’nda Bir Ziyaret,” Film Mecmuasi/Le Film, November 9, 1927, 5.
264 “Karie ve Karilerimize,” Sinema Yildizi, June 12, 1924, 14.

265 “Acik Konusmalar!,” Film Mecmuasi/Le Film, February 20, 1926, 2.

266 “postam,” (Musavver) Tiirk Sinemasi/Le Cine Turc (lllustre), November 2, 1927, 6.
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artists.”Sinema Postasi had a similar column titled “Chatting with Our Readers,” and

Film Mecmuasi had a “Frankly Speaking” section to reply to readers.

After 1930, we learn that in one of his writings, Fikret Adil claimed that many of the
writers in the cinema magazines were publishing replies to letters from the
“imaginary readers.”?®” However, when we examine the replies carefully, it would
be a more rational approach to consider that the replies were answering real
questions from actual readers. If these columns were not replying to real questions,
that is to say, if they were written simply because the magazines wanted to give
information about selected topics as Adil claimed, the texts would probably be
coherent and they would make sense on their own. However, we see some replies
that do not fit this mold, such as “To Hayri Bey from Goztepe: Not everybody thinks
in the way you do,”?®® “To Senai Bey - The aforesaid cinema was brought to
attention appropriately,”?®®and “To B. T. Hanimefendi — If you can visit our office on
Saturday or Monday you can have information about the subject matter.”?’° Since
the reader letters were not published, most of the replies remain meaningless on
their own. That is why we understand that these replies were addressed to an
actual audience group who really wrote to the magazines and wanted to participate

in the discourse.

4.3.2. Responses to reader letters
These columns that were addressed directly to the readers are the parts of the

discourse where the actual reader audience became most visible. That is why | find
it valuable to have a brief look at the topics they were particularly interested in.
First of all, many of the readers got replies about the stars, as expected. The
addresses of the Hollywood film stars were written, as | mentioned earlier in this

chapter. We see that there were also female readers who wanted to become a star

267 Erman Sener Mevlanagil, “Tirk Basininda Sinema Yazilari ve Dergileri,” istanbul Sehir
Universitesi Kiitliphanesi Taha Toros Arsivi Dosya No: 187/2-Sinema Dergileri,
http://hdl.handle.net/11498/10400

268 “Sinema Sualleri,” Sinema Yildizi, June 26, 1924, 2.

269 “Karilerimizle Hasbihal,” Sinema Postasi/Le Courrier du Cinema, February 21, 16. (year
unknown)

270 |bid.
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and even sent their photographs to the magazine, and one of them got the
following reply: “Jehan (Beyoglu) — Judging by your photograph, you are very
beautiful. When you go to Paris, apply to the film companies over there, but we

advise you to be cautious.”?’?

Other than stars, it is understood that the audience was interested in the technical
aspects of filmmaking. For example, Nuri Bey from Bayezid was probably curious
about a scene where the character got killed by a lion in a film, and he was told that
it was not the real actor; rather, it was a puppet.?’2 Another example was of Naim
Bey from Ortakdy. It is not possible to ascertain what exactly his question was, but
he got an answer about a technical subject: “Like photographs, films also have two
copies, ‘positive (miisbet)’ and ‘negative (menfi)'. The difference is that photographs
are consisting of panes, when films are long ‘pellicules’. From the ‘negative’ of the
f.ilm, a number of presentable films are produced.”?”® Such technical questions
show that the abilities of the cinematic apparatus were truly one of the main
interests of the people, as was argued earlier. Canan Balan points to the early
viewers’ obsessive interest in the technical aspects of cinema rather than focusing
on the aesthetic elements, and draws attention to the fact that the audience was

actually quite conscious and even critical towards this new medium.?’*

We see that the audience of the cinema magazines was not a merely passive mass
of people. They had questions, and when they were invited to voice them, they did.
Even when they did not, “reading” as a meaning-making process can be considered
as a form of active participation in the discourse. Michel de Certeau argues that

“consumption” was another way of production, usually invisible but affecting every

271 “postam,” (Musavver) Tiirk Sinemasi/Le Cine Turc (Illustre), November 2, 1927, 6.

272 “Sinema Sualleri,” Sinema Yildizi, June 26, 1924, 2.

273 “Karilerimizle Hasbihal,” Sinema Postasi/Le Courrier du Cinema, February 21, 16. (year
unknown)

274 Canan Balan, “Miinevverler Harikalar Sinemasinda: Yirminci Yizyil Dénimii
istanbul’'unda Sinema Deneyimleri,” in Tiirk Film Arastirmalarinda Yeni Yénelimler: 11
Sinema ve Yeni, ed. Deniz Bayrakdar (Istanbul: Baglam, 2015), 195-203.
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single aspect of our everyday lives.?’> Although we are tracing the early hints of
consumerism in these magazines, we should keep in mind that this sort of
consumption does not necessarily put the audience in a passive position. They
wereactive participants in the discourse by creating their own meanings and
patterns of usage. The act of “reading” in the first place was the result of an
intention. Like de Certeau suggests, it is another way of production. However, we
should also keep in mind that even the writers of the cinema magazines were also
consumers of the films. They were both consuming and producing their own
meanings, reading and writing, filtering them through their perspective shaped by
the local culture. Especially because we are dealing with the local reception of a
foreign cultural element, we cannot ignore the fact that the produced meanings
probably were the result of a series of exchanges. Brooker and Jermyn in The
Audience Studies Reader underline the role of the cultural background and affinity
to a specific community in the reception of a given media text: “Interpretations are
shaped by more than one aspect of social identity.”?’® That is why in the local
adaptation of a given product, such as films, the social background of the writers

comes to the fore.

In this chapter, | argued that the audience was an essential part of the discourse in
the cinema magazines. First, | examined what kind of an audience was estimated by
the writers of the cinema magazines. | pointed out that the audience was not a
homogeneous group of people: Their genders, ethnic backgrounds, and interests
might have been different, even to the point that some of the cinema magazine
readers were not necessarily cinema-goers. These magazines were a commercial
field and people from different occupational groups might have been there simply
because of commercial purposes, such as advertising. The writers wanted to inspire
interest in cinema for these people as well. Moreover, they paved the ways that
were leading to a “fan” culture. That is why numerous texts and pictures about the

stars were published, guiding the people to the subjects that they should have been

275> Michel de Certeau, The Practice of Everyday Life (Berkeley: University of California Press,
1984), xii.
276 Brooker and Jermyn, The Audience Studies Reader, 276.
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interested in. In the previous chapter, | emphasized that the details of the star lives
were published not because the magazines wanted to teach people how to become
a star, but rather to show people how to follow the stars without becoming one.
Now we can say that these texts were published in order to instruct people how to
become a “proper audience” as well. While showing the people the ways of being
the audience, the cinema magazines did not merely impose on them a one-way
reality, but asked for their participation in the discourse at times. They published
guestionnaires, examined the interests of the people, and invited them to write
letters to the magazines. The readers responded to the call and asked questions
about several topics. Though we do not see their letters, we understand that they
were eager to participate and had questions in their minds. That is why it is
understood that the audience of the magazines was an active audience. Reading
and consumption already was an active process. Because each text was written to
be read, the audience was an essential part of the discourse in the cinema
magazines. Nevertheless, it should not be forgotten that the data | analyzed here
was provided by the cinema magazines. What is analyzed here is the discourse,

which | would emphasize once again.
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CHAPTER 5
CONCLUSION

| started this study with the aim of studying cinema culture in the early years of the
Turkish Republic. When dealing with cinema, the common approach is to focus on
films. Similarly, when the handling the cinema of a specific period of time, the
general method is to turn it into a problem of history, which then results in
explaining cultural elements in relation to politics. | have opted to keep my distance
from both of these methods to better understand the complexity of the situation
within the discourse. That is why throughout the thesis, | kept emphasizing that this
study was an attempt to analyze the discourse, keeping in mind that the discourse is
also constructed and does not necessarily represent what is in practice. Still, this
should not mean that | handle the discourse as a field of fiction. Au contraire,
discourse represents a different form of reality that should be understood within its

owh elements.

This study deals with the discourse starting from a macro perspective, evolving
towards a micro perspective that ends up with the individual. That is to say, |
started with the analysis of the cinema business, and then focused on the star
systems to point to the connection between the producers of the media texts and
the receivers of this content. In the last part of the study, | examined the audience,
focusing my lens on the level of single human beings and what was on their minds. |
highly mind adopting such a method because | believe that any piece of work needs

ultimately to touch upon the human, especially in humanities and social sciences.

The center of cinema culture in the early republic was Istanbul. We do not know
whether the movie-houses in the provinces had house organs similar to those in
Istanbul, for most of them did not survive today. Nevertheless, it is not difficult to
assume that in the years when films barely found their ways to the countryside, the
emergence of such a press life was likely not possible, especially around cinema.

That is why the center of the discourse as well as the cinema culture was surely

117



Istanbul. However, we saw that Anatolia was one of the main concerns of the press
media in Istanbul. Cinema magazines asked for information about the cinema life in
the provinces, wanted to gain subscribers from Anatolia, and solicited reader
letters. Even when they carried out a contest, they wanted to keep the rights of
their readers living in the provinces, extending the deadline for the contests. This
shows that these magazines made conscious effort to include people living in other
cities in the discourse. Kaynar even argues that “One of the objectives of the
Republic [...] was to spread the somewhat spontaneously-sprouting civilization in
Istanbul across the entire nation.”?’”” When arguing this, Kaynar wants to draw
attention to the state control of modernization in the republic. However, | have
tried to differentiate the official state interference from the discourse that emerged
in the cinema magazines. We clearly saw that there was rather an organic
relationship that was constructed between the cinema magazines and their
Anatolian readers. It is possible to consider the permissiveness of the state as a
form of support, but it was probably nothing more than this. In other words, | do
not prefer to view Turkish modernization only in terms with deus ex machina: We
should not forget that regardless of the resistance, the potential conditions were so

long ready for such a change.

While designing the chapters, | paid attention to the connection between them. The
cinema business certainly was not a mechanical system. Their products did not
consist merely of films: Stars were just as well their products. Nevertheless, the
original source of celebrity culture was not the films, but the press media. That is
why | needed to focus on the star systems to better understand how they function
within the discourse. In the end, we saw that the discourse on stardom translated
something in the life of the audience. For that reason, | dealt with the audience in
the last chapter, and argued that they were a part of the cinema business as the
consumers on one hand, and a part of the star systems as their receivers on the

other.

277 Hakan Kaynar, “Daily Life on the New Regime,” in Republic: New Individual New Life, ed.
Ekrem Isin, trans. Melis Seyhun Calislar (Istanbul: Istanbul Research Institute, 2013), 107.
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It seems to me that the central issue that we can observe in all of these processes is
the problem of consumption. The cinema business emerged on the baseline of
production-consumption processes: First, we saw how the cinema magazines aimed
to construct cinema culture as a field of entrepreneurship. The producers were

n

handled as “managers,” “investors,” and “entrepreneurs,” while the audiences

”n u

were “clients,” “customers,” and “consumers.” In the following chapter, we saw
that stars were constructed as models for everyday life, not because they were
showing people how to be productive but because they were teaching people how
to “spend” from their money to their leisure time. That is to say, the stars become
the “idols of consumption” of a culture that was shaped around cinema. In the last
chapter, | showed that audience met these expectations by being the consumers of
the cinema business and followers of the stars. However, right at this point, |
underlined that consumption was also another form of production when it comes to
meaning-making process. Whether in terms of producing goods or consuming them,
we see that the cinema culture of the 1920s in the republic was shaped around
production-consumption processes. When it comes to the “meaning-making”
however, the tendency to explain the process again with the production-
consumption binary is a totally modern approach, | assume. Georg Lukdcs discusses
the ways of “knowing” (in an epistemological sense) before and after
modernization. He argues that before modernization, the episteme was merely a
problem of the opening of a curtain. With the modernity, however, after the
rejection of this kind of “given” knowledge, episteme became something producible
by humans and yet, always incomplete.?’® If we are talking about the Ottoman
context, we will see a similar process, considering the importance of “kesf
(inspiration)” as a way of knowing, interpreting, and perceiving the world. However,
in the 1920s, we have to consider the change in the mindset in connection with the
means of modernity. As a result, we inevitably find ourselves dealing with the
material in relation to production-consumption processes, even when the subject is

meaning-making.

278 Georg Lukacs, Roman Kurami (Istanbul: Metis, 2003), 42-43.
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No matter how often cinema was handled by means of consumption, still we see an
effort to attach an aesthetic and educative role to it as well. The stars were
constantly named “artist,” the audience was “art-lovers,” and the cinema itself was
a form of “art.” This interconnection between art and consumption processes
directed me towards the theories of Adorno and Horkheimer. Although their
arguments are usually found “too cynical” by the critics, the pessimism of their
arguments does not devalue the strength of their thesis. Seeing the effects of the
culture industry in the early stages of cinema culture raises questions about the
nature of the cinema as a site of technology. Turkish modernization, which was
dramatically fractured into two parts from the beginning and which handled

technology apart from culture, the problem intensifies.

| applied to most of the ideas of Veblen in order to understand celebrity culture in
relation with the role of “leisure,” which is a different sign of the economic class. In
a similar sense, Lowenthal’s conceptualization about the “idols of consumption”
crystallized many aspects of the popular culture even in today’s world, in which
social media becomes an ode to consumption and the conspicuousness of leisure,
producing countless “social media influencers” whose sole objective is to teach
people how to consume. No matter how important | find the arguments of these
theoreticians, | would like to note that my references were limited only to the parts
that | quoted from them. That is to say, | do not intend to construct my opinions on
their approaches as a whole. There are parts in each of their theories from which |
keep my distance, but this thesis was not a platform where | wanted to discuss and
criticize a number of theories. Rather, | attempted to carry out an archeological
study on material which had not been handled in detail before. | called on a number
of perspectives that can be helpful in understanding the cinema magazines of the

1920s in Turkey.

Although the material | have dealth with here is limited, the discourse is open for
further discussions. In this thesis, | did not include some of the texts in the
magazines, such as film reviews. The reason was to follow a certain pattern, and not

to drift away from the core of the discussion. Such texts that | excluded could be
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analyzed in another study with the tools of film criticism. The texts that | included
also can be handled from different perspectives. My arguments are just as well
open to further criticisms and discussions. That is why | would like to note one last
time that this thesis can be considered as a first step to initiate a discussion for

further analyses.
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APPENDICES

A. Ticaret Hayatinda Reklam - Film Mecmuasi/Le Film, Sayi 5, 28 Tesrinisani
(Kasim) 1926
Ticaret aleminin en mihim lizum ve ihtiyacindan biri de reklam oldugu 6teden beri

malum bir keyfiyettir..

Her hususta c¢ok ileri bulunan garp memleketlerinde ve bilhassa Amerika’da
(reklama) son derece ehemmiyet atfedilmekte oldugundan nazar-1 dikkati celbeden

bazi reklam eskalini karilerimize arz etmeyi faideli gordik...

Amerikalilar ¢cok ¢alisan fakat cok kazanan bahtiyar insanlardandir. Ticaret sahasinda
¢cok maddi disindrler. Bizim kiymetli bir atasézii olan (ekmeden bigilmez) darb-i
meselini (serpmeden toplanmaz) cimlesiyle hiilasa ederek ilan hususunda bir
dustur viicuda getirmislerdir. Her tesebbiste bu hakikati dislinerek akla hayale
gelmez reklam sekilleri bulur ve bunu tatbik ederler.. [G]azete reklamlarini ¢ok basit
ve ibtidai goren Amerikalilar gece elektrik tertibatiyla yanan, sénen miinevver
levhalar, kabil-i sevk balonlar jeplinler Gzerine bliylk hurGf ile yazilar ve resimler...
Sumendiifer lokomotiflerine, vagonlara, deniz hamamlarina sayfiye, otellerine,
damlarin diz sathina, kiremitligine kalin hurufat ile sekiller ve yazilar

yazmaktadirlar..

Her vyol Ustlinde go6ze carpacak yerlerde cazip renkli levhalar, resimle

gorilmektedir...

Tezat renklerden istifade eden reklam ressamlari afis atelyeleri muazzam levhalar...
tiyatro perdeleri cesametinde dekorlar yaparak birbirine rekabet halinde yasayan,
ve behemehal muvaffak olmak ve kazanmak isteyen miiesseseleri reklam ederler..

(Reklamsiz ticaret olmaz... Reklamsiz ticaret ruhsuz ceset gibidir) nazariyesi
Amerikalilar arasinda batin simuliyle sayi‘dir. Her miessese veya ticarethanenin

hususi katalogu, resimli mecmualari.. Yiizlerce reklam levhasi.. Kliseler.. Ortasi yazili,
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damgali hediyeleri vardir.. Mdsterilerine, alakadar muiesseselere bunlardan tevzi

ederler.

Amerika’da Reklamcilik
Servet, refah ve ihtisam diyari olmagla beraber sa'‘y ibda ve icad memleketi olan
Amerika’da bir semsiye fabrikasi yazlik ¢ok basit, Japonkari kagit semsiyeler imal

eder..

Bu rengarenk semsiyelere blytk hur(fat ile fabrikanin firmasini, idaresini yazip

birkag bin dane meccanen hediye eder..

Sicak bir tatil giinli sokaklarda bu semsiyeleri kullanan, bircok madam, madamuazel,

yeni icat semsiyeleri lizumu kadar teshir ve ilan etmis olurlar...

Tayyare ile tevzi‘at — bir biskivi; cikolata fabrikasi zarif pullar seklinde milyonlarca

reklam bastirip tayyare vasitasiyla her tarafa avuc avug serptirir.

Yelkenli gemiler ile reklam — Yelken hig sliphesiz glizel bir reklam vasitasidir. Bundan
istifadeyi diislinen bir otomobil fabrikasi ylizlerce yelkenli geminin yelken bezine

uzaktan goriinen okunakli kalin yazi ile mesela:

(Dinyanin en saglam otomobili) gibi bir cimle yazar. Cihanin her tarafinda giden bu

gemilerden a‘zami faide temin ederler.

Defter lzerine, mendil, fuci, teneke kutu, ev esyasi sigara tabagi, tepsi, sargi, ve
paket kagitlari, singer kagidi kagittan panama teflidi (?) sapkalar Gzerine reklamlar
basmak alelade sekildendir.

- Film-
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Figure A.1. Ticaret Hayatinda Reklam
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B. Metro-Goldvin [Metro-Goldwyn]Filmleri— Opera-Sine, Sayi 6, 21 Tesrinievvel
(Ekim) 1925

Muhterem Efendim,

Miessesemiz ma‘milatindan olan filmleri bitin Tirkiye'de isletmek U{zere
istanbul’da, Galata’da Voyvoda Sokagi’'nda, (51) numerolu Agopyan Hani’nin Giglincii

katinda yazihanelerimizi kiisad ettigimizi arz etmekle mibahiyiz.

“Metro-Goldvin” tarafindan viicuda getirilen filmler gosterildikleri diinyanin en
blyik sinema ve tiyatrolarinda daima halkin fevkalade ragbet ve tevecciihiine

mazhar olmakta ve biylik muvaffakiyetler kazanmaktadir.

Filmlerimiz, isimleri memleketimizde ma'‘r(f olan ve pek ziyade sevilen Lilyan Gis
[Lillian Gish], Doroti Gis [Dorothy Gish], Mey Miirrey [Mae Murray], Alis Terri [Alice
Terry], Ceki Kogan [Jackie Coogan], Lon Saney [Lon Chaney], Ramon Navaro [Ramon
Novarro], Adolf [Adolphe Menjou], Maryon Devis [Marion Davies], Levis Ston [Lewis
Stone], meshur sanatkar kdpek Furaks [Furax]... elh. gibi blylk artistlerle diinyanin
en blyik sinema yildizlari tarafindan temsil edilmis muhtesem ve pek zengin

eserlerdir.

Emsaline fa’ik kiymet-i sanatkaraneleri, mevzularinin tenevvi‘i ve intihabiniza arz
edilecek miktarlarinin kesreti itibariyle filmlerimiz en blylk hasilati temin

edebilecek mahiyettedir.
Metro-Goldvin Filmleri

Telefon: Beyoglu 358
Galata’da Voyvoda Caddesi Agopyan Han

133



Filmler

n

. Metro-Goldvi

1

B

Figure

134



C. Sehrimize Filmler Nasil Getirilir ve Nasil Kiralanir— Sinema Yildizi, Sayi 3, 26
Haziran 1924

Avrupa ve Amerika filmleri sehrimize iki suretle ithal olunur. Birincisi sermayedar bir
zat dogrudan dogruya kendi hesabina bir filmi mukannin?’® bir miiddet icin kiraliyor
ve bu middet zarfinda muayyen mahallerde kiralamak hakkini almis oluyor. Mesela
falan film, alti ay miiddetle Tirkiye, Yunanistan, Misir ve Suriye i¢cin muteber olmak
Uzere falan [e]fendinin Uzerindedir gibi... O falan efendi, bu filmi memleketimizde
Yunanistan’da Misir ve Suriye’de kiraya veriyor, ve neticede kendi verdigi parayla

kiradan aldigi para arasindaki farki da gelirini teskil ediyor.

Diger suret ise, sinema fabrikalarinin sehrimizdeki mimessilleri ve vekilleri
tarafindan olandir. Bu miimessiller, fabrikalarina filmlerini yine fabrikalarin hesabina
kiralarlar ve kendi komisyonlarini alirlar. istanbul sinema alemi nokta-i nazarindan
ice taksim edilmistir. Beyoglu, Kadikéy ve istanbul cihetleri herhangi bir filmin

buralarda ilk gésterilmesi hakki pahalidir. ikincisi ucuzdur.

Mesela Beyoglu’'nda bir defa gosterilmis olan (Ecel Kopriisi) Kadikoyl’'nde
gosterilmedigi icin Kadikdy sinemalarindan birisi tarafindan talep edilse pahali bir
fiyat talep edilir. Halbuki Beyoglu ve istanbul sinemalarindan bir bagkasi istese daha
ucuz verilir. Ciinkl (Ecel Koprisi) vaktiyle bir defa Beyoglu’nda gosterilmistir. Bu
sebepledir ki mezk{r filmin sahibi olan (Majik Sinemasi) Kadikdy (Vizyon)a yeni diye

ylksek bir fiyat talep etmektedir.

279 Mukannin: Yasa koyucu.
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D. izmir'de Film Ticareti — Artistik Sine/Artistic Cine, Sayi 16, 16 Mart 1927
izmir, 7 Mart 1927

izmir'de ve civarinda sinemalarin toplu ve yekdnlu bir halde bulunmasi izmir film
ticaretinin inkisafini icap ettirmistir. Filvaki izmir'deki dokuz sinemad[an] maada
Balikesir, Akhisar, Manisa, Kasaba (?), Odemis, Tire, Bergama, Denizli, Aydin, Nazilli,
Kula, Antalya, Soke, Usak, Isparta, Edremit ve Ayvalik sinemalari film ihtiyaclarini

izmir piyasasindan temin etmektedirler.

Bunun igin izmir'de miite‘addid film idareleri mevcuttur. Bunlardan “Elhamra Film”
ipekei kardeslerin, “Necat Film” Salih Necati Bey’in, “Anadolu Film” Namik Kemal
Bey’in, “Nisto (?) Film” Mosyd Taranto’nun (?), “De Polo Film (?)” Mo6sy6 Piyer’in,
“Asri Film idaresi” asri sinema siirekdsinin, “Lale Film” Cemil Tevfik kardeslerin, “Isik
Film” Mazhar Necati Bey’in idaresinde olup Isik Film ayni zamanda “Kemal Film”
ticarethanesinin izmir subesidir. (Kanamet (?) ) filmlerinin izmir acenteligi de

Mazhar Kafadar Bey’in uhdesindedir.

Bu film ticarethanelerinin izmir piyasasina arz ettigi filmler “monopol” mallar
olmakla beraber Yunanistan’dan ve Suriye’den gelen konturbant (?) filmler vakit
vakit piyasaya nahos tesirler yaparlar. iki sene evveline kadar bu konturbant filmler
meselesi izmir film ticaretini tehdit edecek bir halde idi. Fakat son giinlerde
sinemacilarla filmcilerin muttehid?®° bir halde bulunmasi bu mazarrati hayliden

hayliye tahdid?®! etmistir.

Izmir mevki‘-i cografisi itibariyle civardaki Yunan ve italyan adalariyla film ticareti
yapmak firsatina maliktir. Piyasamiz ara sira bu adalardan film talebine maruz kalirsa
da gumrik mesd’ilindeki?®? su‘betten?®® dolayi bu ecnebi adalarla muamele

yapamaz. Ciinkii adalara kira ile verilecek filmler izmir'e iade edildigi zaman tekrar

280 Mittehid: Birlesik.
281 Tahdid: Sinirlandirma.
82 Mesd’il: Meseleler.
283 Sy'bet: Guglikler.
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gumruk resmine tabi oluyor. Bi't-tabii otuz, kirk lira bedel-i icara?®* mukabil adalara
gonderecegi bir filme iadesinde elli altmis lira glimrik resmi verecegini bilen filmci

bu talebe cevab-i red veriyor.

Halbuki diger taraftan Yunanistan gimriklerinde yapilan teskilat sayesinde Yunanli
film tiiccarlari piyasamiza kendi filmlerini icar edebiliyorlar. icar icin izmir'e
gonderilen filmler Yunan gumriklerinden gegerken bir deftere kaydedilerek film
Uzerine de gimrigin resmi mihri basiliyor. Bu film isini bitirip de Yunanistan’a iade

edildigi zaman glimrik resmi araniimiyor.

Su hal Turk parasinin Yunanistan’a gitmesine mukabil Yunan sinema piyasasina Tirk
filmlerinin arz edilememesi gibi memleket iktisadiyati namina menfi bir netice ihdas

eyliyor.

Turk film piyasasina zarar ras?® eden ikinci bir mesele de oktruva resminin tarz-i
cibayetidir?®®, Bidayeten?®” izmir’e giren bir filmden izmir Belediyesi namina oktruva
aliniyor. Sonra bu film civar ve milhikat?®® sinema[s]ina gonderildigi zaman her

iadede ayni filmden miiteaddid defalar oktruva resmi alinmis oluyor.

Gerek gumriik ve gerek oktruva riisimunda iyi ve mantiki bir tarz-i1 cibayet ihdas
ediliyorsa, izmir'imizin film ticareti az zamanda inkisaf bulacaktir. Aldkadar
makamlarin nazar-1 dikkatini bu mihim iki mesele lizerine celb eylemeyi vatani bir

vazife-i iktisadiye telakki ederiz.

284 7car: Kiralama.

28 {ras: Miras birakma.

286 Cibayet: Vergi tahsil etme.
287 Bidayeten: ilk olarak.
288288 \iilhikat: Ekler.
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E. Sinema Artisti Olmak igin — Sinema Yildizi, Sayi 1, 12 Haziran 1924
Mari Pikford [Mary Pickford], sinema artisti olmak i¢cin on sartin elzem oldugunu

soyluyor. Bu sartlari aynen yaziyoruz:

1 — Bir senelik maisetini temin etmezden evvel bu meslege atiima!

2 — Muvaffakiyetsizlik halinde tevessil edilmek (izere baska bir meslege sahip
olmadan sinema artistlige heves etme.

3 — Eger genc bir kiz isen.. Yanina behemehal valideni al. O, misfik nasihatleri ile
sana buyuk bir yardimci vazifesini gorar.

4 — Sahne evsaf ve mezayasini?® hiiz bulunduguna dair kendini kendini temin et.

5 — Kabilse, sinema meslegine tesebbiis etmezden evvel sahnede bir tecriibe yap.

6 — Miracaat ederken beraberinde iyi ctkmis pek ¢ok fotografin bulunsun. Fotograf
ne kadar ¢ok olursa kabul imkani o kadar kolaylasir.

7 — Gardirobun zengin ve mitenevvi’ olsun.

8 — Miracaat etmezden evvel ¢ikartmis oldugun fotograflar lizerinde diisiin ve
evvela kendi kendinin (fotojenik) olduguna yani resimde giizel gériindiigline kanaat
getir.

9 — Sinema meslegini bir eglence telakki edersen, senin icin mes’ im?°° neticeler
verir. Bu meslek pek glic bir sanat meslegidir.

10 — Her meslekte oldugu gibi bu meslekte de calisan... ve ¢calismasina zeka.. arzu ve

azmini ilave eden kazanir. Muvaffak olur.

289 Mezaya: Meziyetler.
290 Mes’Om: Kéti, ugursuz.
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Figure E.1. Sinema Artisti Olmak igin
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F. Meshur Sinema Yildizlari — Artistik Sine/Artistic Cine, Sayi 7, 23 Kanunievvel
(Aralik) 1926

En meshur aktorler, sinema ahize makinesinin karsisinda oynamagi bir seref bildiler
ve bu suretle, ahfadimiz?®!, Monesolli’'nin [Jean Mounet-Sully], Rejan’in [Gabrielle
Réjane], Koklen Kardesler’in [Les Fréres Coquelin] ve bunlarin akranlariyla ahlakinin
etvar ve harekat ve sima ifadeleri hakkinda kati ve vazih bir fikir edinebileceklerdir.
Halbuki, Talma’nin, Rasel’in [Rachel], Adriyen Lokoreor’un [Adrienne Lecouvreur] ve
bircok muteveveffa mesahirin oyunlarini artik kimse goremeyecektir. Ma-haza,
tiyatro krallari, sinema krallari degildir ve olamazlar: Sinema, dram ve komedya
yildizlarinin nadiren mitehalli?®? olduklari bisbitiin hususi havas ve isti‘dadlar talep

eder.

Sara Bernar [Sarah Bernhard], bunu acik¢a ve pek muhik?®? olarak séyliiyor: “Dram
sanatinin bitiin vesaiti kullanildigl halde bir eseri oynamak ve kiymetini yikseltmek
pek glg bir sey iken, bu vesaiti yalniz bire tenzil etmek, adi ve yavan bir neticeye

kendini mahkim etmek demektir.”

Sinema aktorl, evvela fotojenik bir simaya malik olmalidir. Saniyen, harekat-i
vechiyesi gayet manidar olmalidir. Jestler az olsun, fakat gayet vazih, manal olsun...
Seri hareketlere lizum yoktur. Bunlar fotograflar tzerinde lekeler husule getirirler.
Girisler, gecisler, sahne harekati daima derinlik istikametinde veya umumiyetle

tercih olundugu lGizere mailen icra edilecektir.

Hepsi bu kadar degil. Sanat-1 telakkide ale’l-ekser, canbazlik ve spor iktidari ilave
edilmelidir. Hal-i harekette bir trenden atlamak, bir kopriniin Ustinden suya
atlamak, bir agacin tepesine kadar tirmanmak, tirmanarak bir duvara ¢ikmak, bir
demir tel (izerinde bir damdan digerine gecmek, bir paranetor [paratoner] direginin
Ustine cikmak, bir su borusu boyunca damdan inmek, basamaktan basamaga

yuvarlanmak suretiyle bir merdivenin (stlinden alt basina kadar teker meker

291 Ahfad: Torunlar.
292 Mitehalli: Donanmis, bezenmis.
293 Muhik: Hakl.
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yuvarlanmak, yizmek, boks yapmak, dans etmek, esya kaldirmak, bir adami

belinden kavrayip pencereden atmak... iste biitiin bu seyleri bilmek lazimdir.

Evsaf-1 matllbenin kaffesi pek nadir olarak bir aktérde mevcut olabilir. Fakat, bu
evsafa malik olan da az zamanda hem c¢ok para kazanir ve hem cihansiimul bir

s6hret kazanir.

Zeka ve iktidarlari sayesinde meshur yildizlar meyanina dahil olan Pola Negri, ekran
Uzerinde vicut glzelligini yasatir. Polin Frederik [Pauline Frederick], Norma Talmac
[Norma Talmadge], Asta Nilsen [Asta Nielsen], Besi Lou [Betty Lou Gerson], Meri

Pikford [Mary Pickford], Emi Lin [Emmy Lynn] vesaire hakikaten pek sereflidirler.

lyi komikler pek azdir ve bu itibarla pek merglibdur. Buster Keton [Buster Keaton],
muteveffa Maks Linder [Max Linder], Harold Luid [Harold Lloyd], Mak Sven [Mack

Swain] hakikaten sayan-i takdirdir.

Bunlardan ma‘ada, bihakkin ekran “yildizlarinin yildizi” denilmege sayan Sarlo
[Charles Chaplin] var ki bunun icin ne soylesek zaiddir. Son derece basit vesaitle,
uzun ayaklariyla, kisa ceketiyle, cengelli bastonuyla, basik kenarl sapkasiyla, kivircik

saclariyla, kiictictik biyiklariyla insani kahkahalarla gildirir.

Resim: Halkin Begendigi Gloriya Svanson “Yildizli Kafeste”
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Figure F.1. Meshur Sinema Yildizlari
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G. Sinema Sanatkarligi — Opera-Sine, Sayi 3, 18 Aralik 1925

Gegenlerde ashab-i servetten bir hanimefendi, hayli kalabalik bir mecliste, birkag
aya kadar mevki‘-i tatbike koymak niyetinde bulundugu bazi projelerden bahsetti.
Bunlarin en blylgl, Avrupa’ya gidip sinema sanatkari olmak imis. Kendisine, ne

turli hareket edecegini sorma clretinde bulundum. Adeta mitehayyir kaldi:

- Tuhafsiniz!.. dedi. Anlasilmayacak ne var?...

Guldum:

- Dogrudan dogruya bir sinema muiessesesine mi gideceksiniz?..

Bu sefer, eni konu haykirdi:

- Evetl... Muskil bir sey mi?... Fazla c¢irkin degilim elhamdadlillah!... Goézlerim,
fotograflarda fevkalade parlak cikiyor. Niyetim Roma’ya gitmek, italya Film’e
miracaat etmek. Dort bes ay sonra burada yeni bir sinema yildizinin filmlerini

seyredeceginize mutmain olunuz!...

Hanim efendinin s6z sdyleyisinde kat' bir kararin siddeti vardi. izahatimin miessir

olamayacagina emindim. Fazla itiraz etmedim. Miinakasaya diismedigim gibi.

Sinemayi yakindan bilmeyenler, sanatkarhgi cocuk oyuncagi gibi goriyorlar. Bu fikir,
bizde hemen umumilesmis gibidir. Hususuyla bahsettigim hanimefendi gibi

tedkikten evvel itimat edenler, bu hataya cok cabuk yakalaniyorlar.

Hakikat halde sanatkar olabilmek icin her seyden evvel genis bir ylrek lazimdir. Her
tarli sikintiya gogis gerebilmeli. Sanatkarhk, bedbinligin amansiz bir diismani
olmakla beraber, uzun bir tahammiil ister. intisdb eder etmez, biyiik rolleri der-
uhde etmek serefine nailiyet, ylizde doksan dokuzdan sonra kalan kiicliciik bir

ihtimaldir.
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Buglinki buylk sanatkarlardan bahsedilirken, mazileri fazla tafsil edilmiyor. Yildiz
unvanini kazandiklari gline kadar nasil yorulduklarini bir kere de kendilerine sormal..
Gok az sanatkar vardir ki serefli mevki‘e ylkselmezden evvel, hi¢ olmazsa, alelade

bir figliran sifatiyla darii’s-sina‘alarda hayli ter dokmemis bulunsun.

Boyle olmasaydi, bugiin herkes miistesna bir sanatkar nami tasir, her sanatkar bir
milyoner mevkiine cikardi. Sinema, hariminde 2°* calisanlara karsi blyik bir

hizmetkar olmakla beraber artik bu derece mufrit?®> bir miisa‘adekar degildir.

Hele Avrupa, bliylik sanatkar intihdbi hususunda heniiz miite‘asibdir. Sinema icinde
yasayan binlerce insan arasinda yildiz unvanini kazanmis elli kisi bile guglikle
gosterilebilir. Digerleri, vakia bizim memleketin en yiksek maaslariyla kiyas kabul
edemeyecek derecede para alirlar. Fakat biz, insana hayret verecek kisimdan
bahsediyoruz. Bir film icin [o]tuz bin lira alan Ceki Kogan [Jackie Coogan], bir seriyi

kirk bin liraya ¢ikan Mari Pikfort [Mary Pickford] gibilerindir.

Bugiin en yiksek mukavelelerin kahramani (Glorya Svanson [Gloria Swanson])in bile
bes sene figiiran sifatiyla calistigini nazar-1 dikkate almak lazimdir. iclerinden vakia
matmazel Markiz de Klod Franz [?], Jorj Karpantiye [Georges Carpentier]®®® gibi
istisnalar yok degildir. Bunlar, tali‘in ve mevki‘in biylk lGtuflari sayesinde kan(n-i

temasayi asan, o sahadan ayrilan birkag kimsedir.

Matmazel Klod Frans, Fransa han[e]dan-i saltanatinin en yiksek bir uzvu idi.
isvicre’de bir sinema midiriyle tanisti. Muhtelif cem'iyyat-1 hayriyenin milyoner
reisesi, mudirin pek muhik?®’ tegviklerine kapildi, sinema sanatkari oldu. Bu
mevkide bulunan bir kadinin figliranligi mimkin degildi. Mamafih, rejisér, onu yine
birkac ay calistirdi. Milyoner Rogild’in [?] Gg¢linci kizi (Mis Mak Kormik [?]) dahi ayni

suretle, bittabi birkac ay hususi staj gordikten sonra, sinemacilikta bir mevki

2% Harim: Herkesin giremeyecegi yer, harem bolgesi.
295 Mifrit: Asiri, haddini asan.

2% Hafif siklet diinya sampiyonu Fransiz boksér.

297 Muhik: Hakh.
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kazandi. (Jorj Karpantiye [George Carpentier]) cihansimdl sohretinden ve

mevkiinden istifade etti.

Bu istisnalar bir taraf, buglnkl yildizlar hep tecriibe mektebinden yetismislerdir.
Kahkahalar krali (Carli Caplin [Charles Chaplin])’in naziri olmayan “deha”si bile (Mak
Senet [Mack Sennett]) darii’s-sina‘alarinin ikinci sinif perdeleri arasindan on senelik
bir yorgunluktan sonra ancak cikabildi. (Sara Bernar [Sarah Bernhardt]) gibi bir

temasa kralicesi, 6limiinin arifesinde bir sinema yildizi unvanini ancak alabildi.

Bizde bunlar nazar-1 dikkate alinmiyor. Avrupa’ya gidip sanatkar olmak isteyenler,
bu mazhariyetin, sinemanin terakkileri kadar seri gelecegi fikrinde. Bunu tashih
etmek lazimdir. Her iste oldugu gibi bunda da, niyeti mevki‘-i tatbike koymazdan
evvel, hakiki bir fikir edinmek lazimdir. Unutmamalidir ki diinyada suk{t-1 hayalden
daha miubhlik bir zehir yoktur. Manevi kuvvet kirilinca maddi kisim kendiliginden

sarsilir, yipranir ve soner.

Bugliniin en yiksek ve merglb sanat sahasi sinemacilik. Bu nokta-i nazarda kimse

mitereddid degil. itiraz edene tesadiif olunamaz.

Fakat el memleketinde blyuklik hevesiyle gliliing olmaktansa memlekette mitevazi
bir halde ilerlemek elbette mireccahtir?®®. Bir vesile ile daha yazmistim. Bizde film
imalatcihgl henlz bir higtir. Bir cocuk dogmus. Bu zavalli ne bir hami bulabilmis, ne

bir stitnine. Alil, bikes, ortada strinuyor.

Fransa’da yirmi bin sanatkdr namzedi, dari’s-sind‘alara kabullerine muntazir.
Amerika, sinemaya miinhasir sehirlere malik. italya’nin sanatkara ihtiyaci yok. Bitiin
bu diyar-1 ecnebiyede ter dokmektense memleket cocugu beslemek daha makul bir

tercih olmaz mi?...

2%8 Miireccah: Ustiin, tercih edilen.
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Sinemaya heveskar arkadaslarimiza buglin terettiib eden vazife, Avrupa dari’s-
sind‘alarina intisab hilyasindan ziyade memlekette sinemaciligin ylkselmesine
calismaktir. Bu sanatin yevm-i teessusu, zaten fakir olan memleket iktisadiyati ve

ticareti icin mihim bir muvaffakiyete yol agacaktir.

Varsin, Avrupalilar, Amerikallar kendi kendilerine galissinlar. Onlari kendimize 6rnek
ittihdz etmekle kanaat edelim. Onlarin aglsuna bin tirli tabasbus?®? ile iltica etmek
hevesinden evvel kendi mevcudiyetimizi, kendi isti'dadimizi onlara tasdik
ettirebilmek mazhariyetine calisalim. Boylece kazanacagimiz takdir, hi¢ siphesiz
milli muvaffakiyetimizin serefi kadar sasaali olacaktir.

Vedad Orfi

Resim: Sinemaciligin terakkilerini mii’eyyed bir sahne

2% Tabasbus: Yaltaklanmak.
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Figure G.1. Sinema Sanatkarligi




H. Mey Miirrey’in [Mae Murray] Bir Guinliik Hayat1 — Artistik Sine/Artistic Cine,
Sayi 8, 30 Kanunievvel (Aralik) 1926

Mey Mirrey [Mae Murray], sinema icin pek ziyade calisan artistlerden biridir. Her
gln, deposuna giden bir tramvay kondlktori intizamiyla ise baslar. Sabahleyin saat
(4, 5)’'de kalkar, banyosunu yapar ve besi caryek [ceyrek] gece kahvaltisini eder. Bu
kahvalti, ince bir dilim ekmekle biraz portakal suyu ve bir fincan kahveden ibarettir.
Bu da, azami (15) dakika surer. Gazeteleri okumaz, havadisleri muhtasaran birine

naklettirir, dinler.

Mey Mirrey, “5,30: 6,30” makyaj yapar. Stidyo icin tuvaletini, basini daima 6nden
yapar. Odasini, stidyodaki locasina tercih eder. Eger filmin harici kisimlarini
ceviriyorsa, alti bucukta evinden cikar, eger stiidyoya gidecekse, biraz daha gec

gider, clnki stlidyo, ikametgahinin yakinindadir.

Asil calisma tam (7,45)’de baslar ve saat bire kadar film gevrilir. iste ancak o zaman,
Mey Miirrey yemegini disliniir. Yemegini, en yakin lokantadan getirterek oracikta
yer: Otomobilinde oturur, tabagini dizlerinin Ustline kor... Saat ikide yine ise
baslanir. Eger disarida iseler, bese kadar glinesten istifade olunur. Ve ¢abuk gecen
zamandan fazla istifade etmek icin stiidyoya gidilerek, projiktorlerin [projektor]

glnesligi sayesinde calisilir..

Mey Miirrey’in istirahati, saat yediden itibaren baslar. ikinci banyosunu yapar,

aksam yemegi icin elbise degistirir.

“Bobo’nun - Bobo, vazi*-1 sahne Bob Leonard [Robert Zigler Leonard ?] olup
Mae’nin zevcidir- ve benim davetlilerimiz olmasa bile ben yine giyinirim. Boylece
giyinmek benim icin bir eglence oluyor. Elbisemi degistirirken sahsiyetimi de
degistiriyorum ve sinema ile hic miinasebeti olmayan mevzular hakkinda [b]ol bol

¢ene calariz. Umumiyetle hayattan bahsederiz.

“Aksam yemeginden sonra, atelyeye cikar ve sezlonglara uzanarak sigaralarimizi

icer, yemek odasindaki mikalemelerimize devam ederiz.
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“Stiphesiz, s6z donlp dolasir yine sinemaya gelir.. Filmlerimizi konusuruz ve yalniz

oldugumuz zaman imalatimizi 1slah garesini distntriz.

Mey Mirrey, gece saat onda yatar. Bazen, glindizin yorulursa daha erken yatar.
Tatil glnleri, -ki iki film arasinda daima az, cok uzun bir fasila vardir- artist, sporla
mesgul olur. Tenis, golf, yiizme, otomobilcilik, frost (?)... Iste bitiin bunlar Mey

Mirey’in hosuna gider.

Stlidyoda, iki sahne arasinda vakti bos gecirmemek icin mektuplarini yazdirr,
ziyaretleri kabul eder, kocasiyla, mudirle veya operatoriyle teknik meseleleri

miinakasa eder. Bazen de, bir manzume, kisa bir manzume okur.

% %k %k

Burada, bir daha goriliyor ki, bir sinema aktrisinin hayati, tembellikle gecen bir
hayat degildir. Mey Mirrey, Glorya Svanson [Gloria Swanson], Pola Negri, Meri
Pikford [Mary Pickford] gibi yildizlarin hayat-1 ruzmereesini3® tedkik ettigimiz

zaman, bos vakitlerinin pek nadir oldugunu gorduk.

Mesguliyetleri pek cok ve miitenevvidir. Acaba giinde bos gecen bir ¢caryek [ceyrek]
vakitleri var mi? Zannetmem. Bir is bitince, derhal bir yenisine baslanir. Sinema

yildizi nadiren:

- Simdi ne yapacagim? diye duslnr.

Daima ne yapacagini bilir. Ve yaninda, her zaman, kendisine yapacaklarini hatirlatan

biri vardir.

- Saat besi (28) geciyor. Bes bucukta matbuat erkaniyla randevunuz var....
Ve daima mitebessim, miltefit, nazik, mikrim olacak ve hicbir zaman yorgunluk

gostermeyecektir.

300 Ruzmerre: Her giinkdi.
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Zira, bir artist kendini yorgunluga terk ederse, daima kendisini goren ve:

- Gordinilz mi, ne kadar da bi[t]kin... diyen biri vardir.

Bunlar, sdylenmemesi lazim gelen seylerdir.

152



- ~i e g ——

o TEBBIL A |y & P B RO S S (R Y -
2 2 Ao - | S|\
Cg\...;u:jcdll.xlayt;ltujutuﬂ,é d:‘s w; 7. ‘ﬁ_.))r‘su

o ..),.—\.rﬂ-—v.’> 300 g8 (She )Ly ‘)yy i\ ‘-“? -a\gjﬁﬂn' ‘;'.‘ﬁ‘ \‘,’ L Y P T

‘5\,11_;,‘._3.4:((:.._,1.: ¥ Q_,f) % )"‘LJ.‘J"):“!'-)—\
Celow ol o el 4l duallel gy 0 45
€Ak s b gesth o B es (g0 )
ESNAS 5 E) e P Togdp o 30l 33T s
€o3p w aske 0004 0bes 5 J,-oJU»')) 3
¢ Slagisl EI6F €30y u.s.:( Vo ) kel
R A Y <y I,a.‘ 103 A pee
SWILTL @ Ve e » Gga))susie
sl o b a3 115 52b € Iyscag) yus yim
e N R R P s e ($5352 5%
¢ Sy X3l 0bmp BT ¢ rpmssn e
¢ )..l:raflu;'rj..‘ WSS G s e ST
_ SIS ERRLO- G - RPN S e
dl‘,niuay A P 222 S € 03423400 celo s b s (V80 ) v “Q'L.‘ !

TR R TS B SR P NP e, Sl Goarseste € Slads) GETEn) LA b ey

& :___‘ Sk ry d:ubﬁ:‘ by AL ki 3 tﬂ)i.::r.'):d-'.ij el ¢ Gﬁ 25 55E
washie yaas ¢ iy ocoaalan L oyanl wssl. Sk )5S GpUe’ 32,k \chagerdl Tl i)
: g o S0 el e s ekl L es i aids)

. Daisl S 5
» . Toosdal esliaal Sud T 56 4 ¢ Jagleaslas
: st C apesyecndl el estaclds ul o Sk o
d...) Thadaa ;..{)y_”),rln.u ¢ o3y : "«M‘?"““’.“&":;ISJ)’{’S’{‘ _1_‘)4,._‘:(

€ Geooseaste oD Sla s u.(M" ¢ ol U..s\ Sad el ¢ galial Shos)gegas
& 5 S 6 S FEN P 6 O gnil o L Gl ) § ol T e b gonst il .+ ookeh

TN ‘_’)\.j;,._.g_.c.\ G geo 2y ol A )50 . )J.A.aﬁ
. s "a;,rd-,J;\ ).\L..L <l sy sl bl dos A.A‘CA,cyy._dyy»
U-y...\.)r'.;.;.u,..-, G g k) gate .r)-.-fuu doalsl ‘/‘,LL,A:‘A‘;..)-L‘;)GJ'QL

Camz Al BIGE b s Sy o gl L ol o) 5 ol ) danS el
EASERTS R SRR S EIR N N grlltiin s frn 7 anB0s Rant (554880

— T e

CIPsEss 43 ¥ galleigasd <Ll
S o Sliea ¢osally b Al Ve s
< o35ls ez QW}‘- il |
A wosE (YN Buesbie S E
NS reiCas f,,.xl) d_.‘()\ :Jc,.h; ¥ ‘
S 2 I R RO Ve e Ky 3 :

¢ o-&.;)?}’-

e I T SR SR )
Canpal s ak gy &_J;ﬂ_")’\_{ ¢ \5)
33y e35T G—V-Af A ts JUF LG8 3
$ro4=2 s L,’\-<—0 3,484 ¢ ,f:,,s’——- S g ‘;t:
- 525l
c 23 ks KON maaligiie B

e

Figure H.1. Mey Mirrey’in Bir Gunliik Hayati
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I. Zayiflamak igin — Sinema Yildizi, Sayi 2, 19 Haziran 1924

Gegen nishamizda (Helen Sadvik)in [Helene Chadwick] sinema alemine nasil garip
bir tarzda ancak tali‘inin sevkiyle dahil oldugunu yazmistik. Bu cazibeli ve sevimli
artist az zaman iginde sinema aleminin sayil yildizlari sirasina gegmistir. Senenin
mukannin zamanlarinda ¢alisir ve kendisi icin mukannin zamanlarda istirahat eder,
tebdil-i havaya gider. Gegen sene bdyle bir tebdil-i hava seyahatinden avdetinde
sinema direktori (Helen-Sadvik)’in tam on bir kilo fazla siklet peyda ettigini gérmus
ve artiste zayiflamak lazim geldigini, aks[i] takdirde filmde rol alamayacagini
katiyetle bildirmis, Helen Sadvik aglamaga baslayinca soyle bir mukabeleye maruz

kalmis:

- Matmazel, aglamak ve gbzyaslari insani zayiflatmak icin kafi bir tedbir degildir.
Daha esash diistinliniiz. Nagar bir vaziyette kalan Helen hemen bir doktora miiracaat
etmis ve doktor kendisine zayiflamak garelerini sdylemistir. Bu ¢areler kosmak, ip
atlamak ve top oynamaktan ibarettir. Filhakika bir ay icinde artist doktorun

vesayasini takip etmis ve zayiflamaga muvaffak olmustur.
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). Fidye-i Zafer: $S6hretlerinden istifade Mi Ediyorlar, Yoksa Mukadderatlarinin
Kurbani M1 Oluyorlar? — Artistik Sine/Artistic Cine, Sayi 5, 9 Kanunievvel (Aralik)
1926

New York’ta, Rudolf Valantino’nun [Rudolph Valentino]cenaze merasimi yapiliyordu.

Sen Malaci [Saint Malachy] kilisesi “yildizlar”la dolmustu.

En buylik ve en meshur yildizlar bu mi’essir merasime istirak etmislerdi. Meri
Pikford [Mary Pickford] ve Doglas Ferbanks [Douglas Fairbanks], Norma ve Konstans
Talmac [Constance Talmadge], Glorya Svanson [Gloria Swanson], Pola Negri, Ricard

Diks [Richard Dix], Ben Layn (?) ve digerleri...

Ciceklerle mestdr tabut agir agir kiliseden gikarken, hazirlnda merhamet ve korku
asart mesh(d oldu. Yildizlarin ¢ehrelerinde garip ve miithis bir heyecan belirmisti.

Kilisede, herkes yalniz bir sey distniyordu:

“Eger Rudolf Valantino sinema artisti olmasaydi, simdi burada bulunmayacakti.
italya’da bulunsaydi, ciftci olsaydi, bu anda giizel bir bagda calisarak ber-hayat ve

mesut olacaktl.”

Haftada binlerce dolar kazanan ve diinyada her seye malik olan insanlara acimak
adet degildir. Yalniz, boyle tali‘in eltdfina3%* mazhar olanlardan biri dldigiu zaman
halk, gec¢ olarak izhdr-1 muhéaleset®°2 eder. Sag iken onlara haset edilir; dliince

hayatlarinin kiymeti takdir olunur.

Velhéalete-hazihi, bazilari, muvaffakiyetlerini hayatlariyla 6diyorlar. “Valleys Reyd”
[Wallace Reid] de bunun bir numunesidir. Valli'nin 6lim{ bizzat hazirladig
zannolunuyor. O, para i¢in ¢alismiyordu. Onun kadar paraya ehemmiyet vermeyen

kimse yoktur. istirahat etmek, dinlenmek icin calismadigi zamanlar ayligini aliyordu.

301 Etaf: Lutuflar.
302 Muhéleset: iyi gecinme.
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Viicudunu dinlendirerek yeni miicadelata tahammdil icin kuvvet kesb etmek yed-i
iktidarinda iken film ¢cevirmeye devam etmek istemesi gurur ve tefahiir maksadiyla

degildi... O, viicuda getirdigi seylerle iktifa etmemisti ve hi¢ de etmedi.

Valli, “Fazlasi zarar” diyemedigi cihetle 6liminu bizzat hazirlamisti.

Fakat, sanatini, terk edemeyecek derecede biyilik bir muhabbetle seviyordu. Ve
stidyo dahi, mitemadiyen Reyd’in komedyalarini istiyordu. Valli ise, “Stlidyo bais-i
felaketim olacak. Evvela kendime bakmak ve sihhatime itina etmek

mecburiyetindeyim!” demeyecek derecede hodgam?3°3 idi.

Valli’yi bir yildiz yapan latif handeleri, harikulade istidadi da 6limiine bais oldu.

Kibarlar mehéfilinde, Barbara Lamar’in [Barbara La Marr] intihar ettigi soyleniyor. O
bi’l-ihtiyar kendi eliyle canina kiymadi. Gozlerini tehlikeye kapadi ve boylece 6lime
kostu. Birkag ay evvel, kimse, Barbara’nin hasta oldugunu sdyleyemezdi. Yalniz

meshur yildiz, 6lime dogru gittigini kendisi biliyordu.

ilk muvaffakiyetini kazandigi zaman, Barbara, biraz zayif olmakla beraber fidan boylu
geng bir kizdi; zira, gecirdigi mithis sefalet senelerinde ekseriya a¢ kalmisti. Fakat,
para oluk gibi akmaga baslayinca, Barbara, debdebe ve zenginligin kurbani oldu.

Sismanladi ve pek sen ve sadan idi.. Zira, mesut idi ve sihhatine de itina eyliyordu.

Fakat, halk, onu sevmemeye basladi. Tavirlari begenilmedi. Minekkitler onunla alay
ediyor ve filmciler hiddetlerinden tepiniyorlardi. Barbara’nin takdirkarlari, ale’l-
ekser onun kdmit3%* mevzinunu gérmek arzu ediyorlardi. Barbara, hassas ve magrur
idi. Kendisiyle alay edilmesine tahammdiil edemiyordu. Bu sebeple, 6limiini mucip
olan perhize basladi ve bu rejimin sihhatine tka ettigi muthis tesirleri goriince,

bunun 6niline gecemedi. Zaten, Barbara, hayatini o kadar diisinmiyordu; nazarinda,

303 Hodgam: Kendini diisiinen.
304 Kamit: Olgunlasmis.

157



hayat, “muvaffakiyet” gelmesinin medlGli idi ve Barbara, muvaffakiyetsiz

yasayamiyordu.

Halk, bu kisa feci*alari bilir. Fakat onun bilmedigi facialar da ayni derecede mithistir.

Mesela, Glorya Svanson’un [Gloria Swanson] hali de bunun bir numunesidir.

Glorya, s6hretine temas eden hus(isatta gayet hassastir.

Bedhahane bir tenkit, zalimane bir tefsir onu kudurmak derecelerine getirir.

Glorya, senelerce, bircok miheyyic vekayiin kahramani olmustu. Onun hakkinda

soylenen seylerin kism-1 a‘zami hakikatten arf idi...

(Mabadi var)

Alfons L. Betanof

M. V. ‘den muktebes

Resim: Glorya Svanson
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K. Oliimle... Nasil Cilvelesiyorlar— Artistik Sine/Artistic Cine, Sayi 8, 30 Kanunievvel
(Aralik) 1926

Bazi kimseler vardir ki mithis surette raybidirler 3%°. Ve kendilerinin asla
aldatilmayacagini soylerler... Yalan ve masnu"* haberleri “dogru” diye kabul etmekten
korktuklari cihetle en hakiki ve misbet seylerden bile ihtiraz3% edebilirler. Diger bir

307

kisim daha var ki, bunlar, sinema komedyacilarinin, kendilerini, tehyic>°’ etmek veya

eglendirmek maksadiyla hayatlarini tehlikeye koymalarina inanmak istemiyorlar.

Halk, saclari dimdik edecek derecede korkung hikayeleri, vaka kahramaninin yedinci
katindan diserek hicbir sey olmadigini, basi bir arslanin agzina giren operatoriin son
anda kurtarildigini ihtiva eden bazi velveleli ilanata inanmayabilir. Ve bu ihtirdz da

makuldar.

Fakat, anlayamadigim bir sey varsa, o da, bazi kimselerin sinemaya ait bu raybiligi
her seyi hileli telakki etmesi ve her gin ekranda gordigimiiz en bedihl

hakikatlerden siiphe etmesidir.

Komedya aktorlligl sanatinda her sey kolay olmadigi gibi sinema aktérliglinde de
oyledir. Bunlar her glin, ark lambalari karsisinda kor olmak tehlikesini goze aldiklari
gibi makyajin sii isti‘'maliyle cilt hastaliklarina dlgar olma tehlikesine maruzdurlar.
Hele, stlidyoda biraz dikkatsizlik gosterirlerse elektrikle 6lmek tehlikesi yizde
ylzdir. Ara sira silah kullanmak, otomobil idare etmek, ata binmek, doglismek,
atlamak, ytiizmek, dalmak, yangin alevlerinin iginden ge¢mek ve tayyarede, gemide
canbazlik etmek de lazim geldigi cihetle, ne kadar mehalige3°® maruz kalacaklari
cliz’i bir milahata (?) ile tezahir eder. Ale’l-ekser, hayatlari kil (izerindedir ve kemal-
i azimle 6luma istihkar etmeleri lazimdir. Fakat aktorler son derece cesur olduklari

cihetle 6limdu istihfaf ederler... Onunla cilvelesirler...

305 Raybi: Stipheci.

3% jhtiraz: Kaginma, sakinma.
307 Tehyic: Heyecanlandirma.
308 Mehalik: Tehlikeli isler.
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Meri Pikfort [Mary Pickford], bir giin az kaldi Hudson Nehri’'nde bogulacakti... Film
icabi Meri bir guvala konulmus ve gemiden denize atilmisti. Cuvaldan gikarak sahile
dogru vylzecekti.. Fakat cuvalin icinden cabucak cikamayan Meri elbisesinin
islanmasiyla agirlasmis ve cereyana kapilarak siriklenirken dibe dogru da inmeye
baslamisti... Kiigiik Doroti Nikolson’un [Dorothy Nicholson] —biraz sonra Meri Pikford
namini alan Gladis Smit'in [Gladys Smith] ilk aktris ismi bu idi- ne derece
nevmidane3® bir gayretle bogulmamak icin ugrastig tahayyul edilebilir. Nihayet bir
kaza ihtimaline mebni ihtiyaten bir romorkérde bulunan tahlisiye sirketi
memurlarindan biri hemen nehre atlayarak Meri’yi suyun yilziine ¢ikardiysa da
imdada gelen bir sandalin kiiregine kafasini carpmakla caninin acisindan Meri'yi
tekrar suya dustrdi. Fakat derhal akh basina gelerek bir daha daldi ve kizi karaya

¢ikardi. Ve orada kendisine teneffiis-i sina'l yaptilar.

Meri Pikford: “Hudson Nehri’nin dibini kesfeden yegane yildiz kendisi oldugunu”

soyler.

Bert Litel [Bert Lytell], simdi Kler Vindsor’'un [Claire Windsor] zevcidir. Edvin
Kareyl’'niin [Edwin Carewe] nezareti altinda film cevirirlerken nisanlanmislardi
[blunlar da 6limi pek yakindan gordiiler. Bu fi[lm]in bazi sahneleri sahra-yi kebirde
cereyan etmisti. Yerli Nim (?) vahsilerden bir kabile Ucretle tutularak bir gazve
tak[l]idi yaptinimak istenilmisti. Vahsilere hancerler, palalar, mizraklar, yataganlar,

tifenkler verilmisti.

Mukarrer bir kumanda verilince bunlar, doludizgin hiicum edecekler ve buna benzer

diger bir kumanda ile de duracaklardi.

Vahsiler hicum emrini alinca, palalarini c¢ikardilar, atlarini doludizgin slirmege
basladilar. Mithis bir velvele ile tstiinde bizim nisanlilarin bulunduklari cesim3 bir

kum tepesinin yamaclarini yiktilar.

309 Nevmidane: Uziici, kederli.
310 Cesim: iri yar, biyiik.
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Edvin Kariv [Edwin Carewe] digerleri, Bert’le Kler'e kacmalarini bagirmislarsa da

isittirmek imkani olmamisti.

Son dakikada, Bert Litel, tehlikeyi anladi. Ve i‘tidalini kaybetmeyerek hemen Kler’i
kucagina aldi ve tepeden asaglya kosmaga basladi ve ancak bu suretle 6liimden

kurtuldular.

Rod La Rok'un [Rod La Rocque] dlgar oldugu bir vaka da pek mi’ellim bir
mudhikedir. Dort, bes sene evvel, Bili Berk’le [Billie Burke] beraber “Bosanalim!”

[Let’s Get A Divorce, 1918] filmini geviriyorlardi.

Rod, sevgilisi icin mubarezeye 3'! giden bir sévalye rolini oynuyordu... Kis
mevsiminin sonunda bulunuluyordu. Hava sicak degildi ama, zirh altinda fazla elbise
giymenin imkani yoktu. Bu sebeple ince elbise giymis olan Rod, titriyordu. Vazi'-i
sahne ressam Rober Vinyola [Robert G. Vignola]®'?, civarda donmus bir kiictik gél
bulmus oldugundan bunun da sahneye idhali pek iyi olacagina karar vermis ve

Rod’a, Aneti Berk’in (?) yaninda durdurmasini soyler.

Film cevrilmege baslar... Ve mes’'um?3!3 kaza vukua gelir.

Rod La Rok, goliin buzlari Ustliinde dortnal giderken doért veya bes metre ileride
buzun kirllmis oldugunu gorir, atini durdursa da muvazenesini kaybederek suya
yuvarlanir ve bir lemha-i basarda gézden nihan olur. Birgok dakika sonra, zavalliyi
golden cikardiklari zaman, ylzi g6zl kan icinde kalmisti... Migfer parcalanmis ve

suretini kesmisti. Kendisini tedavi eden doktor hakiki bir mucize géstermisti...

Acaba, bu kadar tehlikeler mevcut iken yine sinemaciliga heves eden amatorler var
mi?

Cak Kozat

311 Mibareze: Déviisme.
312 Filmin asil ydnetmeni Charles Giblyn’dir.
313 Mes’Gm: Ugursuz.
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Resim: “Olayver Nvist” [Oliver Twist, 1922] filminin yapilmasi esnasinda Ceki Kogan
[Jackie Coogan] ormanda kayboldu ve Corc Sigmon [George Siegmann] tarafindan

bulundu.
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Figure K.2. Oliimle... Nasil Cilvelesiyorlar
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L. Acaba, Zannettiginiz Gibi Midirler? — Artistik Sine/Artistic Cine, Sayi 8, 30
Kanunievvel (Aralik) 1926

“Hakikaten hal-i tabiide de ekran lzerinde oldugu kadar glizel mi?” Filmlerinde son
derece takdir ettikleri bir yildizla karsilasanlarin kendi kendilerine sorduklari ilk sual

iste budur.

Henlz bazi hiilya besleyenler igin bu sualin cevabi ale’l-ekser inkisar-1 hayali micib
olur. O yumusak cilt, parlak saglar, cazip bakislar.. Hilasa ekran Uzerinde takdir
edilen o glzellik artik bulunmaz. Filhakika, ekranda pek tahsin edilen simalar
nadiren guzeldir, yani Muzik Hol [Music Hall] kizlarinin glizelligi sinema yildizlarinda
pek az bulunur. Mizik Hol dilberlerinin kism-1 azami ekran Venuslerinden hakikaten

daha glizeldirler.

“Sinemada Guzellik, bilhassa bir tenvir meselesidir.” Bunu sdyleyen en ma'rif
opertorlerden Corc Barnes’tir [George Barnes]. Mumaileyh, ilaveten: “Bir simanin
tenviri ne kadar gig olursa, sahibinin de sinemada muvaffak olmasi ihtimali o

nispette az olur.” diyor.

iste Corc Barnes, Loret Taylor’u [Laurette Taylor] bu suretle [plek miihim bir yildiz
yapti. Meshur tiyatro aktrisi olan Loret Taylor, on iki sene evvel sahnede temsil ettigi
“Peg” rollinii yine on iki sene evvelki gibi on alti yasinda bir ma‘dime halinde temsil
edecekti [Peg O’ My Heart, 1922]. Bundan daha ¢ok yasl bir sima ile (kameraman)a
miracaat etti. Gozlerin altindaki derin daireler, ceneye yakin burun kenarlarindaki

burusuklar... Barnes’in vazifesini gliclestiren seylerdi.

Binaenaleyh, blyuk planlar icin Miss Taylor'un resmini ¢ehresini ziyaya bogarak
cepheden almak icap etti. Zira, ziya, burusuklari ve géziin etrafindaki siyah daireleri
izale ederek simayi yassilastirir. Bundan maada, objektifin adeseleri arasina bir
muslin (?) parcasi da sokmak ihtiyatina riayet etti. Bu vechle resimlerdeki o
dumanlimsi tesir istihsal olunuyor. Bircok diger yildizlar da pek hafif dumanh olarak
fotograflarini aldirmakla mazhar-i takdir oluyorlar. Alis Teri [Alice Terry] bunun en

biyik bir misalidir.
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Kumrallar, esmerlerden daha ziyade fotojeniktirler. Bunlarin saglari arkadan,
mukabil ziya ile tenvir edilerek gayet glizel tesirler husule getirdigi halde, esmerler
kestane renkliler ancak hut(t-1 vechiyelerinin ahenkdarligina glivenebilirler.

Mesela, Mey Mirrey [Mae Murray], guzelligini hemen hemen sariginhgina
medyUlndur; zira, rollerinin yasini ma‘a-ziyade ge¢mis iken bile Loret Taylor gibi

projektorlerle cepheden tenvir edilecektir.

Sarisin yildizlarin tenviri icin muktezi ziyanin siddeti, bunlarin gozlerini daha acik
gostermemesi icin bakislarin sasaasini ve kirpiklerin uzunlugunu teksir etmek

maksadiyla gayet midekkikane3'* bir makyaj icab eder.

Maryon Devis’in [Marion Davies] gozleri... iste operatorlerini endiseye diisiiren

yegane sey...

Yildizlar kism-1 azami yalniz ayni cihetten kendilerini filme aldiriyorlar; mesela Anita
Stevart [Anita Stewart], tercihen daima sol cihetten fotografa alinacaktir. Ayni halde
bulunan yildizlarin yek(inu epeycedir; mesela, Meri Pikford [Mary Pickford] sol
cihetten profili gayet latif oldugu halde ahize makinesi karsisinda simasinin dortte

Uglint gostermeyi sevmedigi gibi sag cihetten de profilini de gostermek istemez.

Saclar da, burusuklar mistesna olmak lizere operatoérlerin diger seylerin kaffesinden
ziyade Uzlintllerini mQcib olurlar. Zira, mukabil-i ziya tesiri ancak sarisin saclarla
mumkindir. Binaenaleyh glizel sagh kadinlarin latif saglari ekran lizerinde hicbir

tesir hasil etmezler; bu sebeple daha fotojenik bir peruka takmasi lazim gelir.

Ahize-i fotograf makinesi, ¢cehrelere pek fena muazzeblikler yapar. Bircok geng,
nazar-i dikkatini celp etmeksizin Holivud [Hollywood] sokaklarinda gezindikleri halde
bunlarin ¢ehreleri ekran Gzerinde binlerce kadin ve erkegin takdirlerini celbeder.

Mac Belami [Madge Bellamy], bu sinema mumalarindan biridir. Sehirde kendisini

314 Miidekkik: Cok dikkatli.
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alelade bir insan zannedersiniz, fakat miikemmel surette fotojenik bir simaya
maliktir. Kolin Mor [Colleen Moore] da, kendisinde, ekran haricinde mevcut

olmayan bir sahsiyet husule getiren “kameraman”lara pek medyundur.

Yildizlardan kism-1 a‘zami, ekran lzerinde gorilmekten ziyade hoslaniyorlar.
Ma-haza, bazilar da gaib ediyorlar. Mesela: Billi Duv [Billie Dove], Beti Kompson
[Betty Compson], Estel Taylor [Estelle Taylor], Mey Mak Avoy [May McAvoy]...
bunlardandirlar.

Fikrini makalemizin bas taraflarinda zikrettigimiz operator Corc Barnes icin Mey Mak
Avoy, el-yevm Amerika stiidyolarinda tesadif olunan fotojenik gtizelligin en canli bir

misalidir.

Resim 1: Glorya Svanson [Gloria Swanson] da yaslanmaga basliyorsa da daima otuz

yasindan kigik goriintyor.

Resim 2: Norma Talmac [Norma Talmadge] da hem ekranda hem sehirde glizeldir.

Resim 3: Bebi Peci [Baby Peggy] de, ekran lizerinde oldugu kadar hayat-i

hususiyesinde de yaramazdir.
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M. Diin ve Bugiin — Artistik Sine/Artistic Cine, Sayi 2, 11 Tesrinisani (Kasim) 1926
istanbul Sinemasina Dair Tedkikler

- Haci Aga, bu sirada herkesin agzinda gezen esrarli bir haberi isitmedin mi? Nasil
oldu da, Hamalbasi Sokagi’'ndaki o bilyilik dikkanin beyaz duvari Ustiinde, karanlhk
oldugu zaman, arabalarin ve otomobillerin yiridigind, bir¢ok adamlarin
ilerledigini, gecip gittigini, oturdugunu gérmedin veya isitmedin?... Aman Allah’im,
Haci Aga, korkung, goriilmemis bir sey... Orada bir adami diri diri yakiyorlar... Su dolu

demir bir kazan koyuyorlar, ates yakiyorlar... Ve...

Haci Aga, gen¢ Mehmed’in bu soézlerini isitince dogruldu, igtigi nargilenin

marpucunu agzindan cikardi ve:

- Ne olmus ki... Onu hasliyorlar mi demek istiyorsun sanki... Allah Allah!... Haydi, gel

baklalim... Biz de su korkung seyi gormeye gidelim... Kag paraya giriliyor?

- Otuz paraya, Haci Aga...

- Pek pahaliya...

Yirmi para olmaliydi...

- iki arkadas, kalktilar ve Hamalbasi Sokagi’na dogru yiridiler. Bugiin “Yeni Pazar”
bakkal diikkdninin bulundugu yerde, blyilk bir tahta kapinin 6niine geldiler. Bir

masanin Ustiine ¢ikan adamin biri, Tlirkce ve Rumca avazi ¢iktigl kadar bagiriyordu:

- Geliniz... Hepiniz geliniz... Isitilmemis, goériilmemis... Yeni icadi... Sinematografi

goriiniz... Haydil...

Bunun karsisinda, blyik bir kalabalik, bu inanilmaz efsaneyi dinliyordu... Herkes,
otuz parayi vermekte tereddiit ediyordu. Bu adamlarin hepsi de esnaf takimindandi.
Ve oradan, mikellef arabalarin [arabalarla] gegen viikela ve zenginler halkin bu

manzarasina istihfafkarane nazarlarla bakiyorlardi.
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Haci Aga ile yegeni Mehmed, iki pencere ile aydinlanan genis bir yere girdiler. Kapi
kapaninca, onlarin da [onlar da], eski iskemlelere oturan otuz kadar adam gordiiler.
Biraz sonra pencereler kapandi... icerisi kapkaranlik oldu... Ve bes dakika gecer

gecmez film gosterilmege basladi.

Filvaki, korkung bir manzara... Eger bunu 1926’da gérmis olaydin, korkudan tir tir
titrerdin... Ama, bir gencin kaynar suya atildigini gérdigiimuz igin degil, fakat, yirmi
senelik bi'n-nisbe kisa bir zamanda sinemanin son derece tekemmil ettigini

gormekten mutevellit bir heyecanla titrerdin...

Bu, 1906 tarihinde gériilmekte idi... Ve istanbul’da ilk sinema idi...

Bundan sonra, buglin bakkal dikkani olan o yerde birkag film daha gosterildi...
1910'da, ilk sinema, Liksemburg Sinemasi acildi. Eski Hamalbasi Sokagi Sinemasi’'nin

iskemleleri, Liksemburg’a satildi... Yahut birkag defa tebdil edildi...

[...]

Miteakiben, diger sinemalar acildi: 1924 senesi bir sabah saat 7’de yanan Santral
Sinemasi, bugin Eden Sinemasi ve Sik Sinemasi namini alan Sinema Palas, Ekler

Sinemasi olan Odeon Tiyatrosu...

O sirada, kism-1 azami Fransiz mamulati olan 800-1000 metrelik filmler

gosteriliyordu.

Harb esnasinda sinemalarimiz bize, korkung siper hayati sahneleri irde ediyorlar[d]:.
Halk, sinemalara oldukca ragbet gostermekte idi. Hatta kibar takimi bile devama
baslamislardi... Baska sinemalar da acildi: Sark Sinemasi, Etual, Amerika Sinemasi,
Kozmograf, Majestik... Pangalti’da Pate Sinemasi, Galata’da keza bir Pate Sinemasi,

istanbul’da, Alemdar, Kemal Bey, Ali Efendi Sinemalari...
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[...]

Hilasa, Majik’den sonra, Elektra -“ideal” [namini] aldiktan sonra bugiin “Alkazar”
olmustur.- Guzel “Elhamra”, vasi ve muhtesem “Opera” ve ayni derecede glizel

“Melek” Sinemalari da agild1.

Fakat, bu aralikta, italyan ve filminin filmleri, Alman filmlerine terk-i mevki
etmislerdi. “Nobodi-Nirvana-Hind [Nobody, Nirvana, Hindou] Mezar [Tombeau]
Hakime-i Cihan [Maitresse du Monde] -Monna Vana [Monna Vanna] -Lokras Borciya
[Lucrecia Borgial” filmleri Tlrkiye, Yunanistan ve Bulgaristan film piyasasina hakim
olmak istemislerse de Amerikalilarin faaliyeti sebebiyle tam bir hakimiyet te’min
edememislerdi. Bugiin ise gordiigimuz filmlerin ylizde sekseni Amerikan filmleridir.
Mahaza, nankér olmayalim... Sehrimizde film ticaretiyle mesgul olan idarehaneler
bizi memnun etmek igcin son derece galisiyorlar ve en son, en gilzel filmleri
getirtiyorlar. Fimabad, bitarafane ve siddetli tenkidlerimizle bu filmlerin fena

cihetlerini gostermege ve iyi filmleri de yikseltmeye calisacagiz.

Antuan Pol

Resim: 1920 senesinden evvel cok muvaffakiyet kazanan Mia May
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N. Announcements — Film Mecmuasi/Le Film, Sayi 3, 14 Tesrinisani (Kasim) 1926

Milli Sinema
Sehzadebasi: Telefon (2926) istanbul
15 Tesrinisani Pazartesi’den itibaren
Blyuk Program
Miuteveffa sanatkar Rudolf Valentino’nun [Rudolph Valentino] te’yid-i nami
merasimi
Valentino Haftasi
miinasebetiyle geng artistin en son eser-i temsili olan
Siyah Kartal [The Eagle, 1925]
filmi irde edilecek ve perde lzerinde sanatkarin terciime-i hali, hayat-1 sanat ve
sahsiyeti hakkinda izahat verilecek.. Kadirsinas ve muhibb-i sanat takdirkarlari
arasinda Valentino’nun tezkir-i nami temin edilecektir..
Film Hakkinda
-“Egal Nuar = Eigle Noir” Siyah Kartal filmi Rudolf Valentino’nun 926

senesinde temsil ettigi son eserlerinden biridir macera ile dolu kendi hayat-i
hususiyesinden ilham alarak ask ve garam ve sergiizest ile meml(3*°> serap3a3'® his ve
heyecan ile lide3!7 bir film viicuda getirmistir. Siyah Kartal mevzu it[ib]ariyle |4-
yem{t bir eser-i sanattir. Filmi seyredenler bu hakikati bila-tereddiit teslim
edeceklerdir Amerika’daki hayati hakiki bir sinema romani olan miteveffa artistin
ask maceralarini, ¢ilgin bir ibtila ve ihtiras ile gecen 6mr-i glizestesini daha yakindan
gormek icin ibda ettigi “Siyah Kartal” gormek lazimdir..

iki hafta sonra

Viktor Hugo’nun (Le Mizerabl) iinvanh
cihansiimul eseri
Sefiller... [Les Misérables, 1925] muazzam temsili serefine

Milli Sinema (suvare du gala) tertip etmektedir.. Miitenevvi varyete numerolari

315 Meml(: Dolu, doldurulmus.
316 Serapa: Uctan uca, bastan asag.
317 AlGde: Karismis, bulasmis.
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pek yakinda
MISEL ESTROGOF [Michel Strogoff,1926]
Jil Vern’in [Jules Verne] meshur macera romani
miimessil ve miimessile (ivan Mujukin [lvan Mozzhukhin] — Natali Kovanko [Nathalie
Kovanko])
LUBNAN MELIKESI [La chatelaine du Liban, 1927]
Piyer Benova’nin [Pierre Benoit] bliylik sinema romani
pek yakinda
PARISLI KONTES!!? [Die Grifin von Paris, 1923]

(Miya Mey [Mia May], Emil Yanings [Emil Jannings], Gaydarof [VIadimir Gajdarov],
Mujet [Musette]38) gibi dért biiyik cihan artistinin istirakiyle vaz'-1 sahne edilen
(Parisli Kontes) tinvanli muazzam film Milli Sinema idaresi tarafindan buyuk
masraflar, kilfetler ve fedakarliklar ihtiyariyla yeni bir kopyasi getirilerek pek
yakinda mustak-1 sanat-1 sinemanin muhterem musterilerine arzedilecektir..
Simdiye kadar (Parisli Kontes) kadar ragbet gérmds bir film yapilmamistir.. Derin
tahlilat-1 ruhiye iginde serapa hareketle yiriyen sahneler harikulade zengindir.

Sabirsizlikla bekleyiniz

318 Musette karakter ismi olmasina ragmen aktris yerine karakter adi yazilmis.
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0. Vilayetimizde Sinema — Artistik Sine/Artistic Cine, Sayi 3, 18 Tesrinisani (Kasim)

1926

Gecenlerde blyuk film tacirlerinden birinin yazihanesinde bulunuyordum. Kirk
yaslarinda kadar tahmin edilen bir zat da ayni yazihaneye gelmisti. Bu oldukga biyulk
bir sehirde bir sinemanin sahibi idi ve kendi sinemasinda gostermek igin bir film

listesi istemege gelmisti.

Bu filmler yirmi tane idi... isimlerine gelince, bunlari hatirlamiyorum; zaten, isim
zikretmek neye yarar ki?.. Film tacirinin ve tasrali sinema sahibinin isimlerini de
zikretmedigim igin filmlerin isimlerini de zikre lGzum goérmiyorum. Belki bu

hareketim dogru degildir... Ve bu efendiler de bu haksizligima kizarlar!!!...

Pazarlik basladi... Otuz lira, “ifsa Eden Sapka”; yirmi lira, “Kanh Ciftlik”; on bes lira,

“Zinet Kadin1”; yirmi lira, “filan igin”... Boylece, on bes film pazarlik edildi.

Bu sinema sahibi:

- Yirmi glin sonra, bu on bes filminizi iade edecegime sizi te’'min ederim... diyordu.
Hayret ettim... Bu efendi, on bes filmi gosterecek ve yirmi giin sonra iade edecekti...
Burada, on bes film, on bes haftada gosterilir.. Orada, nasil oluyor da bunlar on bes
glinde gosteriliyor?

Bu, sinema sahibi gittikten sonra, yazihanenin sahibine sordum:

- Herhalde, giinde bir film gosterilecek, degil mi?

- Evet, oyle... Kliclik bir sehirde, bir film bir veya iki glinden fazla gosterilemez; zira,

seyirciler mahduddur.

Nasil oluyor da, bir sinemasi bulunan yirmi-otuz bin nifuslu bir sehirde bir program

bir hafta devam edemiyor?
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- Bu yirmi binden ancak bini sinemaya gelir!

- Bini mi?... Acayip!... Oradaki halk sinemadan hazzetmiyor mu?

- Bilakis, sinemaya bayilirlar... Clnkl, tiyatro ylzli gor[di]kleri yok ve nadiren
goriyorlarsa da bir sey anlamiyorlar... Sinema ise, gdzle goériliir ve anlasilir... iste
tasralilar bundan pek hazzederler... Hatta bazi koyliler, sinema seyretmeden evvel,
hayatin kiymetini bilmezlerken simdi siklagtilar ve hem saban hem kravatla mesgul
oluyorlar. Fakat, sinemaya devam edenler yalniz buna yakin mahallerde ikamet

edenlerdir.

- Bu sehrin muhtelif yerlerinde niye diger sinemalar insa edilmiyor?

- Kasabalarin ekserisinde heniiz elektrik yoktur ve binaen aleyh, ufak sermaye sahibi
olanlar, elektrik istihsali icin bir motor satin alamazlar. Ayni zamanda, motor vesaire
tedariki icin Istanbul’a gelmek de hayli masrafi mucip oluyor. Bunun icin tereddiit

ediyorlar.

Bu is pek karlidir. Ufak bir sermaye, sabir ve sebat cesaret ve biraz da tali* lazim...

Fakat, tali*, kendisini kullanmagi bilen herkese giler ylz gosterir.

Bu tedkiki mutakib... Pek istifadeli olmasa bile ben bu isi takip ederdim... Clnki,

sebatkarim!..

Antuan Pol
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Figure O.1. Vilayetimizde Sinema
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