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Afém Stnema /Mirase Pf%@

1960’lardan itibaren Adana’min toplumsal ve kiiltiirel yasami, bir bakima sinemalarin
etrafinda bi¢cimlenmistir. Bu donemde ¢ogu acgik hava sinemasi olmak tizere, 130’dan fazla
sinema mekdni ve 90 kadar da film dagitim sirketi sehirde faaliyet gostermektedir.
Merkezinde Adana’nin bulundugu Giiney Bélge Isletmesi -ve bu bélgeye 6zgii film {iretim
bicimi ve karmagik yapim yontemleri-, 1960-1980 déneminde, ulusal film endiistrisini
destekleyecek kadar giicliidiir. Biitiin bunlarla beraber Adana, islevsel ve toplumsal olarak
¢ok katmanli bir sehirdir ve bir¢ok kiiltiirel degeri biinyesinde barindirmaktadir. Bu dénemde
sinemaya gitmek, sehirdeki farkli sinif ve tabakalarin en 6nemli kiiltiirel etkinligidir. Ne var
ki, sehrin ekonomik ¢okiistine kosut bir bicimde -kimi zaman ekonomik ¢okiise dogrudan
bagli olmasa da-, Adana’nin film endiistrisinin yapisi da zayiflamis ve 1970’lerin ortalarindan
itibaren ¢okiis baglamigtir. Sehrin fiziki haritasim alt-iist eden bir dizi déniisiimiin ardindan

sinema mekanlarin ¢ogu tarihe karismistir.

Sehrin bu zengin sinema tarihini arastiran Adana Sinema Mirasi projesi su etkinlikleri
icermektedir: 1. Yaklagik 120 y1llik Adana sinema tarihinin arastirilmasi, 2. Ge¢gmisten bugtine,
Adana’da faaliyette bulunan sinema mekanlarinin tespit edilmesi ve haritalanmasi, 3. Adana
sinema tarihi gezi rotalarinin ve katalogunun olusturulmasi, 4. Adana sinema tarihiyle ilgili
ulusal ve uluslararasi akademik calistay ve konferanslarin diizenlenmesi, 5. Belgika'nin
Antwerp ve Gent sehirlerinde sinema tarihini aragtiran uzmanlardan yararlanarak Adana

sinemalarinin kiiltiirel miras olarak taninmasi ¢alismalarinin gerceklestirilmesi.

Kiiltiirel Miras Olarak Sinema Igin Diyalog: Stmirlar-Arast Diyalog Yoluyla Adana’da Sinemalarin
Somut Olmayan Kiiltiirel Miras Olarak Kimliklendirilmesi, Taminmas: ve Topluluk Temelli
Envanterinin Cikarilmast (Adana Sinema Mirasi) Projesi T.C. Kiiltiir ve Turizm Bakanligi
tarafindan Avrupa Birligi'nin mali destegi ile hayata gecirilen “Ortak Kiiltiir Mirast: Tiirkiye
ve AB Arasinda Koruma ve Diyalog-II (CCH-II) Hibe Programi” kapsaminda hibe destegi
almigtir. Programin Sézlesme Makami, Merkezi Finans ve Thale Birimidir. “Ortak Kiiltiir
Mirast: Tiirkiye ve AB Arasinda Koruma ve Diyalog-II (CCH-II) Hibe Programi1”, Tiirk ve AB
kuruluslari arasinda ortaklasa uygulanan ortak kiilttirel miras faaliyetlerinin tesvik edilmesini
ve gelistirilmesini amaglamaktadir. Bu hibe programinin genel hedefi, kiiltiir, sanat ve kiiltiirel
miras yoluyla sivil toplum diyalogunun, kiiltiirel miras konusunda uluslararas: igbirliginin

gelistirilmesi ve Ttirkiye’de kiiltiirel degerlerin tesvik edilmesidir.

Ucan Balon Cocuk ve Genglik Dernegi (Adana) tarafindan ytriitiilen bu projenin ortaklar
Gukurova Universitesi, Antwerp Universitesi (Belgika) ve Gent Universitesi’dir (Belcika).
Adana Biiytiksehir Belediyesi ve Sabri Senevi Sinema Evi ise projenin faydalanici ortaklar

arasinda yer almaktadir.



Giris: Adana Sinemalarinin i1k Yillar

Lumiere Kardesler'in sinematograflarindan Alexandre Promio (1868-1926), 1897 yilinin Mart
ayindaki Misir seyahatinin ardindan Akdeniz kiyilarini takip ederek kuzeye yonelir. 3 Nisan
1897’de baslayan seyahatinin ilk durag: Tel Aviv’dir; Promio, Hayfa ve Kudiis'ten manzaralar
kaydeder (6rnegin Arrivée d'un train, Débarquement d’une barque, Panorama en chemin de fer ve
Caravane de chameaux). Sonra kiyidan igeriye Beytiillahim’e geger ve ardindan yeniden kuzeye,
Beyrut ve Sam’a devam eder. Promio, Lumiére Katalogu'nda (https:/ / catalogue-lumiere.com)
394-413 arasinda numaralandirilan yirmi kadar kisa film ¢ektikten sonra, muhtemelen Hatay
tizerinden Anadolu’ya girer ve Istanbul’a yonelir. Bu seyahati biraz mesakkatli olur giinkii
kendi ifadesiyle Abdiilhamit Tirkiye’sinde manivelali herhangi bir ekipman stipheyle
karsilanmaktadir. Ama bu sorunlar Fransiz Konsoloslugu'nun girisimleri ve bazi yetkililere
verilen riigvet sayesinde ¢oziiliir (Coissac, 1925, ss. 196-197). Nihayet 1897 yilinin Nisan aymnin
sonlarina dogru Istanbul’a, Promio'nun giinligiinde zikredildigi ve kataloga aktarildig
bicimiyle Constantinople’e ulagilir. Promio, Asya Tiirkiye’sini (Turquie d’Asie) geride birakmis
ve Avrupa Tiirkiye'sine (Turquie d’Europe) ayak basmugtir artik. Istanbul’da, Lumiére
Katalogu'nda 414417 arasinda numaralandirilan doért film ¢eker. Promio'nun ¢ektigi, bir
askerf gecit torenine ait iki film ile (Défilé de l'infanterie Turque ve Défilé de I'artillerie Turque) bir
Hali¢ ve bir Bogaz manzarasi (Panorama de la Corne d’Or ve Panorama des rives du Bosphore)

bugiin Istanbul’a dair en eski film kayd1 olarak kabul edilmektedir.

Promio, muhtemelen Toroslar’dan gegen ilk sinemacidir ve kisa zamanda bagka sinemacilar
onu takip eder. 1902’de Dimitri adindaki bir Rum sinematografc¢i énce Mersin’de hemen
ardindan da Adana’da film gosterimleri yapar (Ozuyar, 2013, s. 150). Osmanlh topraklarinda
gayrimiislimlerin sinemacilik faaliyetlerine onciiliik ettikleri bu dénemde, Bay Dimitri'nin,
Rum azmhgm etkin oldugu Adana’da film gosterimi yapmasi tesadiifi degildir. Bugiin
Adana’daki Rum Cemaati’'nin 1902'deki film gosteriminin hemen ardindan bir sinema
kurduklarini ve bu sinemada ¢ok diizenli olmasa da gosterimler yapildigini bilmekteyiz. Ama
bu yillarda sehirde faaliyet gosteren tek sinema isletmesi bu degildir: Birinci Diinya Savast
sonrasinda, Fransiz isgali altindaki Mersin’de faaliyet gosteren La Pensée adli fotograf
stiidyosunun editorlerinden Kyrkias Papadopoulos'un 1920’lerin hemen basinda Adana’da,
Eski Gar Meydani'nda ¢ektigi bir fotograf, acik hava sinemasinin varhigini gostermektedir.
Papadopoulos’un Teras Sinemas: olarak adlandirdigi bu sinema ile Adana Rum Sinemast,
muhtemelen 1924 tarihli Adana Ticaret Rehberinde (Oguz, 2014, s. 97) adlari amilmadan
kaydedilen iki sinemadir. Bugiin, Teras Sinemas’min degil ama Adana Rum Sinemas’nin
akibetine dair bilgiye arsivlerden ulasabilmekteyiz. Rum Sinemasi, Lozan Antlasmasi’yla
gerceklestirilen miibadele sonrasinda, Adana Milletvekili Zamir Bey tarafindan verilen takrir
sonucu, Bakanlar Kurulu'nun 16 Mart 1924 tarihli karariyla kamulastirilir ve Adana Tiirk

Ocagi'na devredilir. Sinema, bu tarihten Tiirk Ocaklari’nin kapatildig: 10 Nisan 1931’e kadar



Tiirk Ocagr Sinemas: adiyla anilir ve yillik 6.000 lira gelir elde edecek kadar da (Pinar, 2015, s.
539) verimli bi¢imde igletilir. 1931’de Cumhuriyet Halk Firkasi'na (CHF) devredilen sinema,
gelir getirmesi amaciyla 6nce iki yil i¢in Arifzade Azmi Bey’e kiralanacak, daha sonra da
satilacak ve Ast? Sinema adini alarak uzun yillar calisacaktir. Cumhuriyet’in bu ilk on yilinda
Adana’da yogun bir sinemacilik faaliyeti oldugunu; sehirdeki tiyatrolarda, kumpanyalarda
hatta gazinolarda ya da barlarda zaman zaman gosterimlerin yapildigini; bununla birlikte
Tiirk Ocagr Sinemast —Asri Sinema—, Lile Sinemas: —daha sonra sirasiyla Elhamra ve Alsaray
Sinemas: adlarmi alacaktir—, Tan Sinemas: ve Yeni Sinema’min faaliyet gosterdigini; ama
1920’lerin sonunda Zabit Yurdu gibi kimi kurumlarda da sinema salonlarinin agilmaya
basladigini gorebilmekteyiz (Yeni Adana, 1929, s. 3). Yine arsivlerden bu dénemde sehirde Sark
Tiyatrosu, Hiirriyet Tiyatrosu gibi salonlarda ve Seyhan Park: gibi yerlerde de film gosterimleri

yapildigr anlagilmaktadir.

ADANA (Cilicie) - Cinéma de la Terrasse - Quartier de I'Ancienne Gare

Teras Sinemas1 — Arsiv belgelerine gore 1902'de, Anadolu’daki film gosterimlerinin ¢ogunlukla seyyar
sinema makineleriyle icra edildigi bir dénemde, Yunanistan’dan gelen “Dimitri” adl1 bir sinematografci
once Mersin’de hemen ardindan da Adana’da film gésterimleri yapar Bugiin Adana Rum Cemaati'nin
bu gosterimin hemen ardindan bir sinema kurdugunu ve bu sinemada ¢ok diizenli olmasa da film
gosterimleri yapildigini bilmekteyiz. Kuvvetle muhtemeldir ki, 1900'lerin hemen baginda sehirde
faaliyet gosteren tek sinema igletmesi bu degildir. Birinci Diinya Savasi sonrasinda, Fransiz isgali
altindaki Mersin’de faaliyet gosteren La Pensée adli fotograf stiidyosunun editorlerinden Kyrkias
Papadopoulos'un Eski Gar Meydani'nda ¢ektigi bir fotograf acik hava sinemasmn varligim
gostermektedir. Bugiin Seyhan ilgesi, Kurtulus Caddesi'nde halen ayakta duran bu binanin terasindaki
sinemanin makine dairesi, fotografta actkga goriilmektedir. Aym fotografta Teras Sinemasi olarak
adlandirilan bu sinema ile Rum Sinemasi, 1924 tarihli Adana Ticaret Rehberi'nde de yer almaktadr.




1931 yilinda Tiirk Ocaklari’nin kapatilmasinin ardindan, Halkevleri igin ¢alismalara girisilir.
Bir yildan kisa bir siirede hazirlik ¢alismalari tamamlanir ve 19 Subat 1932’de 14 sehirde
halkevi acilir. A¢ilan bu ilk halkevleri arasinda Adana’nin olmayisi, sehirde tepkiyle kargilanir
ve hemen aymni giinlerde bir halkevinin kurulmasi i¢in ¢aligmalara bagslanir. Ne var ki, ayn
yilin Haziran ay1 iginde 20 yeni halkevi daha acilir ve Adana yine bunlarin arasinda degildir;
hem halkevi binasi hentiz tam olarak acilisa uygun degildir hem de yaz nedeniyle sehir halk
cogunlukla yaylalara ve baglara gekilmistir. Nihayet 1933 y1l1 Ocak ay1 ig¢inde yayimlanan CHF
Adana Vilayeti Mesai Raporu’nda halkevinin a¢ilmasi takvime baglanir ve 24 Subat 1933’te, bu
is icin tahsis edilen CHF binasinda halkevi agilir. Ancak halkevi binasimun fiziki altyapisi
konferanslar, tiyatro oyunlar1 ya da sinema gosterileri icin pek de yeterli degildir. Bu ilk
binadaki salonun kapasitesi sadece 250 kisidir ve su baskinlar1 ya da sik sik konferanslara
tahsis edilmesi nedeniyle film gosterimleri igin ¢ok da diizenli kullanilamamaktadir (BCA,
490.01.1210/15.2.48). Bu nedenle film gosterimleri i¢in Halkevi tarafindan ¢ok farkli mekanlar
kullanilmigtir. Ama diger yandan, kurulusundan iki y1l sonra sesli cekim yapabilen bir kamera
satin alnmis ve gehirdeki pek ¢ok faaliyet filme kaydedilmistir. Ayrica, 6zellikle Hatay’'in
bagimsizligi ve Tiirkiye'ye ilhaki sirasinda Adana, ulusal Olgekte giindemin merkezine
oturmus ve bu siiregte sinemacilik faaliyetleri de 6nem kazanmistir. Ttim bunlardan dolays,
Adana Halkevi'nin sinemacilik faaliyetleri, ulusal sinema tarihimizde 6zgiin bir yerde

durmaktadir.

Adana Halkevi kollar1 ve komiteleri, kurulusuyla birlikte yogun bi¢imde calismaya basglar.
Ama sinemacilik faaliyetleri igin 1935'i beklemek gerekir. 1935 yilinin hemen ilk giinlerinde
sesli kayit yapabilen bir film makinesi satin alinir. Ayni yilin i¢inde, o donem igin sehirdeki en
kuvvetli sinema makinesi oldugu ifade edilen bir sinema makinesi de alinmustir (Akgiinler,
1935a, s. 1). Seyyar olan bu makine sayesinde sadece Adana Halkevi'nin salonunda ya da
bahgesinde degil sehrin ¢eperlerindeki mahallelerinde, kasabalarinda ve kdylerinde de film
goOsterimi yapmak olanakli hale gelmistir. Makinenin alinmasiyla beraber, daha nce Halkevi
tarafindan kayda alinan filmlerin gosterilmesi miimkiin olmustur. Ayrica, Halkevi yonetimi
ayn y1l i¢inde bir sinema salonu inga etmek igin girisimlerde bulunmustur (Akgiinler, 1935b,
s. 3). Mevcut binanin salonu gosterimler i¢gin yetersizdir ama sorun, sadece salonla siurl
degildir. Halkevi faaliyetleri yogunlastikca mevcut binanin yetersizligi daha da goriiniir
olmaktadir. Bu nedenle, heniiz 1934 yilinda yeni binanin ingas1 gindeme gelir (Yeni Adana,
1934, s. 1). Ama projenin olgunlagsmasi ve hayata gecirilmesi zaman alir ve binanin ingasina
ancak 26 Temmuz 1938’de bagslanabilir. Projesi Mimar Seyfi Arikan tarafindan ¢izilen ve Asfalt
Caddesi’'nde (giintimtizde “Atatiirk Caddesi” olarak adlandirilmaktadir) yer alan bina, 1940
yilinin ilk aylarinda tamamlanir ve kademeli olarak tasinma baglar. Tasinma islemlerine
baglanilan bu yeni binada 1000 kisilik bir tiyatro ve sinema salonunun yapimi devam

etmektedir (Tiirksozii, 1940, s. 2). Bina, 29 Ekim 1940’ta diizenlenen torenle hizmete agilir.



1942’de tamamlanan tiyatro ve sinema salonunda ise 792 koltuk bulunmaktadir' (Ttirksozii,
1942, s. 2). Her ne kadar sinema salonunun yapimi zaman alsa da, 6zellikle film ¢ekim ve
gosterim ekipmaninin alindigr 1935 yilinin basindan itibaren Adana Halkevi'nin sinemacilik

faaliyetleri yogun bir bigimde gergeklesmistir.
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Adana Halkevi Sinemas1 — Adana Halkevi, 1933’ten 1951’e kadar, ozellikle temsil kolu araciliiyla
yogun bigimde film yapim ve gosterim etkinlikleri gerceklestirmistir. 1935'te TBMM tarafindan
gergeklestirilen yasal diizenlemenin ardindan satin alinan kamera ve seyyar sinema projektoriiyle
sehirdeki énemli etkinliklerin kaydedilmesi ve kaydedilen filmlerin Istanbul’da banyo ettirildikten
sonra gosterilmesi; sadece halkevinde ya da sehir merkezindeki sinemalarda degil, kasaba ve kéylerde
de film gosterimlerinin yapilmasi; koylerde tarim, hayvancilik ve halk saghigiyla ilgili fenni filmlerin
gosterilmesi gibi etkinlikler dikkat ¢ekmektedir. Adana Halkevi tarafindan gerceklestirilen sabit ve
seyyar gosterimler aracihigiyla sehir ahalisi ve 6zellikle sehir-dig1 alanlarda yasayanlar, bolgede 1960-
1980 déneminde zirveye ulagan filmcilik ve sinemacilik faaliyetleri i¢in seyir deneyimine hazirlanmstir.
Benzer bigimde, halkevi tarafindan gergeklestirilen film kayitlar: ve yerel film tiretimi etkinliklerinin de
bolgede daha sonra goriilecek yerel film yapimcligmm ilk 6rnekleri oldugu diistintilebilir. Adana
Halkevi binas1 glintimiizde Biiyiiksehir Belediyesi'ne ev sahipligi yapmaktadir.

! Bina bugiin, Adana Biiyiiksehir Belediyesi Binasi olarak hizmet vermektedir ve salonu da Adana
Biiytiksehir Belediyesi Tiyatro Salonu olarak kullamilmaktadir.



Yesilcam’in Altin D6neminde Adana Sinemalar

“(...) Ben karakter ararim, sanat ararim. Yerli filimlerse hi¢ aldirig
etmezler boyle seye. Zaten yerli filimcilerimiz, bilhassa filimcileri
yoneten Anadolu Isletmecileri sanattan nedense bucak bucak kacarlar.
Inanir misiniz, sinemay icat edenler mezarlarindan baglarim kaldirip
da bizim filimlerimizi gorseler, sinemay1 kegfettiklerine pisman olur,
belki de kendilerine lanet ederler, ikinci sefer oliirlerdi” (Kemal, 1970,
s. 133).

Liitfi Akad ve ekibi, 1951'de Arzu ile Kamber'in (1952) cekimleri i¢in Bagdat'a giderken
sofdrlerinin rahatsizlanmasi tizerine Adana’da mola verir. Bu sirada daha 6énceden tanidiklar
Yasef Bey'le karsilasirlar. Yasef Bey, Istanbul’daki isletmelerin filmlerini sehirde
dagitmaktadir. Bununla birlikte sehirde bir mekdn tutmus ve bazi yapimevlerinin filmlerini
pazarlamaktadir. Akad’a gore (2004, s. 125) Yasef Bey, sonradan gelisecek bolge
isletmeciliginin onciiltigini yapmaktadir bir bakima. Cemil Filmer de hatiralarinda (1984, s.
180-183) Adana’yla ilgili dikkat gekici bir anisin1 aktarir. 1940’larin sonlarma dogru bir giin,
Istanbul’da yazihanesinde galigmaktayken, Hact Omer Sabanci bir grup avukatla beraber
kendisini ziyaret eder ve Adana’da yeni yaptirdig1 Erciyes Sinemasi’mi igletmesini ister.
Filmer, her ne kadar islerinin yogunlugunu 6ne stirerek teklifi reddetse de, epey tehdit igeren
israrlara dayanamaz ve salonu devralir. Adana Ticaret Odast (ATO) kayitlarina goére Haci
Omer Sabancr'nin 5 Nisan 1946’da tescil edilen ticari faaliyetlerinden biri, Erciyes Sinemasi'nt
da biinyesinde barindiran Erciyes Palas Oteli'nin igletmeciligidir. Filmer’in aktardiklari,
1960’lardan ¢ok 6nce Adana’da sinema isletmeciliginin ne kadar cazip bir is kolu oldugunu
gosterir. O giine degin salt ticaretle ugragsan Hact Omer Sabanc, hig asina olmadig1 bu alana
mutlaka yatirim yapmak ve yatirimini da Cemil Filmer gibi isinin ehli bir girisimciye emanet
etmek istemektedir. ATO kayitlarma gore, Cahit Gezicioglu'na ait Sabah Film, hentiz 1949'da
sehirde “filmcilik, film g¢evirme ve film ithalati” alaninda faaliyet gostermektedir. Daha o
yillarda Adana’da epey yogun sinemacilik faaliyeti gerceklesmis olmali. Hakan Erkili¢'in
(2003, s. 70) aktarimina gore de ilk bolge isletmesi Adana’dir ve 1951’de kurulmustur. Her ne
kadar Akad'in hentiz 1951'de bolge isletmelerinin kurulmadigini ¢ikarabilecegimiz
ifadeleriyle (2014, s. 125) gelisse de, bu bilgiden yola gikarak 1950lerin hemen baginda sehirde
bolge isletmeciligi modelinin temellerinin atilmaya baslandigini soyleyebiliriz. Adana’da
1960'tan 6nce, ATO tarafindan tescillenen on isletme —Atlas Film, Cenup Film, Dar Film,
Erdini Film, Giiler Film, Sabah Film, Saymn Film, S6zen Film, Koganga Film ve Kurt Film-,
agirlikla film ithalini, dagitimini ve bu filmlerin sinema salonlarinda pursantaj ya da sabit fiyat
usuliiyle isletilmesini ifade eden filmcilik isiyle ugrasmaktaydi. Halihazirda, 1924 tarihli Adana
Ticaret Rehberinde (Oguz, 2014, s. 97) dahi sehirde iki sinemanin tescilli calistigini

gormekteyiz.



1960-1975 yillar1 arasinda Adana’da sinemanin son derece devingen ve yogun bir is kolu
olmasi elbette ki tesadiifi degildir. Bu yogunlugun arkasindaki temel neden, sehrin cogunlukla
insan emegine dayanan ekonomik diizenidir. Adana’nin merkezinde oldugu Cukurova
Bolgesi Amerikan I¢ Savasi yuiziinden hammadde sikintis1 ¢geken Biiyiik Britanya sanayisine
pamuk {iiretebilecek bolge olarak belirlenir. Pamuk iiretimiyle birlikte bolgedeki yerlesim
politikast koklii sekilde degisir ve sehirlesme baglar. 19. ytizyilin ikinci yarisindan itibaren
ulusal pamuk tiretiminin merkezi konumundaki sehirde, mevcut tarima dayali tiretim, sanayii
ve ticarete yonelik faaliyetler 1940tan itibaren olagantistii biiytime gosterir. Sehir, tarimsal
tiretimin 6nemini korumastyla birlikte, Cumhuriyet déneminin ilk anakentlerinden biri olarak
hizli sanayilesme stireci yagar. 1907'de Aristidi Kosma Simyonoglu tarafindan “Simyonoglu
Fabrikas1” adiyla kurulan, daha sonra millilestirilen ve nihayet 1927’de Nuh Naci Yazgan ve
ortaklar: tarafindan hazineden satin alinarak faaliyete gecen, bugiin yaygin bilinen adiyla
Adana Milli Mensucat Fabrikasi, sanayinin lokomotifi konumundadir. 1937’ de faaliyete gecen
Stimerbank’in pek cok istiraki de Adana’da yerini alir: Adana Bez Fabrikasi, Adana Pamuk
Satin Alma ve Circir Fabrikalari. Devletin bu girisimlerini 6zel sektore bagli irili ufakli onlarca
cirgir ve iplik atolyesi izler (Ozcanly, 2008, s. 157). Sanayilesme, 1948’de Truman Doktrini ve
Marshall Plani'nin ilani, 1950’deyse Demokrat Parti’nin iktidar1 devralmasiyla yeniden ivme
kazanacaktir. Bu ivmeyle Adana’ya ¢ok sayida tarim ve tarima dayali sanayide kullanilacak
arac—gereg girisi olur. 1951"de PAKSOY Ticaret ve Sanayi A.S., 1953'te Giiney Sanayii ve
Ticaret A.S. faaliyete geger. 1956’da Hact Omer Sabanci’nin sahibi oldugu ve sonradan devasa
bir holdinge déntisecek yapinn ilk adimlarindan BOSSA Ticaret ve Sanayii A.S. ve Akdeniz
Tekstil Sanayii Fabrikalari kurulur. Bunu Ahmet Sapmaz ve Hact Omer Sabanci ortakligiyla
kurulan SASA Suni ve Sentetik Elyaf Sanayi A.S. takip eder. Aym yillarda sehrin
geniglemesine bagl olarak insaat malzemesi tireten fabrikalar faaliyete gecer. 1954'te kurulan
Cukurova Cimento Sanayi T.A.S. ve Cukurova Makine Imalat ve Ticaret A.S., alanlarindaki
en biiytiik isletmelerdendir. Bu kadar biiyiik bir ekonomi dogaldir ki kendi finans sistemini de
yaratacaktir. Sehrin biiyiik sermayedarlarinin girisimiyle 1948’de Akbank, 1955"te Pamukbank
kurulur. Sehir, 1956’da Osmaniye, Gaziantep, Icel ve Konya yollarinin birinci sinif yol
durumuna gelmesiyle birlikte gegis merkezi kimligine biirtiniir. Hentiz biitiiniiyle
makinelesmemis tarimsal tiretim, Ozellikle de pamuk {iretimi nedeniyle tarim isgisi
istthdamina yogun talep vardir. 1940’tan sonra ekimi yapilan, ytiksek verimli ancak ¢ok kisa
siirede toplanmasi gereken akala pamugu tiretimi nedeniyle ¢ok sayida mevsimlik tarim isgisi
Adana’ya yonelir (Hinderink & Kiray, 1970). Diger yandan, tarimda makinelesmenin
baslamasina da kosut bicimde kdylerden sehir merkezine yogun hareket vardir (Yaman, 1981,
s. 65). Gerek sanayii kolunda gerekse hammaddeyi saglayan tarim arazilerinde isgtictine talep
arttikca sehrin niifusu da artar. Agirlikla Cukurova Bolgesinden kaynaklanan yogun gog
nedeniyle sehrin niifusu 1965te yaklasik 402.000'i merkezde, 480.000"iyse kdylerde yerlesmis
bulunmak iizere, 902.000 kisiye ulasir (TUIK, 1965 Genel Niifus Sayimi Veri Tabani). Ustelik bu
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donemde, 1965-1970 yillar1 arasinda sehre go¢ edenlerin %77,42’si ticretli olarak calismaktadir
(Yaman, 1981, s. 112). Bu, var olan talebin yiiksek oranda istthdama donistiigiini gostermekle
birlikte, sehirdeki devingen niifusun g¢ay bahgeleri, gazinolar ve ozellikle sinemalarda
yogunlasan toplumsal hayata, 6yle veya boyle katilabilecegi maddi olanaga sahip oldugunu

da gostermektedir.

-~ —

S T S,

Diiiiiii;\‘

Bereketli Topraklar Uzerinde — Adana hem ekonomik olarak da genis bir cografyanin merkezindedir
hem de hem de pek ¢ok yolun kesistigi bir kavsaktir. Bu nedenle ¢ok uzun siireden beri sehre yonelik
yogun insan hareketliligi vardir. Adana, Cumhuriyet déneminin ilk anakentlerinden biri olarak hizh
sanayilesme siireci yagar. 1907'de Simyonoglu Fabrikasi adiyla kurulan Milli Mensucat Fabrikasi,
sanayinin lokomotifi konumundadir. 1940’larda Stimerbank’in pek ¢ok istiraki sehirde yerini alir. Bez
Fabrikasi, Pamuk Satin Alma ve Cirgir Fabrikalariyla baslayan kamu girisimlerini 6zel sektor de izler.
1950’lerde pes pese ¢ok biiyiik sanayi yatirimlari gerceklesir ve fabrikalar acilir. Bu biiyiik ekonomi
insan hareketligine yol acar ve bu hareketliligin tetikledigi cesitlilik kiiltiirel alana da yansir. “Adana’y1
edebiyatta, sanatta ve sinemada bu kadar 6zel kilan etmenler nedir?” sorusuna senarist ve yazar Osman
Sahin’in yarut1 da tiim bunlarla iligkilidir: “Edebiyat, sanat ve sinema varsillar ve yoksullar arasindaki
hirsin, gatismanin ve geligkinin oldugu yerde dogar, biiytir ve gelisir.”

1960’tan sonra, Adana’da sinemaya talep Oylesine biiyiiktiir ki Trakya, Zonguldak ve
Eskisehir’i igine alan Istanbul Bélgesinin hemen ardindan ikinci pazari olusturur (Dorsay ve
Ayca, 1973, s. 22). Dénemin 6nde gelen yapimcilarindan Hiirrem Erman, gelirin biiytik
kisminin Istanbul ve Adana Bélgesinden elde edildigini, bunu Izmir, Samsun ve Ankara’nin
takip ettigini dile getirmektedir (Erman’dan aktaran Dorsay, Cos ve Ayca, 1973, s. 33). Ayn1

anda 100’tin tizerinde kapali salon ve yazlik sinemanin faaliyet gosterdigi (Cos, 1969, s. 23);
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1973’te 70mm projeksiyon makinesine sahip bir isletmenin bulundugu ve Feza Efsanesi 2001’le
(Stanley Kubrick, 1968) ilk gosterimin yapildigi (Anonim, 1973a, s. 3)>, ama ayni zamanda
sinema ¢ergilerinin (Sahin, 1974 ve 1977) katir sirtina yiikledikleri 16mm’lik projeksiyon
makineleriyle yayla koylerinde film sattiklar: (Sahin, 1974, s. 50) bir ortam s6z konusudur.
Film yapimi, ithali, dagitimi ve bunlarla baglantili alanlarda faaliyet gosteren isletmelerin
Adana Filmciler Dernegi'nde, sinema sahiplerinin veya isletmecilerinin Adana Sinemacilar
Dernegi'nde, seyircilerinse Sinematek Dernegi ve Tiirk Film Arsivi'yle igbirligi yapan sinema
kuliiplerinde orgiitlendigi (Anonim, 1973b, s. 32) dénemdir bu. Ustelik bu yapr salt tiiketim
etkinlikleriyle kurulmus degildir. Ulusal alanda taninan Orhan Kemal ve Osman $ahin gibi
senaristler; Yilmaz Giiney, Ali Habip Ozgentiirk, Yilmaz Duru ve diger yénetmenler; Arif ve
Abdurrahman Keskiner kardesler veya Irfan Atasoy gibi yapimcilar ve salon isletmecileriyle,
Umut (Yilmaz Giiney ve Serif Goren, 1970), Endise (Yilmaz Giiney ve Serif Goren, 1974) veya
Zikkimin Kokii (Memduh Un, 1993) gibi filmler de bu yapinin pargasidir. Ne var ki 1970'lerden
itibaren ama ozellikle 1975’ten sonra tiim tilkede oldugu gibi, Adana’da da sinema sektorii
bunalima girecek bu yap1 dontisecektir. Ttim yapiy1 ayakta tutan seyircinin agik hava ve salon
sinemalarindan ¢ekilmesiyle birlikte 6nce sinemacilar alanda tutunamayarak doniisecek ve
sinema salonlar1 kapanacaktir. Pazarin kiiglilmesi ve talebin azalmasinin ardindan bu kez
filmciler farkl is kollarina yonelecekler ve 6zellikle 1960-1975 yillar1 arasinda Yesilgam'in itici
giicii olarak 6ne gikan, film yapim biitcelerini 6n 6demelerle destekleyen bolge isletmeciligi

modeli artik uygulanamayacaktir.

Calismanin Amaci, Kapsami ve Yontemi

Bu calismada Adana Ticaret Odasi (ATO) kayitlari, yerel siireli yayinlar ve 19601975 yillar
arasinda Adana sinema alaninda ¢alismus kigilerle yapilan goriismeler ve alan ziyaretleri gibi
birincil kaynaklardan hareketle, 1960-1975 yillariyla siurlandirilmis dénemde Adana’nin
sinema alani, iki 6nemli 6gesi yani “perakende film alim satimi, film isletmeciligi, film
komisyonculugu, filmcilik ve film ticareti” gibi faaliyetleri gerceklestiren filmciler ve “sinema
isletmeciligi ve/veya sinemacilik” faaliyetlerini gerceklestiren sinemacilar merkeze almnarak
degerlendirilmektedir. Bugiine degin, anaakim sinema calismalarinda siklikla kargilagtigimiz
gibi, belli bagh yonetmenler, akimlar veya filmler merkeze alinarak gerceklestirilen ulusal
sinema tarihinin yazimi, kendini mekan baglaminda ¢ogunlukla Istanbul’la sinirlamaktadir.
Oysa giincel ve goreceli olarak az sayida calismada tanuklik ettigimiz gibi, bu bélgenin disinda
da cok canli bir sinema ortami bulunmaktadir. Bu baglamda, Adana ve Adana Boélgesinin
sinema alaninin hentiz gerceklestirilmemis tarih yazimina baglama niyeti de tasiyan ¢alismada
su temel sorulara yanit aranmaktadir: (1) Hentiz alanyazinda yer almadig: igin, 1960-1975

yillar1 arasinda gehirde faaliyette bulunan filmciler ve sinemacilar yerel kaynaklardan

> Ayn1 kaynaga gore, o dénemde Tiirkiye’de sadece dort sinemada bu projeksiyon makinesi vardir.
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hareketle tespit edilebilir mi? Buradan yola cikilarak sehrin sinema alanimin biytikligi
saptanabilir mi? (2) Sehrin sinema alaninin temel 6geleri olarak filmcilerin ve sinemacilarin
faaliyetleri ne sekilde tanimlanabilir? (3) Her iki grupta yer alan girisimcilerin, faaliyetlerini
orgiitlemek -Ornegin alanin ekonomik yapisin1 diizenlemek veya ekonomik ¢ikarlarinm
korumak- icin yontemleri nelerdir? (4) Ozellikle filmcilerin, Istanbul’la ve bolgenin diger
sehirleriyle kurduklari ticari iliski nedir ve bu iligki nasil 6rgiitlenmektedir? (Dolayisiyla bu
calisma, bir donemin niteleyeni olmasma karsin halad biiytik bir bilinmeyen olan bdlge
igletmeciligi modelini, Adana Bolgesi Ornegiyle biraz olsun aydinlatma amacmi da
tagimaktadir). (5) Adana Bolgesinde, is olarak sinema, ulusal ve/veya yerel 6lgekte, tarihsel

ve toplumsal gelismelerle nasil bir etkilesim halindedir?

Calisma, yukarida zikredilen arastirma sorularmin yamitini 6zellikle 1960-1975 yillariyla
sinirlandirilmis donemde aramaktadir. Sinirlandirmanin 19601a baglamasinin nedeni, ulusal
ve yerel Olcekte gerek film tiretimi gerekse tiiketimine dair ilginin bu yillarda ytikselige
gecmesidir. Adana iginse bu tarih, yine yukarida irdelendigi gibi, sehirdeki ekonomik
etkinliklerin ve insan deviniminin yogunlasti§1 doénemin baglangicina isaret etmektedir.
Donemin 1975'le sinirlandirilmasinin nedeniyse sudur: Sehrin sinema alanimin yeniden
dontigtimii, Tiirkiye'nin genelinde oldugu gibi, 1970’lerin ortalarinda gerceklesir. Nedenleri
asagida tartisilmakla birlikte, 1975’in calisma kapsamini belirlemesi bakimindan su olaylar ve
olgular Ozellikle 6nemlidir: (1) Farkli kaynaklarda “Cukurova Televizyonu” olarak da
zikredilen, TRT nin bolgesel yaymm Adana-igel TV, 27 Ocak 1974’te faaliyete geger. (2) Sehrin
toplumsal hayatini etkileyen olaylardan Kibris Barig Harekati, 20 Temmuz 1974’te gerceklesir.
(3) 13 Eylil 1974'te Yilmaz Giiney, Endige filminin ¢ekimleri igin bulundugu Yumurtalik’ta
Hakim Sefa Mutlu'yu 6ldiirtir ki bu da sehrin toplumsal hayatini etkileyen bir diger olaydir.
(4) 1975'te yasanan Tiirk lirasindaki deger kayb1 ve pahalilik, sehrin ekonomik hayatini alt-iist
edecektir. (5) Ik kez 15-22 Mayis 1969 tarihleri arasinda gerceklestirilen Altin Koza Film
Senligi, 1973"te besinci kez gerceklestirilmesinin ardindan, ekonomik nedenlerle 1992’ye degin
ertelenir. (6) 1975 aymi zamanda, Tiirkiye'nin genelinde oldugu gibi, sinema salonlarmin
kapanmaya bagladig1 ve ayakta kalanlarinsa film gosterim politikalarinda kokli degisiklige

gittikleri ~6rnegin erotik filmlere yoneldikleri— donemin baslangicidir Adana igin.

Calismada degerlendirilen verinin 6nemli kismi ATO iiye kayitlarinin taranmasiyla elde
edilmistir. ATO gevrimigi arsivinden anahtar kelimelere gore yapilan dokiimlerde yer alan her
bir isletmenin detayl bilgisineyse “Uye Bilgisi” sekmesinden ulagilmistir. Bu sekmeyle
dokiimii yapilan tim igletmelerin unvanina, ticari sicil numaralarina, halen faaliyette olup
olmadiklarina, tescil edilme ve tescilden diisiis tarihlerine, tescil adreslerine ve iletigim
bilgilerine, faaliyet alanlarina ve faaliyet kodu bilgilerine ulasmak miimkiin olmaktadir.
Calisma kapsaminda arsiv taranirken yukaridaki anahtar kelimelerden yola ¢ikilmakla
birlikte, arsiv kayd: bulunan filmci ve sinemaci isletmelerin tiye bilgileri arasindaki faaliyet

alanlarinda yer alan “film komisyonculugu” ve “film ticareti” gibi yeni anahtar kelimelerden
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de yararlanilmugtir. 2022 yili Agustos ayina kadar yapilan arsiv taramasi sonucunda kaydina
ulasilan igletmelerin dokiimii yapilarak tablolagtirllmistir. Bu baglamda, esasen 1960-1975
yillar1 arasindaki déneme odaklanilmasina kargin, ATO kayaitlar: taranirken 1940-1980 arasi
esas alinmistir. Bunun iki nedeni vardir: (1) Adana’nin sinema endiistrisi tarihinin 1960’tan
oncesini de tespit edebilmek. (2) 1960’larin ortalarinda sehirde filmcilik faaliyetlerinde
bulunan bazi sirketlerin uzun siire kayit dis1 kalmasi ve kimi zaman 1970’lerin sonuna kadar

bu sekilde galisarak ancak o dénemde ATO tescillerini yaptirmalari.

ATO tiye kayitlariyla birlikte yerel siireli yayinlar da ¢alisma igin temel veri kaynaklarindan
olmustur. Calismada alanyazindan faydalanilmis olmakla birlikte, 6zgiin veriye ulasmak i¢in
tic temel kaynaga bagvurulmustur: (1) 25 Aralik 1918’de yayin hayatina baslayan ve o giinden
bu yana araliksiz yayimlanan Yeni Adana gazetesinin argivinden, o6zellikle 1974 ve 1975
yillarmin degerlendirilmesi igin yararlanilmistir. Arsiv taramasi igin bu iki yilin secilmesinin
nedeniyse, 6zellikle seyircinin agik hava ve salon sinemalarindan gekilmesinin toplumsal
nedenlerinin yerel basindaki yansimalarinin saptanmak istenmesidir. (2) Adana Filmciler
Dernegi'nin 1 Ekim 1964’te ilk sayist yayimlanan Giiney Film Postas: adli gazetesinin
giiniimiize kalan 16 sayis1 bu calisma kapsaminda taranmig ve aragtirma sorular1 baglaminda
kodlanarak kavramsal kategorilere ayrilmis ve incelenmistir. Kodlamadan kasit “arastirma
boyunca toplanan dogrudan [tanimlayici] ve dolayli bilgilerin anlamlandirilabilmesi igin
etiketlenmesidir” (Miles ve Huberman, 1994, s. 56). (3) ATO tescili bulunmayan sinema
isletmelerini saptayabilmek i¢in Adana sinemalarinda ve sinemalarin yogunlastig1 alanlardaki
cay bahgelerinde calisan ve/veya bu yerleri isleten kisilerle derinlemesine goriismeler ve alan
ziyaretleri gerceklestirilmistir. 1965-1985 tarihleri arasinda, agtk hava ve salon sinemalarinin
yogunlastig1 mekanlardan olan Kurukoprii semti, Debboy Caddesi ve Saydam Caddesi'nde
yer alan sinemalarda makinistlik yapan ve halen 6zel sinema miizesi olarak faaliyet gésteren
Sinema Evi'nin kurucusu olan Sabri Senevi (4 ve 28 Nisan 2018); 1967’den bu giine Adana’da
acik hava sinemalarmin yogunlastigi mekanlardan olan Kiyiboyu ve Sular semtinde gay
bahgesi ve kahvehane igletmeciligi yapan Ahmet Ogan (26, 30 ve 31 Mart 2018) ve 1965-1992
yillar1 arasinda yine Sular semtindeki sinemalarda gise miidiirliigii, sinema midirlagi
ve/veya sinema igletmeciligi yapan Mustafa Yasar'la (13 Nisan 2018) derinlemesine
gorlismeler ve alan ziyaretleri gerceklestirilmigtir. Alan ziyaretleriyle, agik hava ve salon
sinemalarinin —eger varsa bu sinemalardan geriye kalanlarin— yerinde goriilerek dokiimiiniin
yapilmasi amaglanmistir. Bu bigimde elde edilen bilgiden ve ATO kayitlar1 agirlikli olmak
tizere, kodlara gore diizenlenen belgelerden elde edilen veriden yararlanilarak filmcilik
ve/veya sinemacilik alaninda faaliyet gosteren igletmelerin -bu  ¢alismayla

ulasilabilenlerinin— dokiimii yapilmis ve tablolastirilmistir.
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1960-1975 Doneminin Bilinmeyen Imleyeni Olarak Bolge Isletmeciligi Modeli ve
Adana’da Filmcilik Isi

— [...] Simdi gevirdigi bu iki filimin pursantaj memurlugunu verecek

bana!
— Ne demek 0?

— Pursantaj memurlugu mu? Sey... Filimleri yanima alip Anadolu’yu
sehir sehir, kasaba kasaba dolagip filimleri sinemalarda oynatmak,
sonra da mangirlar1 toplayrp patrona kusun kanadiyla yollamak.
Benim yol param, kaymntim, otel masrafim falan patrona, ayrica yirmi,
yirmi bes saglam her giin. Laf aramizda, Anadolu sinemacilarindan

tirtiklayacagim da caba. Nasil? Kiyak is degil mi? (Kemal, 1970, 5.296).

Bolge isletmeciligi modeli siklikla, anaakim ulusal sinema tarihi yaziminda 27 Mayis 1960'la
baglatilan ve genellikle 1975'te TRT'nin {ilke genelinde yayma ge¢mesiyle sonlandirilan
donemin temel imleyenlerinden biri olarak karsimiza gikar. Ancak buna karsin model
hakkinda bildiklerimiz oldukga sinirlidir. Erman Sener (1970, s. 135) Tiirkiye'nin, merkezinde
alt1 sehrin bulundugu —Adana, Ankara, Istanbul, Izmir, Samsun ve Zonguldak- film isletme
bolgelerine ayrildigini aktarir. Istanbul’da érgiitlenen yapimcilar iki yaygin modelle filmlerini
bu bolgelere satmaktadir: (1) Filmin, hasilattan belediye riisumunun ve bazen de reklam
masraflarinin  ¢ikarilmasi sonrasinda kalan gelirden alman belli komisyon karsiliginda
isletmeye verilerek —ortaklik usulti- satilmasi. (2) Filmin gosterim hakkinin sabit fiyat
karsiliginda tamamen devredilmesi. Yapimcilarin bolge isletmecileri araciligiyla ve hasilattan
komisyon alarak filmlerini igletmeye vermeleri, bugiin yaygin bilinen adiyla pursantaj
modelidir. Yapimcinin komisyonunun ne kadar olacagiysa filmin niteligine ve taraflarin
pazarlik giiciine gore %25 ile %50 arasindaki oranlarda degismektedir. Pursantajin, hentiz
bolge isletmeciligi modeli olusmadan énce, filmlerin tilkedeki her sehre bizatihi Istanbul’daki
yapimar tarafindan sabit fiyatla satildigi donemde, ilk kez Hiirrem Erman tarafindan
uygulandigini biliyoruz. Erman, Damga’'nin (Seyfi Havaeri ve Liitfi Akad, 1948) Anadolu’da
pursantaj modeliyle isletmeye verilen ilk film oldugunu ifade etmektedir (Erman’dan aktaran
Dorsay, Cos ve Ayca, 1973, s. 23). Model basarili olur ve Vurun Kahpeye'nin (Liitfi Akad, 1949)
satisinda daha genis alanda uygulanir. Erman’a gore bu bagarida salon sahiplerinin pursantaj
modeline heniiz agina olmamasinin da pay1 vardir (Erman’dan aktaran Dorsay, Cos ve Ayca,
1973, s. 24 ve Kirag, 2017, ss. 43—46). Ulusal sinema tiretiminin son derece sinirli, seyir
deneyimininse heniiz kitlesellesmedigi donemde, goreceli olarak az sayidaki salona filmleri
pursantaj modeliyle isletmeye vermenin yapimci ve dagitimc igin avantajli oldugu
sOylenebilir. Pursantaj modeli, 6zellikle filmlerin gosterime girdikleri ilk haftalarda —hasilatin
biiyiik boliimii ilk hafta elde edilmekteydi- ve biiytiik sehirlerin merkezlerindeki sinemalarda
uygulanmakta ve ilk haftanin ardindan sabit fiyata doniilmekteydi. Filmin gosterim hakkinin

sabit fiyatla satilmasiysa bolge isletmeciligi modelinin yayginlasmasindan once, genellikle
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film hasilati bakimindan pek kestirilemeyen kiiciik sehirlerde tercih edilmekteydi. Filmin

gosterim hakka ti¢ giinliik veya bir haftalik siireyle devredilirdi (Gokmen, 1973, s. 59).

- -y . 7

q

Kurtulus Caddesi — Bir zamanlar Adana ve Mersin’i birbirine baglayarak Meydan Mahallesi'nden
itibaren Kurukoprii'ye ve sehir merkezine uzanan anayolun tizerindeki Kurtulus Caddesi, Turhan
Cemal Beriker Bulvarinin agilmasindan sonra 6nemini yitirir. Bu cadde tlizerinde aralarinda Teras
Sinemas1'nin da bulundugu ¢ok sayida sinema vardir. Bunlarin ilki olan Zafer Sinemasi yaklagik 1.000
kisilik kapasitesiyle ve localariyla Adana’nin &nemli sinemalarindandir. Bugiin perdesi tamamen
yikilmis olup, ofisleri, localar1 ve makine dairesi kismen ayaktadir. Yaklasik 600 kisilik sandalye
kapasitesi ve localariyla Isik Sinemasi, goreceli olarak kiigiik bir sinemadir. Buna karsin, perdesi,
biifeleri, tuvaletleri, ofisleri, gise ve makine dairesiyle birlikte neredeyse tiim yap1 bugiin ayaktadir.
Egimli insa edilen zeminin zaman iginde dolmasi nedeniyle biife ve tuvaletleri kismen
goriilebilmektedir. Buna kargin Isik Sinemast, bir agik hava sinemasinin tiim 6zelliklerini ziyaretgilerine
sunmaktadir. Sadece bir duvarm ayirdig Istanbul ve Istiklal Sinemalarimin seyirci kapasitesi neredeyse
4.000 kisidir.

Bir filmi pursantaj modeliyle isletmeye vermek seyir deneyiminin yaygmlastigi, hatta
kitlesellestigi donemde dnemli riskler icermektedir. Oncelikle yapimer igin filmin gosterildigi
sehirde is yapip yapmadigy, eger is yapiyorsa kendisine beyan edilen gelirin gercekten elde
edilip edilmedigi belirsizlik icermekteydi. Film gosterimlerinin pursantaj memurlariyla
denetlenmesi ve hasilatin yapimeai tarafindan kayit altina alinmasi bu riskleri 6nemli 6lgtide
azaltmaktayd: ancak, salon sayisinin 3.000leri astig1 dénemde (Cos, 1969, ss. 19-26) tam bir
denetim pek de miimkiin degildi. Cok daha onceleri, hentiz 1950'de Anadolu’da 100"tn
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tizerinde sinemaya film veren ve aralarinda Adana ve Mersin’in de oldugu sehirlerde 33
salonu bizatihi igleten Filmer (1984, s. 186) gibi deneyimli isletmeciler dahi, sinemalarinin
basinda bulunan kisilerin isletmeyi “kendi c¢ikarlari ig¢in kullanmalarindan” ve “kendi
hesaplarina is gevirmeye basladiklarindan” yakinmakta ve salonlarini devretmektedir (Filmer,
1984, s. 202). Tiim bu nedenlerden dolay1 yapime, filmini pursantaj modeliyle isletmeyerek
veya bolgelere isletme hakkini vermeyerek daha kesin bir yol izlemekte ve filmini bélge
isletmecilerine satmaktadir (Sener, 1970, s. 135). Filmin bundan sonraki haklar1 artik bolge

isletmecilerine aittir ve faaliyet gosterdigi bolgede isletmecisi o olur.

Umut — Adana, sinema tarihimizde 6zgiin bir yerde duran pek c¢ok senaristin, yapimcinn ve
yonetmenin memleketidir: Adana, Orhan Kemal ve Osman Sahin gibi senaristlere; Yilmaz Giiney, Ali
Ozgentiirk ve Yilmaz Duru gibi yénetmenlere; Arif ve Abdurrahman Keskiner kardesler ya da frfan
Atasoy gibi yapimal ve salon isletmecilerine; Sener Sen, Yilmaz Giiney, Salih Giiney, Yilmaz Koksel,
Menderes Samancilar, Melek Gorgiin ve Aytag Arman gibi oyunculara ve Umut (Yilmaz Giiney & Serif
Goren, 1970), Endige (Yilmaz Giiney & Serif Goren, 1974), Bereketli Topraklar Uzerinde (Erden Kiral, 1980)
ya da Zikkimin Kokii (Memduh Un, 1993) gibi filmlere ev sahipligi yapmugtir. Bu filmlerden &zellikle
Umut, Adana’nin olagantistii gortintiilerini ve sehrin giindelik yasamina dair miithis detaylar
barindirir. At arabacilari, soforler, bakkallar, kuyumcular, meyhaneciler, tablacilar, kumcular, bisiklet
kiralayanlar, langirt oynatanlar ya da sinemacilar gibi, giindelik hayatin icinden kisileri, isleri ve
mekanlar filmde siklikla goriiriiz. Film bu agidan, Adana’nin giindelik hayatin1 belgeler ve sehrin
hafizasi niteligindedir.

Erkili¢’in (2003, s. 70) 1950'lerde pursantaj memuru olarak ¢alisan Turan Tung’dan aktardigina
gore, ilk bolge isletmesi olan Adana Boélgesi 1951'de kurulmustur. Adana’yr Samsun ve
Ankara Bolgeleri izlemis, daha sonra Izmir ve Zonguldak Bélgeleri kurulmustur. 1960'larda
artitk tamamen olgunlagsmis film dagitim ve isletim sistemi haline gelen bolge isletmeciligi

modeli su sekilde uygulanmaktadir: (1) Eger yapima filmin tiim maliyetini karsilayamayacak
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durumdaysa —ki genellikle karsilayacak durumda degildir—, biitceyi denklestirmek igin filmin
bolge isletme haklarini asgarisi ve azamisi hemen hemen belli nakdi degerlerdeki bonolar
karsiliginda satar veya kiralar (Gokmen, 1973, s. 51). (2) Isletmecinin yapimciya verdigi
bononun degeri, daha 6nce yapilan anlagmalardan yola ¢ikarak belirlenmekte ve muhtemel
karin paylasimina dair sozleseme yapilmaktadir (Abisel, 2005, s. 107). (3) Bolge isletmecisi
filmin tamamlanmasinin ardindan yapimcidan gelen kopyalar1 bolgesindeki sinemalara
gosterim igin devreder. Bu devir iki bicimde olur: Yine belli komisyon karsiliginda —genellikle
%25 komisyonla ¢aligilan pursantaj modeliyle- veya gosterim hakkini belli gosterim sayist
veya giin karsiliginda sinema isletmecesine sabit fiyatla satarak. (4) Bolge isletmecileri filmin
gosterimi sirasinda, verdigi bonolar1 amorti edinceye kadar herhangi bir ek 6deme yapmaz.
Ancak komisyon pay1 kargiligi elde edilen gelir, verilen avans miktarin1 agtiktan sonra,
yeniden hesaplanmaya baslanan hasilatin komisyon pay1 disindaki kalan1 yapimciya 6denir
(Gokmen, 1973, s.51). (5) Heniiz yapimi gerceklestirilmemis filmin gosterim hakkin
kiralamanin veya satin almanin karsiliginda, bolge isletmecilerinin bagka talepleri de
olmaktadir. Bunlarin baginda, bolge isletmecilerinin yatirnm yaptiklar: filmin igerigine
miidahalesi gelir. Ulusal 6lgekte, tektiplesmis sinema begenisinden s6z etmek miimkiin degil
elbette. Bahsi gecen donemde Ankara ve Adana Bolgesi seyircisinin avantiir filmleri talep
ettigini; Samsun ve yine Adana Bolgesindeyse dini filmlerin is yaptigin1 sdyleyebiliriz
(Erman’dan aktaran Dorsay, Cos ve Ayca, 1973, s. 33). Bu nedenle, kendi bolgelerindeki seyirci
taleplerini yakindan takip eden bolge isletmecilerinin filmin igerigine, konusuna veya basrol

oyuncusunun kim olacagina dair talepleri mesruiyet kazanmaktadir®.

> Kimi zaman 1970’le sonlandirilmakla birlikte, 1960-1975 yillar1 arasindaki dénem, yaygin bigimde
bolge isletmeciliginin egemenliginde gecen donem olarak nitelendirilmekte, bu model Yegilcam'in en
o6nemli gelir kaynagimi olusturmakta ama ayni zamanda nicelik agisindan sinemamizin en tiretken
oldugu dénemin tiim giinahim da yiiklenmektedir. Mahmut Tali Ongoren (1979, s. 76) sdyle tamimlar
bolge isletmecisini: “Tirk film yapimasimun, maddi olanaklarmmmn olmamasi, yurdumuzun her
bolgesinde ‘Isletmeci’ denilen komisyoncuyu dogurmustur. Yapimciya —tarlanin {iriinii igin 6nceden
avans veren kabzimallar gibi- filme baglamadan 6nce avans veren bu isletmeci grubu, filme fiyat biger
ve bu fiyat1 ddeyerek, kendisine ayrilmig vilayetler grubunun kaza ve kdylerinde, film lime lime olana
kadar oynatir.” Alanyazinin etkin ¢alismalardan birini gerceklestiren Erkili¢ (2003, s. 91), bu dénemi
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“Yesilcam’in altin ¢ag1” olarak nitelendirir ve tipik tiretim tarzinin bolge isletmeciligi oldugunu ifade
eder. Nilgiin Abisel’se (1978 ve 2005), 1960’tan itibaren Tiirk sinemasinin “igletmeci egemenligi” altina
girdigini belirtmektedir. Abisel’e gore bolge isletmecileri, seyirci dzelliklerinin ne olduguna karar veren,
salonlarla i¢ ige olduklarindan seyircinin ilgisi hakkinda bilgi sahibi olan ama ne var ki yalnizca kar
gozettiklerinden, yapimcilar kadar bile sanatsal endise tasimayan kisilerdir. Film yapimi dogrudan
bolge isletmecilerinin verdigi avansla gerceklestiginden, “biiyiik veya kiigiik tiim yapim sirketleri,
sanatgilar ve ¢alisanlari, su veya bu 6lgtide isletmecilerin isteklerine bagimli” olmustur (Abisel, 2005, ss.
105-106). Konuyla ilgili oldukca siurh bilgi veren Nijat Ozoén’e (1985, s. 63) gdre de yapim
maliyetlerinin giderek arttig1 déonemde “dagitimcilar”, filmin yatiriminin 6nemli kaynaklarindandir ve
filmlerin ¢evriminde giderek agirliklarim1 duyurmaktadirlar. Alim Serif Onaran’in da benzer yaklagimi
s0z konusudur. Kredi agarak veya senet vererek yapimciy1 destekleyen bolge isletmecileri, {iretim
kosullarinin diizenlenmesinde s6z sahibi olmak istemektedir: “[BJunlarin, yapimciya filmin adindan
konusuna, hatta tasiyacagi 6gelere kadar fikirler empoze ettikleri gibi; filmde oynayacak oyuncular: da
tayin etmeye kalkistiklar1 goriilmektedir” (Onaran, 1994, , ss. 98-99) “Bolge isletmecisi, Tiirk film
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Sener (1970) ve Gokmen'in (1973) onctiliik ettigi, Abisel (1978) ve Erkili¢'in (2003) etkin
calismalar1 gerceklestirdigi alanyazinin bir bakima artik tekrara diistiigiinii ve benzer
bilinmeyenleri merkezine alarak bir donemi ve modeli nitelendirdigini sdylemek miimkiin.
Anaakim sinema tarih yaziminin yaygin sorunlarma* denk bir durum aslinda bu. Ustelik bu
calismalar alanyazinda etkin de olsalar, bolge isletmeciligi modelinin kavranmasin
giiclestirecek dlgiide sinirh bilgi igermektedir. Ornegin Erkilig (2003, s. 94) ve Tungun (2006, s.
45) calismalarinda, Adana Bolgesi isletmecileri olarak sadece 7 film igletmesinin ad1 —Sahinler
Film, Ozdogan Film, Irfan Film, Sabah Film, Atlas Film, Kurt Film ve Koganga Film-—
zikredilmektedir. Erkilig, Recep Unal'la birlikte gerceklestirdigi, 2018'de yayimlanan
calismasinda (Erkiligc ve Unal, 2018) isletme sayisini 36 olarak giincellemistir ancak Adana
Filmciler Dernegi'nin yayim Giiney Film Postas’na dayanan bu veri sadece dernek {iyesi
isletmelerin sayisim1 ki o da, yaymn atifta bulunulan niishasinda yer aldigi kadariyla—
gostermektedir. Oysa bugiin, 6zellikle ATO kayitlarindan yola ¢ikarak, 1960'larda Adana’da
yaklagik 70 isletmenin filmcilik alaninda resmi olarak faaliyet gosterdigini ve Diyarbakair,
Konya veya Kayseri gibi, blgenin biiytik sehirlerinden yaklasik 20 isletmenin de sehirde sube
acarak filmcilik islerini yirittigini bilmekteyiz. Sehirde, en erkeni 1949'da, en gegiyse
1979'da tescillenen 51 igletme calismaktadir. Sehirde faaliyet gosteren ancak ATO kaydi
bulunmayan isletmelereyse filmcilerin en ©6nemli Orgiitlenmesi olan Adana Filmciler
Dernegi'nden ve bu dernegin yayin Giiney Film Postasi’ndan ulasmak miimkiin. Giiney Film
Postastnin 1. (1 Ekim 1964, s. 3) ve 26. sayilarinda (1 Kasim 1966, s. 3) Adana Filmciler
Dernegi'ne iiye asli ve tali isletmelerin listesi yer almaktadir. Uye listelerinde yer alan
isletmelerden bazilar1 ATO’ya kayithyken, bir kisminin da kaydi bulunmamaktadir. ATO
kaydi bulunmayan ama ¢cogunlugu Adana Filmciler Dernegi'ne iiye 18 igsletmeden 7’si —-Erman
Film, Kemal Film, Er Film, Fitas Filmcilik T.A.$., Lale Film A.S., Pesen Film ve Stiper Film-
farkli sehirlerde —Istanbul, Diyarbakir ve Mersin— merkezi bulunan sube isletmelerdir®. 11
isletmeyse ATO tescilini hi¢ yaptirmamistir. Adana’da dogrudan subesi bulunmayan
Diyarbakir, Kayseri ve Konya merkezli 17 tali isletme de Adana Filmciler Dernegi'ne tiye
olarak sehirde faaliyet gostermektedir. Bu listeleri goz 6ntinde bulundurdugumuzda, bahsi

gecen donemde sehirde en az 86 isletmenin filmcilik alaminda faaliyet gosterdigini

yapimcilarina gozii kapali para dagitan bir para babasi, yapimc da boyle isletmeciler igin altin
yumurtlayan tavuktur” (Okan, 1968, s. 17). Goreceli olarak yakin zamanda gergeklestirilen ¢aligmalarin
da —-muhtemelen konuyla ilgili son derece sinirl alanyazinin olmasindan 6tiirii- bolge isletmeciligiyle
ilgili sinirh bilgi vererek, modeli benzer bicimde niteledigini gérmekteyiz. Serpil Kirel (2005, s. 298) ve
ondan aktardig1 bi¢imiyle Stikran Kuyucak Esen’e (2010, s. 76) gore yapimcilar filmlere kendi paralarini
yatiramadiklar: igin, caresiz sekilde bolge isletmelerine ve yildizlara baghdir. “Ciinkii sevilen bir
yildizin filmi iyi is yapmaktadir. Yani donemin tiretim ortaminda kisirdéngii ve kaos her alanda
egemendir”. Zeynep Cetin Erus (2007) veya farkli bir alandan sinemaya bakan R. Arzu Kalemci ve
Siikrii Ozen’in (2011) calismalar1 da bolge isletmeciligi modelini benzer bigimde nitelendirmektedir.

4 Bakiniz Kayali (1996) ve Ozen (2009a ve 2009b).

5 Buna kargin Aleksandros ve Filotos Cangopulos’un sahibi oldugu Istanbul merkezli Koganga Film'in,
Kosta Sisilidis’in miidiirliiglinii yaptig1 subesi ATO tarafindan tescil edilmistir.

19



soyleyebiliriz. Ancak, kuvvetle muhtemeldir ki ne ATO kaydim yaptiran ne de Adana
Filmciler Dernegi'ne iiye olan igletmeler ve/veya bireysel girisimciler de ayni dénemde

sehirde bulunmaktadir. Béylesine devingen bir ekonomi, kayit dis1 alana da kaymis olmali®.

e
by
D
3
R

o Ao
S
> u

Endise — Sadece Adana sehir merkezi degil, Karatas Ovasi da sinemamizin pek ¢ok énemli filmine ev
sahipligi yapmustir. Bu filmler arasinda Yilmaz Giiney’in yonettigi Seyyit Han — Topragin Gelini (1968),
Pire Nuri (1968) ve Endige (1974) 6zel bir yere sahiptir. Yonetmenin dogdugu ve cocuklugunu gecirdigi
Yenice’de ve hemen onun yaninda bulunan Oymakli’da gekilen Seyyit Han filminde ovanin manzaralar:
yer alir. Ovay1 aywran su kanallari, damlarini ot biirtimiis kerpic evleriyle yoksul koyler, kutsal
addedilen mekénlar filmin cografyasim olusturur. Filmin dis mekénlar1 ¢ogunlukla genis olgekte
cercevelenir; genis diizliikler ve onun tizerindeki figiirler bir ¢izgi halinde, gokytizii ise sonsuz ve adeta
her yeri kusatir bigimde resmedilir. Endige’de ise 6zellikle mevsimlik tarim isgilerin yasamina dair son
derece ayrintili gériintiileri bulunur.

ATO kayitlarna gore filmcilik alaninda faaliyet gosteren igletmeler su etkinliklerle
tanumlanmaktadir: Perakende film alim satum, film isletmeciligi, film komisyonculugu, filmcilik ve
sinemacilik ve/ veya film ve sinemacilik ticareti. Bu isletmeler, Adana, Adiyaman, Bingdl, Bitlis,
Diyarbakir, Elaz1g, Gaziantep, Hakkari, Hatay, Kayseri, Konya, Malatya, Mardin, Mersin,
Mus, Nigde, Siirt, Tunceli, Urfa ve Van sehirlerinden olusan Adana Bolgesinde (Gokmen,
1973, s. 58) faaliyette bulunmaktadir. 20 sehirden olusan bolgede 271'i salon, 291’iyse agtk

¢ Ornegin, 1965ten sonra gehirde faaliyet gosteren Pesen Film ya da Unal, Asri ve Yildiz sinemalarinin
isletmecisi Baha Unalan’in 1967'de isletmeye agtig1 Kutlu Film ne Adana Filmciler Dernegi iiyesidir ne
de ATO’ya kayithdur.
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hava/yazlik olmak tizere 562 sinema bulunmaktadir. Bu sinemalarin kapasitesi 350.580 koltuk
ve sandalyedir (Tablol). Adana’da yerlesik bulunan filmci, gogu zaman Istanbul’dan aldig1
yapimlar: sehirde ve bolgede isletmeye vermektedir. Boylesine biiyiik pazarda, bunu tek
basina gerceklestirmesi olagantistii Orgiitlenme becerisi gerektirmektedir. Dolayisiyla,
Istanbul’dan film getiren komisyoncular, bu filmlerin bolgedeki diger sehirlere dagitimin
yine filmciler araciligiyla yapmaktadir. Giiney Film Postasinda (1 Kasim 1966, s. 1) yer alan bir
ilan, bir filmcinin Istanbul’daki isletmeyle iligkisini ve Adana Bélgesindeki faaliyetlerini gok
iyi orneklemektedir. [lana goére Tokay Film, Istanbul merkezli Ekran Film adina bolge
isletmesini yiirtitmektedir. Adana merkezli sirketin Diyarbakir igletme ortagi Yeni Ankara
Film, Kayseri igletme ortagiysa Basak Film’dir. Bir filmci, Istanbul’dan aldig: filmi Adana
disina ¢ogu zaman bizatihi kendisi dagitmamakta, bunu o sehirde yerlesik bulunan bir bagka
filmci araciligryla gerceklestirmektedir. Film, Adana’da pursantaj modeliyle isletilir veya sabit
fiyattan satilirken, denetim giicliiklerinden dolay: diger sehirlere ¢ogunlukla sabit fiyattan
verilmektedir. Giiney Film Postasinin ilk sayisinda (1 Ekim 1964, s. 2) yer alan bir tebrik haberi
filmcilerin isletme becerisini sergiler niteliktedir: “Bolgemiz igletmecilerinden Kaya Film’in
sahibi Bay Kerim Kaya, bu yaz sezonu iginde sahibi bulundugu Ikisi de Cesurdu isimli filminin
sadece iki kopyasiyla birbirinden uzak tam yedi sinemada birden bir hafta stireyle hic
aksatmadan gecmistir. Kendisini tebrik ederiz.” Istanbul’dan gelen az sayida kopya, azami
sinemada igletmeye verilmekte ve filmciye bagl olarak calisan kuryeler bu filmleri bir

gosterimden digerine olagantistii bicimde yetistirmektedir.

Giiney Film Postasinin yaymlarindan yola gikarak, filmcilerin kendi sehirlerindeki hatta
bolgelerindeki sinema seyircisini yakindan tanidiklarini, seyir aliskanliklarin: takip ettiklerini
soylemek miimkiin. Bir filmci, Sinemacilik San’ati (Giiney Film Postasi, 1 Mart 1965, ss. 1-2)
baglikli anonim yazida seyirciyi sinemacilardan iyi tanidiklarini su sekilde dile getirmektedir:
“Kazalarimizin bir sinemacisi bana gelerek, benden salon filmi istedi. Baktim istedigi film o
yerin filmi degil. Ciinkii sinemaciy1 iyi tanirim, oranin miinevverlerine hizmet gayesiyle degil
tamamen giseyi ilzam eden film ister. Bunu bildigim i¢in durumu anlattim ve avantiir film
teklif ettim. Israr etti ve aldi. 15 giin sonra geldiginde ‘Beni mahvettiniz,” diye sdylenip
duruyordu. Yillardan beri sinemacilik yaptigi bu yerin zevklerini ve mesleki sahadaki is
durumunu kavrayamamis olmasi ona bu cezay1 vermistir.” Adana merkezli Géksu Film'in
isletmecisi Nejat Celik de, 1967-1968 sezonu icin isletmeye aldig1 filmleri miisterilerine soyle
duyurmaktadir: “Avrupa’nin film merkezlerine yaptigimiz ziyaretlerde asagidaki film
listesini ytizlerce film igerisinden bilhassa Adana Bolgesinin biinyesine uygun olarak segtik”
(Giiney Film Postasi, 1 Temmuz 1967, s. 3). Bu baglamda, kendi paylarina mesru gerekgelere
dayanarak, filmcilerin salt gise basarisin1 gozettiklerini sdylemek miimkiin. Ancak,
nihayetinde sinema bir sanat bi¢imi olmakla beraber, kitlesel tiiketime a¢tk metadir da. 1960
1975 yillar1 arasinda Adana’da faaliyet gosteren filmciler, her yil i¢in yaklagik yaris1 “dublaj”

ve yarist da “yerli” olmak tizere 400 kadar filmi sehirde ve bolgede isletmeye vermektedir.
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Filmciler ekonomik biiyiikliiklerine gére 10-40 kadar yapimi pazarlamaktadir. Filmci Thsan
Turhan, Giiney Film Postasi'min 29. sayisinda yayimlanan (1 Nisan 1967, s. 1) yazisinda filmlerin
kendilerine maliyetini ve filmden elde ettikleri kar1 soyle aciklamaktadir: “Su an kaliteli film
almaya kalksaniz 65 veya 70.000 liraya zor alinir. Normal filmlerse 40 veya 50.000 liradan asag1
olmamak {izere satin veya garantili isletmeye alinir. Alinan bu filmlerin bize maliyetleriyse,
komisyon, masraf ve emegimizi ilave edersek 50.000 liralik film gelimi 65.000 liray1 [bulur],
70.000 liralik film ise 90.000 liraya bize mal olur.”

Adana Filmciler Dernegi'nin temel islevi bu biiyiik ve devingen pazardaki isleyisi
diizenlemektir. 31 Agustos 1964’te yayimlanan tamime gore dernek, isletmeye verilen
filmlerin alacaklarina ve sinemalarin borglarina dair ¢oztim merciidir. Sehirdeki pek ¢ok salon
ve yazlik sinema, sezondan sezona isletmeye verilmekte, kotii gecen donemin ardindansa el
degistirmektedir. Adana Filmciler Dernegi sinemalarin borglarinn, sahiplik, kiracilik veya
ortaklik iligkisinden bagimsiz olarak degerlendirilmesi gerektigini savunmaktadir. Filmciler
sahipler, kiracilar veya ortaklarla yapilan sézlesmelerin karsilanmast icin sinema gelirinin
glivence olmasini istemektedir. Bununa birlikte, 6zellikle bagka sehirlerde ortaklik yaptiklar:
film isletmecilerinin ya da dogrudan filmleri isletmeye verdikleri salon igletmecilerinin
aldiklar film kopyalarin1 zamaninda iade etmedikleri de goriilmektedir ki, bu durum filmci
icin magduriyet yaratmaktadir. Diger sorunsa filmciler tarafindan temin edilen kopyalarin ve
reklam malzemelerinin 6zensiz kullanilmasi ve yipranmus olarak teslim edilmesi veya hig
teslim edilmemesidir. Kopyalarin iyi korunmas: igin, makinistlerin egitilmesi, projeksiyon
makinelerinin bakimlarmmin diizenli yapilmasi filmcilerin taleplerindendir. Ctinkii filmin
kopya maliyeti, film kiras1 kadar tutmaktadir (Giiney Film Postast, 1 Nisan 1965, s. 1). Isletmeye
alman filmlerin, filmciden habersiz sekilde sinemact tarafindan baska salonlara yeniden
isletmeye verilmesi de filmciler i¢in 6nemli sorundur. Béyle bir durumda sinemaciya film
gosterimi i¢in ddenen igletme bedelinin bes katina kadar ceza kesilmektedir (Giiney Film
Postasi, 1 Aralik 1964, s. 2). Tiim bu sorunlarin ¢6ztimii igin, dernegin elinde bulunan mesru
yaptirimsa ambargodur. Dernek kararina uymayan sinemacilara ambargo uygulanmakta ve
film verilmemektedir. Ornegin 1964’te, o yilin bagindan Ekim ayma kadar dernege 96
anlagmazlik miiracaati yapilmis, bunlarin 81i ¢6ziime kavusturulmus ve 72 sinemaya
ambargo uygulanmustir (Giiney Film Postasi, 1 Kasim 1964, s. 1). Dernek, diger bolgelerden
Adana Bélgesine yapilan usulsiiz film satislaria da miidahale etmektedir. Ornegin Giizey Film
Postas’'nda (1 Mayis 1965, Say1 8), Ankara Bolgesinden filmcilerin, 6zellikle Konya ve
Kayseri'de 16mm film sattiklar1 duyurulmakta ve bu durumla karsilasildiginda film

kopyalarina el konulacagi dile getirilmektedir.
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Sular — Tarihi Adana Garr'na da ev sahipligi yapan Sular semti Adana’min toplumsal hayatinn
merkezlerinden biridir. Bu istasyona baglanan Gazipasa, Atatiirk ve Ziyapasa bulvarlari, hala sehrin en
6nemli izlekleridir. 1960 ve 1970’lerde Sular semti Adana Demirspor tesislerinin, ¢ay bahgelerinin,
dondurmacilarin ve parklarin arasinda sinemalarin siralandig1 bir yerdi: Sular, Bahar, Kosk, Gar, Ventis,
Diinya -eski adiyla Yildiz sinemasi-, ve Site sinemalar1 buradaydi ve 500 metreden daha az bir mesafede
siralanirlardi... Bu meydan yaz aksamlari trafige kapatilirds clinkii yaklagik 20.000 kisi bu sinemalarda
film izlerdi. 2.000 seyirci kapasiteli Kogk sinemasinin hemen kargisinda 1.500 kisilik Sular ve her aksam
bir o kadar seyirciyi agirlayan Bahar sinemas yer alirdi. Geleneksel olarak 23 Nisan’da ilk gosterimlerin
yapildig1 ve yine geleneksel olarak 10 Kasim’da gosterimlerin sona erdigi bu acgik hava sinemalars,
Adanalilarin en 6nemli yaz eglencesiydi. Sicak Adana yazlarinda, her aksam binlerce insan bu
meydanda suarenin baslamasini bekler ve her gece yarisi binlerce insan Sular semtinde film izlerdi.

Sinemacilik Isi ve 1960-1975 Yillar1 Arasinda Adana’da Sinemacilik Faaliyetleri

ATO kayitlarina gore, Adana’da 1960’dan 6nce tescilli olarak faaliyet gosteren 4 sinema
isletmesi bulunmaktadir —Ar1 Sinemasi, Halk Sinemasi, Unal Sinemas1 ve Ses Sinemasi—. Oysa
Filmer’in (1984, s. 166, 183 ve 186) anilarindan veya diger yazili kaynaklardan, ayni yillarda
bu sayinin ¢ok tizerinde sinema isletmesinin Adana’da faaliyet gosterdigini soyleyebiliyoruz.
Bunun nedeni, sinemacilik isinin filmcilik isinden farkl olarak, enformel ekonomiye ¢ok daha
uygun bir alan olmasidir. Hact Omer Sabanci’'nin sahip oldugu ve Filmer’den igletmesini “rica

ettigi” Erciyes Sinemasi, aslinda Erciyes Palas Otel’e bagh olarak calismakta ve ATO
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kayitlarinda otel igletmesi olarak yer almaktadir. Enformel ekonominin hdkim olmasinin temel
nedeni, sinema film isletmeciligi, sinema isletmeciligi ve / veya sinemacilik faaliyetiyle ATO kayd1
yapilan, basit bicimde kislik salon veya yazlik sinemalarin igletilmesi isini gosteren sahiplik,
ortaklik ve isletmecilik iliskilerinin ¢ok dinamik olmasidir. Sadece film gosterimini degil,
konser, kongre veya toplantilar icin salonlarin igletilmesini de kapsayan sinemacilik, su
sekilde ytirtitilmektedir: (1) Sehirde veya bolgede bir veya birden fazla kislik salon ve/veya
yazlik sinemanin sahibi olan girisimci, bu isletmeleri miidiirler araciligiyla kendisi
calistirabilir. Giiney Film Postasi'nda (1 Kasim 1966, s. 2) yayimlanan bir haber bu konuda
aciklayicidir. Habere gore, “sik sik miidiir degistirmekle sohret yapan Kiglik Liiks sinemast,
Yazlik San Sinemasi miisteciri Fethi Bey’i Program ve Idare Miidiirliigiine getirmistir.” (2)
Sinema sahipleri ortak igletmeciler araciligiyla salonlarini calistirabilmektedir. Elde edilen kér
ortaklar arasinda paylasilmaktadir. (3) Sinemalar isletmecilere genellikle yillik olarak kiraya
(icara) verilmektedir. Giiney Film Postasi'nda defaten icara verilen sinema salonlarinin ilani
veya girisimcinin icarna aldig1 salonlarin haberi yer almaktadir. Sadece sinema sahipligi
degil, salon igletmeciligi de girisime ¢ok acik bir alandir ve muhtemeldir ki pek ¢ok isletmeci
daha ilk igsinde basarisiz olarak ticari tescilini bile yaptiramadan alandan ¢ekilmektedir. ATO
kayitlarinda filmcilik isinden farkli olarak, el degistiren sinema igletmeleri goriilmektedir.
Bununla birlikte, Istanbul merkezli Ipek Film’in salon isletmeciligi icin olusturdugu Sinema
Isleri T.A.S. (SINTAS) gibi isletmeler de sehirde ve bolgede sinemacilik isleri yiiriitmektedir.
Bu igletmelerin ticari tescilleri baska sehirlerde yapilabildigi icin ATO kayitlarinda yer

almamaktadir.

Nezih Cog’un 1969’da (s. 19-26) gerceklestirdigi taramaya gore Adana’da 35'i salon, 75’1 yazlik
olmak tizere, 110 sinema isletmesi faaliyet gostermektedir. Bu igletmelerin seyirci kapasitesi
86.900"1i bulmaktadir. Adana Bolgesindeyse 271’i salon, 291'i de yazlik olmak {izere toplam
562 sinema isletmesi faaliyet gostermekte, bu isletmelerin seyirci kapasitesi 350.580'i
bulmaktadir. 1940-1980 yillar1 arasinda ATO’ya tescili yapilan sinema isletmesi sayisiysa
sadece 29'dur. 1960-1975 yillarin1 kapsayan yerel siireli yaymnlarin taranmas: ve sozli
kaynaklarla birlikte Cog’un ulastig1 sinema isletmesi sayisina yaklasilmaktadir. Yerel stireli
yayinlardan ve sozlii kaynaklardan adresi tespit ve teyit edilen 66 sinema isletmesi de ATO
kaydini1 yaptirmaksizin sehirde faaliyet gostermektedir. Tiim bunlarla birlikte 1960-1975
yillar1 arasinda sehirde, ayni anda 100’tin tizerinde sinema isletmesinin faaliyette oldugunu,
bu isletmelerin de Kiyiboyu, Sular, Kuruképrii ya da Yamagh gibi semtlerde veya Eski
Istasyon Meydani, Saydam Caddesi ya da Debboy Caddesi gibi sehrin ekonomik, kiiltiirel ve
toplumsal merkezlerinde yogunlastiini séylemek mimkiindiir. Bunlarin disinda sehirde
kimi okullarin, fabrikalarin ve askeri birliklerin de sinema salonlar: vardir. Ornegin Incirlik
Hava Ussii'nde sadece Amerikan askeri personeli igin film getiren ve gosteren bir sinema
salonu bulunmaktadir. Sehir merkezinin 1970’ deki niifusu 525.668 kisidir (TUIK — 1970 Genel
Niifus Sayimi Veri Tabani). Sehrin merkezi niifusu, Cog'un aktardig (1969, ss. 19-26) 86.900
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seyircilik kapasiteye oranlandiginda sandalye/koltuk basina yaklasik 6 seyircinin diistiigii
gortilmektedir. Bu oran Adana Bolgesinin diger biiytik sehirlerinden Diyarbakir i¢in yaklasik
10,5, Kayseri i¢in 9 ve Konya iginse 10’dur. Ayni1 dénemde Istanbul’da sandalye/ koltuk basina
seyirci oran1 6, Ankara’da 11,5’ken [zmir'de 2,7 dir (Cos, 1969, ss. 19-26 ve TUIK - 1970 Genel
Niifus Sayimi Veri Tabani). Tim bunlar bahsi gecen dénemde sinemanin biiyiik sehirlerin
toplumsal ve kiiltiirel hayatinda isgal ettigi yeri gostermektedir. 1960-1975 yillari arasinda

sinema Adana igin kritik 6nemde toplumsal alan ve kiiltiirel ortam olusturmaktadir.

Adana’da sinemaya talep devingen bir ekonomi yaratmistir. Sinemalara ilgi genellikle 23
Nisan’da baglayan ve kademeli olarak 10 Kasim’da sona eren yaz sezonunda ve 6zellikle hafta
sonlarinda zirveye ulasir. Yaz sonunda sehirde faaliyet gosteren sinema sayisi, kis sezonunun
iki katindan fazladir. Hemen her kislik sinemanin yazligi da olmakla birlikte, salt yaz
sezonunda agilan isletmeler de bulunmaktadir. Sinema isletmeciligi kayit dis1 ekonominin
hakim oldugu alandir. Bu kayit disilik, seyirci talebiyle birlestiginde karaborsa olarak geri
donmektedir. Karaborsa bilet satis1 yerel gazetelere haber olur: “Bilhassa Cumartesi ve Pazar
gtinleri, ellerinde ytizlerce bilet bulunan ve sebekeler halinde ¢alisan karaborsacilar, seyircileri
daha sokak baglarinda yakalamakta, rahatsiz etmekte ve ‘gisede bilet yok, bizden alacaksimz!”
diyecek kadar ileri gitmektedir” (Yeni Adana, 19 Ocak 1960, s. 2). Yogun talebe karsilik
isletmeciler iriinii gesitlendirme yollarma gitmektedir: “Iki film birden” gosterimleri,
kadinlara 6zel matineler, kombine bilet satiglari, kombine biletlerin ge¢cmedigi 6zel film
gosterimleri, yildiz oyuncularin katildig: ilk gosterimler ve liiks loca satislariyla talep
kargilanmaya ¢alisilir. Cogu zaman filmlerin gosterimleri sadece bir hafta stirer. Bir film gisede
ikinci haftasin1 gérdtigtinde “israrl istek tizerine ikinci zafer haftasina basladig1” ilan edilir
(Ugarol, 26 Ocak 1960, s. 3). Biletlerden yapilan ytiksek kesintilere kargin karl istir sinemacilik.
Bilet fiyatlar1 ve bilet gelirinden yapilan kesintiler Belediye Enciimeni tarafindan
belirlenmekte ve bilet koganlari, vergiler ve kesintiler 6nceden 6denerek bastirilmaktadir. Bir
biletten, yabanci filmler icin 113,5 kurus, yerli filmler iginse 50 kurus eglence riisumu
alinmaktadir. Bunun yaninda, her biletten katki/bagis pullart aracihigiyla Hava Kuvvetlerini
Gliglendirme Vakfi i¢in 25 kurus, spora destek amaciyla ~Adana Demirspor ve Adanaspor’a
aktarilmak tizere— 25 kurus kesilmektedir (Yeni Adana, 28 Nisan 1975, ss. 1, 5). Buna karsin,
yazlik sinemalarda birinci, ikinci ve tiglincii smif yerli filmler 300 ve 275 kurusa, yabanci
filmlerse 325, 300 ve 275 kurusa gosterilmektedir’. Kighk sinemalardaysa birinci sinif koltuk
575 kurus, kanepe 950 kurus, sebeke 275 kurus ve loca 23 lira olarak fiyatlanmistir. Kighk
sinemalarda yerli film gosterildigindeyse, koltuk 375 kurus, loca 19 lira olmaktadir. Yine kighk
sinemalarda halk gosterimleri icin bilet fiyat: 375 kurustur (Yeni Adana, 20 Agustos 1975, s. 1).

Yazlik sinemalar icin ortalama 300 kurusluk biletin 100 kurusu dogrudan belediye tarafindan

7 1974'te asgari ticretin 1.200 lira oldugu goz 6niinde bulunduruldugunda, 3 liralik sinema bileti,
bugiiniin asgari ticretine oranlandiginda yaklasik 4 liraya denk diismektedir. Dolayisiyla sinema, her
siniftan insan icin pek de pahali olmayan eglence bicimidir.
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kesilmekte, kalan 200 kurusun %25 ile %50 kadar filmciye pursantaj bedeli olarak 6denmekte
ve nihayet 100-150 kurus, sinema sahibiyle isletmeci veya ortakg¢t arasinda paylagilmaktadir.
Ustelik biletten pay alanlar sadece bununla da siurh degildir. Tiim geliri bagislanmak {izere,
Cocuk Esirgeme Kurumu veya Tirk Silahli Kuvvetleri yararina da gosterimler
diizenlenmektedir. Ornegin Kibris Baris Harekatinin hemen ertesinde, Adana’daki 45 yazlik
sinema —o donem i¢in sehirde faaliyet gosteren yazlik sinemalarin tiimii- Adana Sinemacilar
Dernegi tarafindan alinan karara uyarak, bir giinliik gelirini Tiirk Silahli Kuvvetleri'ne
birakmustir (Yeni Adana, 2 Agustos 1974, s. 1). Sinema isletmelerindeki nakit akisinin cazibesine
kapilanlarin sayisi arttikga isletmecilerin ¢oziimii de kayit dis1 alana kaymaktadir. Biletsiz,
kimi zaman ayakta seyirci alinmasi veya koltuk/sandalye sayisinin ¢ok {iizerinde bilet

satilmas1® Yeni Adana sayfalarinda dile getirilen okur sikayetlerindendir.

1969’da Adana ve Bolge Sinemalarinin Izleyici Kapasitesi
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1 | ADANA 35 75 640 860 86.900
2 | ADIYAMAN 6 7 450 640 7.180
3 | BINGOL 1 = = = =
4 | BITLIS 4 - - - -
5 | DIYARBAKIR 15 18 640 725 22.650
6 | ELAZIG 8 6 800 1.000  12.400
7 | GAZIANTEP 23 27 630 1.170  46.080
8 | HAKKARI - - - - -
9 | HATAY 28 25 650 650 34.450
10 | KAYSERI 20 20 550 800 27.000
11 | KONYA 35 25 600 1.000  46.000
12 | MALATYA 15 10 440 600 12.600
13 | MARDIN 12 12 = = =
14 | MERSIN 13 30 800 1.000  40.400
15 | MUS 3 = = = =
16 | NIGDE 13 3 640 - 8.320
17 | SIIRT 14 10 = = =

8 Bir sinemada vergilerden ve diger kesintilerden kaginarak fazla bilet satmanin yolu miikerrer bilet
satisindan ge¢mektedir. Seyirciden sinema girisinde alinmasi ve yeniden kullanilamayacak bicimde
yirtilmasi gereken biletlerin bir kismi bu igleme tabi tutulmayarak gisede yeniden satilmaktadir.
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18 | TUNCELI 5 1 - - -

19 | URFA 17 17 - = =
20 | VAN 4 5 500 920 6.600
TOPLAM 271 291 350.580

Kaynak: Cos, N. (1969). Tiirkiye’de Sinemalarin Dagilisi. AS Akademik Sinema — Filmcilik Sinemacilik
Dergisi, 2, ss. 19-26.

Bir sinemaci igin kar etmenin yolu maliyetleri diisiirmekten gecer. Maliyetleri diisiirmekse
gosterime girecek filmlerin satin alinmasi veya pursantaj modeliyle kiralanmasi sirasinda
gerceklesir. Filmcilerle kurulan ortakliklar veya filmcilere isletmeye verilen sinema
salonlarinin yani sira, Baha Unalan gibi birden fazla salona sahip girisimcilerin kendi film
isletmelerini agtiklar1 da goriilmektedir. Unal, Asri ve Yildiz sinemalarini isleten Unalan,
1967'de Kutlu Film'i faaliyete gegirerek filmcilige baslamis ve filmcileri aradan c¢ikararak
salonlarinda gosterecegi filmleri daha diisiik maliyetlerle elde etmeye calismustir. Birden fazla
salonu igleten bir sinemaci icin filmcinin kar paymin maliyetlerden diisiilmesi ¢nemlidir.
Bununla beraber, sinemacilarin filmlerini bizatihi kendilerinin tedarik ettikleri de
goriilmektedir. Istanbul’dan film getirenler oldugu gibi, bireysel girisimcilerden film temin
edenler veya Adana Bolgesinde “kacak” satis yapan Ankara Bolgesi filmcilerinden ucuza film
alanlar da bulunmaktadir (Giizey Film Postasi, 1 Mayis 1965, s. 1). Diger bir yontemse, sinema
salonlarmnin birlikte hareket ederek filmcilere kars1 pazarlik giiglerini arttirmalaridir. Ikili veya
tglii ortakliklar kuruldugu gibi, ¢ok ortakli gruplar olusturarak ve grup temsilcileri
aracihi@iyla toplu film alimima giristikleri de olmaktadir. Ornegin, 1967’de yazlhik sinemalar
sezon baglamadan hemen 6nce bes ayri grup olusturmus ve hatta bu gruplarin yoneticileri,
gliclii sinema salonlarna gruplarina alabilmek icin yarisa girmistir (Giiney Film Postasi, 1
Kasim 1966, s. 2). Sinemacilarin, ekonomik ¢ikarlarini korumak icin olusturduklar: en genis
orgiitlenmeyse Adana Sinemacilar Dernegi olmustur. Ornegin dernek, 1974'te Belediye
Enclimeni tarafindan Adanaspor ve Adana Demirspor’a aktarilmak tizere her sinema
biletinden 25 kurus kesilmeye baslanmasmin ardindan yasanan sorunlari ¢6zmek iizere
Valilik ve Belediye nezdinde girisimlerde bulunmustur. Bu girisimlerin sonunda Belediye
Enciimeni biletlerden Adanaspor ve Adana Demirspor icin yapilan kesintinin ancak bileti
satin alanin yani seyircinin istegine bagl olarak uygulanabilecegine dair karar almistir (Yeni
Adana, 16 Agustos 1974, s. 6). 1975'teyse yaz sezonunun baslamasindan hemen 6nce, sinema
biletlerine 1973’ten o giline degin zam yapilmamasini gerekce gosteren dernek, sezonu
acmama karar1 almustir (Yeni Adana, 28 Nisan 1975, s. 1). Belediye Enciimeni'nin bilet
fiyatlarini arttirma s6zii vermesinin ardindan uzlasilarak gosterimlere baslanmis ve ayni1 yilin

Agustos ayinda bilet fiyatlar1 zamlanmugtir (Yeni Adana, 20 Agustos 1975, s. 1).
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Adana Film Ekonomisi — 1960’dan itibaren Adana, adeta bir sinema gehridir. Merkezinde Adana’nin
bulundugu ve tiim filmcilik ve sinemacilik faaliyetinin bu sehirden kontrol edildigi 21 sehirden olusan
Giiney Bolgesinde, sadece sehir merkezlerinde 271’1 salon, 291iyse ac¢ik hava olmak tizere 562 sinema
bulunmaktadir. 1960’larin sonunda yapilan bir tarama calismasina gore ise sadece Adana’da 35’i salon,
75’1 yazlik olmak {iizere, 110 sinema faaliyet gostermektedir. Bununla beraber, cesitli kayitlardan yola
cikarak aym doénemde sehirde yaklasik 70 isletmenin filmcilik alaninda resmi olarak faaliyet
gosterdigini ve Diyarbakir, Konya veya Kayseri gibi, bolgenin biiyiik sehirlerinden yaklasik 20
isletmenin de sube agarak filmcilik islerini ytirtittiigtinti bilmekteyiz. Bu déonemde Adana igin sinema
sadece toplumsal alan ve kiiltiirel ortam degil, ayn1 zamanda son derece giiglii bir ekonomidir de.
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Sinemacilara Destan

Niyet ettik sinemaya gitmeye,
Erken gittik iyi bir yer tutmaya,
Aligmislar karaborsa satmaya,

Acep bilet bulunur mu kardesim?

Asri Sinema’ya kostuk birimiz,
Kosa koga hem akmigt: terimiz,
Dediler ki hi¢ kalmad: yerimiz,

Sasmaz misin boyle ise kardesim?

Bir de baktik karaborsa kurulmus,
Borsaciyla etrafimiz sarilmus,
Olan biten borsaciya verilmis,

Sen olsan kizmaz miydin kardesim?

Hemen tuttum Erciyes’in yolunu,
Yorgunluktan uzatmisim dilimi,
Giseyi gortince sorma halimi,

Belimiz biikiildii aman kardegim!

Karaborsacilar tistii bagima,

Bilet var kendini tizme bosuna,

Iki teklik dedi adam basina,

Hig yenir mi boyle kazik kardesim?

Yeni Unal Sinemast hepsinden beter,
Gigede biletler erkenden biter,
Verirler bileti borsaci satar,

Ne diyelim, ¢caremiz yok kardegsim.

Alsaray’la Liiks'tin fiyat: ytiksek,
Cepte para azdir oraya girsek,
Bu borsacilara bir care bulsak,

Deyip diistinen yok, aman kardesim!

Yiiz elli kurustur biletin asli,
Borsada satilir tam iki misli,
Sevingli gelip de doniilmez yasl,

Bilerek bu hap1 yuttuk kardesim.

Giiya askerlere ikram ederler,
Sen askersin biraz eksik ver derler,
Yiiz doksan kurusa pazar ederler,

En kétti yeri verirler kardegim.

Kara, beyaz demedik aldik borsadan,
Yerimizi dahi yoktur gosteren,

Gii¢ bela bulduk ki en dip késeden,
Hepsinden bu zor geldi kardegim.

Polis, bekgi, zabitlar dizilir,
Herkes borsa yapar onlar siiziiliir,
Sair Mustafa da buna tzilir,

Onlar varken biz ne diyek kardegim?

Marash Sair Mustafa Cira

Kaynak: Delikoca, Y. & Karatas, A. (2018). Adana Mavralari. Adana: Adana Biiyiiksehir

Belediyesi Yaymlari (ss. 104-105).




Adana Sinemalarinin Cokiisii ve Giiniimiizdeki Durumu

Adana’da faaliyet gosteren filmcilerin ve sinemacilarin sayis1 1975-1980 déneminde énemli
Olciide azalma gosterir. Film isletmeleri kademeli olarak kapanir, sektor degistirir veya
dontisiir. Isletmelerden bazilari haber veya reklam ajanslarina doéniisiirken bazilar1 da
videokaset ithaline ve kiralama isine girmistir. irfan Atasoy gibi girisimcilerse Adana’y1 terk
ederek Istanbul’da film yapim, ithalat, dagitim islerine; stiidyo ~Emek Stiidyosu- ve sinema
salonu —Beyoglu Atlas Sinemalari-isletmeciligine devam etmistir. Sinema salonlariysa, yazlik
sinemalardan baslamak {izere yine kademeli olarak kapanmis veya doniigsmiistiir. 1978 de
Adana’da 36 kislik ve sadece 9 yazlik sinema bulunmaktadir (Yaman, 1981, s. 174). Bu ¢okiistin
ilk ve belki de en 6nemli nedeni, bélgede 27 Ocak 1974’te baglayan televizyon yaymlariin
tilkenin diger sehirlerinde oldugu gibi, sinemaya ilgiyi azaltmasidir. Televizyon yayin
alanindaki bolgelerde 6zellikle yerli filmlerin is yapmadig: (Erman’dan aktaran Boz, 1974, s.
63) erken doénemde dile getirilmektedir. Ocak 1974'te Adana—Igel TV veya yaygin bilinen adiyla
Cukurova TV’nin yaymlar1 19.30-23.15 saatleri arasinda ve paket programlarla baslar.
Baglangicta goreceli olarak dar bir alanda yapilan yayinlar, Kibris Barig Harekatinin ardindan
Ada’ya da ulasilabilmesi igin vericilerin giicti arttirilarak genisletilir. Ekim 1974’ten itibaren
bu yaymlar Kibris'tan da izlenebilmektedir artik (Yeni Adana, 11 Ekim 1974, s. 3). Cukurova
TV'nin diizenli yayina baglamasinin ardindan sehirdeki televizyon sayisinda patlama yasanur.
Yeni Adana gazetesinin PTT yetkililerine dayanarak aktardigi habere gére 1973'te 1.470 olan
televizyon sayisi bir y1l iginde 5.000"i asmustir (22 Ocak 1975, s. 1). Aslinda bu sadece bandrollii
televizyon alicilarinin sayisidir. Diger bir habere gore sehirdeki bandrollii televizyon
alicillarinin sayist 5.342'yken, 20.000 kadar da ruhsatsiz televizyonun oldugu tahmin
edilmektedir (Yeni Adana, 7 Mart 1975, s. 3). Sehirde yayinlarin baglamasindan sadece bir y1l
sonra 25.000"den fazla aile televizyon alicisina sahiptir ve “kolektif TV antenli liiks apartman
dairelerinin” satisina ¢oktan baslanmistir. Gazete sayfalarinda, Adanali sinema yildizlar
yerlerini yavag yavas televizyon yildizlarina birakmaktadir. Ornegin, daha sonra TRT'de
calismaya baglayacak ve ulusal televizyonun ekran ytizlerinden biri haline gelecek olan, sehrin
tinlt simalarindan spiker Mesut Mertcan gérev i¢in hazir beklemektedir (Yeni Adana, 5 Nisan
1975, s. 3). Televizyon sehirde yeni bir eglence ve kiiltiirel hayat bigimi olarak sinemanin yerini

almaktadair.

Adana’da 1974 ve 1975 yillarinda yasanan bir dizi olay toplumsal hayat: ve sinemaya talebi
etkilemistir. Bunlarin ilki Temmuz 1974'te baslayan Kibris Baris Harekatidir. Ada’nin bélgeye
cografi yakinlig1 sehri ve sehrin insanlarini da savas atmosferine stiriiklemistir. Harekatin
karargahi Iskenderun’da kurulmus, yapilan ilk ¢ikarmanin ardindan Rum savas esirleri
Adana’ya getirilmis ve Ocak 1975ten itibarense Kibrish Tiirk miilteciler sehre yerlestirilmistir.
Sehir savagla i¢ icedir. Hemen ayni dénemde, 13 Eyliil 1974’te Yilmaz Giiney’in Endige filminin

¢ekimleri i¢in bulundugu Yumurtalik’ta Hakim Sefa Mutlu'yu o6ldiirmesinin ardindan
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tutuklanmasi ve 12 Agustos 1975’te yargilanmaya baglamasi da sehirdeki hayat: etkilemistir.
Sadece ona biiyiik tutkuyla bagl yoksul kitleler icin degil, arkadashk iligkisinin 6tesinde, is
ortakligi yaptig1 filmciler ve sinemacilar igin de bir doénemin sonudur Giiney’in isledigi
cinayet. Politik ¢atismalarin siddete donitistiigii giinlerde vuku bulan olay nedeniyle belki,
Adana sokaklarindaki gerilim goriiniir olur. “Sagc1” ve “solcu” onlarca gencin sokaklarda
kavgaya tutugsmasindan, cinayetlere uzanan genis yelpazedeki bir siddettir bu. Tiim bunlar
1975’te yasanan Tiirk lirasindaki deger kaybiyla birlestiginde, sehrin ekonomik ve toplumsal
hayat: alt-tist olacaktir. Pahalilik halk igin bas edilemez durumdadir. Adana’da ve bolgenin
diger sehirlerinde “pahaliligi telin mitingleri” diizenlenir. Devaliiasyon ve ambargolar
nedeniyle ithal filmlerin veya film yapim malzemelerinin fiyatlarindaki olagandistii artis ve
film ithaline getirilen 10.000 dolarlik kota film tiretimini; biletlere yapilan zamlar ve ilave
kesintilerse tiiketimini dontistiirmiistiir. Sehirde ilk olarak 15-22 Mayi1s 1969 tarihleri arasinda
gerceklestirilen Altin Koza Film Senligi'ne 1973’te besinci kez yapilmasinin ardindan ekonomik
giicliikler nedeniyle 1992ye degin ara verilir. Bunun en 6nemli nedeni, belediyenin neredeyse
tek nakdi gelir kaynaginin sinema biletlerinden alinan riisum olmas1 ve sinemaya talebin

azalmasiyla birlikte 6nemli gelir kayb1 yasamasidir.

Durum, tam anlamiyla kisirdongtidiir. Film ithalinin olanaksizlig1 nedeniyle yerli yapimlara
agirlik vermek gerekmektedir. Ne var ki eskisi kadar talep gormedigi i¢in bolgelerden ¢ok
fazla destek gelmemekte, yapim giderlerini azaltmak icin amatér oyunculara yonelen
yonetmen ve/veya yapimcilarin bu tercihleri nedeniyle de Yesilcam’i ayakta tutan yildiz
sistemi film yavas yavas c¢Okmektedir. Yildizlarsa kendilerine sahnelerde, televizyon
stiidyolarinda, gazinolarda veya fuarlarda yeni alanlar agmaya ¢alismaktadir. Sinemanin kotii
gidisat1 gerek ulusal gerekse yerel basinda giindemin tek maddesidir. Basina gore bunu
durdurmaksa ancak devlet miidahalesiyle miimkiindiir (Yeni Adana, 16 Eylil 1975, s. 2).
Ekonomik bunalimin ve seyircinin salondan ayagini kesmesinin ardindan sinemalar erotik
film kisirdongiistine kapilir. Seyircinin erotik filmlere ilgi gosterecegine ve salonlara
donecegine duyulan inang, liiks sinemalarn dahi gosterim programlarini yeniden
diizenlemesine yol agar. 1975, sinemacilarin film gosterim politikalarinda koklii degisiklige
gittikleri donemin baglangicidir Adana igin. Ornegin Alsaray sinemasinda, Elke Sommer ve
Denholm Elliott'un oynadigi Bir Kadin Yetmez (Percy — Ralph Thomas, 1971) adli filmin
gosterimini Riizgdr Gibi Gegti'nin (Gone with the Wind — Victor Fleming, 1939) 70mm formatta
ve orijinal dilindeki yeniden gosterimi takip eder. Vittorio De Sica'min Yolculuk (Il Viaggio,
1974) filmi, “Sophia Loren ve Richard Burton’in sevistigi film Adana’ya geliyor,” ifadeleriyle
gazetelerden duyurulur (Yeni Adana, 22 Subat 1975, s. 3) ve Ar1 Sinemasi’'nda gosterime girer.
Yerel gazetelerin sinema sayfalar: Melek Gorgtin, Oya Peri, Feri Cansel ve Zerrin Arbas'in suh
pozlariyla doldurulmakta, bu yildizlarin zaman zaman Adana’ya film ¢ekimi igin
geldiklerinin haberleri yapilmaktadir. Ama ayni gazetelerde Milli Selamet Partisi iktidarinda

nasil olup da miistehcen film afislerinin sinema levhalarini stisledigi ve bu filmlerin
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gosterilebildigi de sorulmaktadir (Pagda, 9 Temmuz 1975, s. 3). Doniisen gosterim politikalar:
belki gegici bir ilgi yaratacaktir ama diger yandan sehirde ve bolgede, kadinlar sinema
salonlarint boykot etmektedir (Yeni Adana, 17 Subat 1975, s. 4). “Bazilar1 bir anaforda déne
done oliip gider, bazilar: da bir caglayandan diiserek ezilirler,” diyordu Milan Kundera (1988,
s. 88). Adana sinemalar: i¢in sOylemistir adeta. Bazilari ¢aglayandan diiserken, anafora

kapilanlar direndiklerini sanmaktadir.

Arabal1 Sinema - Yiiregir Belediyesi'nin Covid19 pandemisi sirasinda Millet Bahgesi'nde diizenledigi
arabali sinema etkinlikleri biiytik ilgi gordii.

1960-1975 yillar1 arasinda Adana’da ve Adana Bolgesinde gerceklesen filmcilik ve sinemacilik
etkinlikleri, ulusal film tiretim, dagitim ve tiiketim etkinliklerine, bicimine ve/veya iligkilerine
de 1s1k tutmaktadir. Yesilcam’mn altin yillarinda sinema endiistrisinin itici giicii olarak,
tasradan gelen talebin biiyiikliigiinii yine Adana’daki filmcilik ve sinemacilik faaliyetlerine
bakarak kestirmek miimkiindiir. Yakin zamana kadar, 2019 yili sonunda COVID-19 salgininin
baglamasindan hemen 6nce, Adana sehir merkezinde alti sinema kompleksi bulunuyordu.
Bunlardan dordi (Optimum Avsar, Cinemaximum M1, Park Adana Cinens ve Adana 01 Burda
Cinema Pink) sehrin aligveris merkezlerinde faaliyet gostermekteydi. Alti kompleksteki toplam
perde sayis1 47, seyirci kapasitesi ise 8.789 idi. Salginin bag gostermesiyle birlikte 2021 yazina

kadar diizenli olarak faaliyet gosteremeyen bu isletmelerden ikisi (Park Adana Cinens ve
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AriPlex) tamamen kapandi. Bir digeri (Optimum Avsar) ise tekrar faaliyete ge¢mek icin 2021
sonbaharini bekleme karari aldi. Bugiin, (2022 yazinda) Adana sehir merkezinde sadece dort
sinema kompleksi (toplam 30 perde ile) agitk durumdadir. Bu isletmelerin toplam seyirci

kapasitesi 6.799’a diigsmiistiir.

COVID-19 Doneminde Adana’da Bulunan Sinema Kompleksleri

Sinema Kompleksinin Ad1 2019 2022

Perde Sayis1 Seyirci Perde Sayis1 Seyirci

Kapasitesi Kapasitesi

AriPlex 5 660 KAPANDI -
Optimum Avsar 10 2.515 10 2.515
Cinemaximum M1 9 2.840 9 2.840
Park Adana Cinens 12 1331 KAPANDI -
Adana 01 Burda Cinema Pink 7 936 7 936
Metropol 4 508 4 508
Toplam 47 8.789 30 6799

Buna karsin Adana’da 2020 yazinda, pandemi kosullarinda yapilan bir dizi acik hava sinemast
etkinligi, sehrin disariya ¢tkma talebinin hala ne kadar canli oldugunu gosteriyor aslinda. Tlk
olarak, Haziran ayinin ikinci yarisinda, kapatilmanin hemen ardindan ve sinemalar da hentiz
faaliyete gecmemigken Yiiregir Belediyesi, Seyhan nehrinin kiyisindaki Millet Bahgesi'nin
genis otoparkinda bir dizi arabali sinema etkinligine ev sahipligi yapti. Genis bir otoparkin
sinema mekanma doniistiiriilmesi epey ironik, ¢linkii Adana’daki agik hava sinemalarimin
biiytik boliimii gegtigimiz yillarda otoparklara dontistiiriilmiis. Ik kez bunun tersini
gormekteyiz. Ustelik arabali sinema deneyimine de Adana’da ilk kez taniklik etmekteyiz. Ayla
(Can Ulkay, 2017), Miisliim (Ketche & Can Ulkay, 2018) ve Cep Herkiilii: Naim Siileymanoglu
(Ozer Feyzioglu & Hilal Saral, 2019) filmleriyle sadece ii¢ giin igin planlanan gosterimlerin,
yogun talebin ardindan 7. Kogustaki Mucize (Mehmet Ada Oztekin, 2019) filmiyle baglayarak
tiim yaza yayilmasina karar verildi. Bu gosterimlere, ayn1 giinlerde 1. Lig’den Siiper Lig'e
yiikselmeye calisan Adana Demirspor'un play-off karsilasmalarinin da dahil edildigini
soylemeliyiz. Bu gosterimlerin hemen hepsinde, saha arastirmalarimizda defaten
dinledigimiz seyir deneyimlerinin —¢ok daha fazlasiyla- yeniden yasandigina taniklik ettik.
Bugiin neredeyse sadece salonlarda gergeklestirilen seyrin, salonun fiziki mekanimin digmna
cktiginda olagantistii gesitlenmesini ve sinema mekanlarmin heterotopik mekanlara
dontismesini izledik. Bugtine degin, Cukurova Bolgesi'nde gerek saha ziyaretleri sirasinda
tespit ettigimiz gosterim mekanlar1 gerekse goriismelerde aktarilan tanikliklar, bize geleneksel
sinema mekanlarindan son derece farkli gosterim mekanlar1 oldugunu kanitlamaktadir. Bu

mekanlarin fiziki yapilari, fiziki diinyadan yalitilmis sinema deneyimini zorunlu kilan kapalt
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ve karanlik salonlarin aksine bu deneyimi fiziki diinyayla biitiinlestirmektedir. Agaclarin
dallarinin arasindan sizan projektér huzmeleri, bir okul ya da kahvehanenin kerpi¢ duvarina
gerilen iptidai perde, bir masanin tizerine ya da sehpaya kurulan projektorler, derme catma
makine daireleri, kahvehaneden 6diing alinan sandalyelerle ya da okullardan temin edilen
siralarla kurulan oturma diizeni, ¢cogu zaman bu sandalyeler ya da siralar yetmedigi igin
evlerden getirilen kilimlere, yaygilara ya da minderlere oturanlar... Oturarak, yatarak, ayakta

ya da at sirtinda film izleyenler...

Gondolda Sinema — Covid19 pandemisi sirasinda, Adana tarihinde ilk kez gondolda sinema gosterisi
yapildi.

Bir diger sinema etkinligi de, yine sehrin tarihinde benzeri olmayan bir bigimde
gerceklestirildi. Bu kez Adana Biiyiiksehir Belediyesi Sehircilik Atélyesi tarafindan 27.
Uluslararast Adana Altin Koza Film Festivali kapsaminda diizenlenen gosterim etkinlikleri,
sinemay1 yine Seyhan nehrinin kiyisina ama perdeyi ¢ok sira disi bir yere, nehrin tizerine
tasidi. Adana tarihinde Irmak ya da Garaj gibi, Seyhan nehrinin kiyisinda faaliyet gosteren acik
hava sinemalari olmustu ama ilk kez seyircilerin nehrin {tizerinden, gondollardan
izleyebilecekleri gosterimler diizenleniyordu. Gondolda Film Gosterimleri adiyla diizenlenen
etkinliklerde seyirciler Selvi Boylum Al Yazmalm (Atf Yilmaz, 1978), Ziigiirt Aga (Yavuz
Turgul, 1985) ve Arkadas (Yilmaz Giiney, 1974) gibi filmleri izleme olanag: buldular. Arabali

sinema etkinliklerinin mekanina gore ¢cok daha sinurl bir alanda —ve fiziki mesafenin ¢cok daha
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sik1 uygulandig bicimde- yapilan gosterimlere sekiz gondoldaki yaklasik 40 kisinin yani sira,
nehir kiyis1 boyunca yerlestirilen sandalyelerdeki ytiz ve perdeyi goren cay bahgelerindeki bir

o kadar seyirci eglik etti.

Yakindan taniklik ettigimiz tim bu deneyimler heterotopik mekan olarak sinemanin,
toplumsal alan yaratma giictinii hald korudugunu gosteriyor. Gegmisteki tiim krizleri bir
bicimde atlatip, sinemaya gitmeye devam ettik ve Covid-19 salgini sirasinda gordiik ki, yalitim
ve kapanma kadar toplumsallasma ve a¢ilma da hayati bir ihtiyag. Fiziki saglik kadar zihinsel
saghigimiz da 6nemli ve toplumsallagmak, diger insanlarla iletisime gecmek ve iligkiye girmek
zihinsel sagligimiz icin gerekiyor. Sinemaya gitmek bunu sagliyor aslinda: Hem oradayiz hem
de degiliz. Bir ayagimiz sinemasal evrendeyken diger ayagimiz hala bu diinyaya basiyor. Bir
yandan sinema mekaninda onlarca, yiizlerce kisiyle bir aradayiz ama diger yandan ¢ogu
zaman sadece filmle iliski kuruyoruz. Sinemaya gitmek disadéniik ve agik, film izlemek ige
dontik ve kapali eylemler. Sinema tipki modernlik gibi, tipki sanat gibi, tipki yasam gibi
celigkilerle dolu. Yonetmen Dervis Zaim, toplu olarak bir araya gelip film izleme pratiginin
insan var olduk¢a devam edecegini, hicbir zaman ortadan kalkmayacagini distintiyor:
“Insanlar bilet alip toplu olarak bir yerlerde film izlemeye, insanhik var oldukga devam
edecekler. Ciinkii bunun ayinsel bir tarafi var (...) Bizim onlarca, ytizlerce, binlerce kisiyi bir
araya getirip topluca bir seyi izlemeyle ilgili motivasyonumuz, irademiz, istegimiz hep baki
kalacak. Insanlik var oldukga hep baki kalacak. Ne olursa olsun... Yani on bin sene énce
Catalhoytik’te nasil bir yere gelip beraberce saman din adamlarini izlemeye gidiyorlarsa, 16.
ytizyllda Tophane’de Karagtz-Hacivat oyununu izlemeye gidiyorlarsa ya da 20. ytizyilin
basinda Galata’da bir birahanede Charlie Chaplin filmini izliyorlarsa; o birliktelik, bir araya
gelme durumu bundan sonraki zamanlarda, insanlik var olduk¢a devam edecektir,” (Zaim,

2018, s. 37). Samirim bu ¢ok giiglii 6nerme, 6niimtizdeki donemde de gecerliligini koruyacak.
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Aduna Cinema }‘[5/13‘7& pf%&f

Since the 1960s, Adana’s social and cultural life has been shaped around cinemas. More than
130 venues, primarily open-air cinemas, and about 90 film distribution companies were
operating in the city during this period. The Southern Region Management with Adana at its
centre -the film production mode and complex production methods unique to this region- was
strong enough to support the national film industry in the 1960-1980 period. In addition,
Adana was a socially multi-layered city and contained many cultural values and traditions. In
this period, going to the movies was the most important cultural activity for people coming
from different classes and strata in the city. However, parallel to the city’s economic collapse
- although sometimes not directly related to the financial collapse - Adana’s film industry
weakened, and the failure started in the mid-1970s. After a series of transformations that

cluttered the city’s physical scape, most cinema venues have vanished into history.

The Adana Cinema Heritage project, which explores this rich cinema history of the city,
includes the following activities: 1. Researching the approximately 120-year-old Adana cinema
history, 2. Identifying and mapping the cinema venues operating in Adana from past to
present, 3. Routing the Adana cinema history tour and preparing a catalogue, 4. Organizing
national and international academic workshops and conferences on the history of Adana
cinema and, 5. Carrying out the activities for recognising Adana cinemas as cultural heritage
by collaborating with experts who study the history of cinema in Antwerp and Ghent,
Belgium. Dialogue for Cinema as Cultural Heritage: Identification, Recognition and
Community-Based Inventory of Cinemas as the Intangible Cultural Heritage in Adana via
Cross-Border Dialogue (Adana Cinema Heritage) Project is supported under the “Grant
Scheme for Common Cultural Heritage: Preservation and Dialogue between Turkey and the
EU-II (CCH-II)” implemented by the Ministry of Culture and Tourism with the financial
support of the European Union. The “Grant Scheme for Common Cultural Heritage:
Preservation and Dialogue between Turkey and the EU-II (CCH-II)” aims at promotion and
enhancement of common cultural heritage activities implemented in partnership between
Turkish and EU organizations. The Ministry of Culture and Tourism is responsible institution
for the technical implementation of the Grant scheme Programme, while the Central Finance

and Contracts Unit is the Contracting Authority.

The project is carried out by the Flying Balloon Child and Youth Association (Adana), and the
partners are Cukurova University, Antwerp University (Belgium) and Gent University
(Belgium). Adana Metropolitan Municipality and Sabri Senevi Cinema House are among the

project's associates.
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Introduction: Early Years of Adana Cinemas

After a trip to Egypt in March 1897, Alexandre Promio (1868-1926), one of the Lumiere
Brothers’ cinematographers, headed north, following the Mediterranean coast. Beginning on
3 April 1897, his first stop was Tel Aviv; Promio recorded views of Jaffa and Jérusalem (such
as Arrivée d'un train, Débarquement d'une barque, Panorama en chemin de fer and Caravane de
chameaux). It then moves inland along the coast to Bethléem and continues north again to
Bethrouth and Damascus. After making some twenty short films, numbered 394-413 in the
Lumiere Catalogue (https:/ /catalogue-lumiere.com), Promio entered Anatolia, probably via
Antioch, and headed for Istanbul. His journey proved somewhat arduous as, according to him,
in Abdiilhamit Turkey, any equipment with a hand-cranked was viewed with suspicion.
However, these problems were solved thanks to the initiatives of the French Consulate and
bribes given to some officials (Coissac 1925, 196-197). Finally, towards the end of April 1897,
Constantinople,referred to in Promio’s diary and catalogued, is reached. Promio had left
behind Asian Turkey (Turquie d’Asie) and set foot in European Turkey (Turquie d’Europe). He
shoots four films in Istanbul, numbered 414-417 in the Lumiére Catalogue. Promio’s two films
of a military parade (Défilé de I'infanterie Turque and Défilé de I'artillerie Turque), a view of the
Golden Horn and a view of the Bosporus (Panorama de la Corne d’Or and Panorama des rives du

Bosphore) are today considered the earliest film record of Istanbul.

Promio is probably the first filmmaker to cross the Taurus Mountains, and other filmmakers
soon follow him. In 1902, a Greek cinematographer named Dimitri screened films first in
Mersin and then in Adana (C)zuyar, 2013, p. 150). Itis not coincidental that Mr Dimitri screened
films in Adana, where the Greek minority was active, at a time when non-Muslims were
pioneering cinematic activities in the Ottoman lands. Today, we know that the Greek
community in Adana established a venue immediately after the film screening in 1902 and
that screenings were held in this cinema, although not very regularly. However, this was not
the only venue operating in the city during these years: A photograph taken by Kyrkias
Papadopoulos, one of the editors of La Pensée, a photography studio operating in French-
occupied Mersin after the First World War, at the Old Station Square in Adana in the early
1920s shows the existence of an open-air cinema. This cinema, which Papadopoulos calls the
Teras Cinema, and the Adana Greek Cinema are probably the two cinemas recorded in the 1924
Adana Trade Directory (Oguz, 2014, p. 97) without being mentioned by name. Today, we can
access information about the fate of the Adana Greek Cinema, but not the Teras Cinema, from the
archives. Following the exchange of people in the aftermath of the Treaty of Lausanne, the
Greek Cinema was confiscated by the decision of the Council of Ministers dated 16 March 1924,
as a result of a petition submitted by Adana MP Zamir Bey, and transferred to the Adana
Turkish Hearth. From this date until 10 April 1931, when the Turkish Quarries were closed

down, the cinema was known as the Turkish Quarry Cinema and operated efficiently enough to
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generate an annual income of 6.000 liras (Pinar, 2015, p. 539). The cinema was transferred to
the Republican People’s Party (CHF) in 1931, was first rented to Arifzade Azmi Bey for two
years to generate income and then sold and operated for many years under the name Asr?
(Modern) Cinema. In this first decade of the Republic, there was an intensive cinematic activity
in Adana; screenings were held from time to time in theatres, troupes, and even in casinos or
bars in the city; In addition, we can see that Turkish Hearth Cinema - Asri Sinema-, Lile Sinemasi
-later to be named Elhamra and Alsaray Sinemasi, respectively-, Tan Sinemas: and Yeni Sinema
(New Cinema) were operating; however, at the end of the 1920s, cinema halls began to be
opened in some institutions such as Zabit Yurdu (Yeni Adana, 1929, p. 3). It is also understood
from the archives that during this period, film screenings were also held in halls such as the

Sark Theatre, Hiirriyet Theatre and Seyhan Park.

ADANA (Cilicie) - Cindma de la Terrasse - Quartier de I'Ancienne Gare

Teras Cinema — According to archival documents, in 1902, when films in Anatolia were mostly screened
with portable cinema equipment, a cinematographer named “Dimitri” from Greece screened films first
in Mersin and then in Adana. Today, we know that the Adana Greek Community established a cinema
right after this screening, and although not very regularly, film screenings were held in this venue.
Probably, this was not the only cinema business operating in the city in the early 1900s. Kyrkias
Papadopoulos took a photograph, one of the editors of the photography studio La Pensée, working in
Mersin under French occupation after the First World War, proves the existence of an open-air cinema
in the Old Station Square. The projection booth of the cinema on the terrace of this building, which is
still standing on Kurtulus Street in Seyhan district, is visible in the photograph. This cinema, which was
called the Terrace Cinema, and the Greek Cinema are registered in the Adana Business Directory dated
1924.
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In 1931, following the closure of the Turkish Hearths, efforts are made for the establishment
of People’s Houses. Preparatory work was completed in less than a year, and on 19 February
1932, People’s Houses were opened in 14 cities. The fact that Adana was not among one of the
first house opened was met with reaction in the town, and work was started to establish a
People’s House in the same days. However, 20 new houses were opened in June of the same
year, and Adana was again not among them; not only was the house building not yet suitable
for the opening, but the people of the city had mainly retreated to the highlands and vineyards
due to the summer. Finally, in the CHF Adana Province Work Report published in January 1933,
the opening of the People’s House was scheduled. On 24 February 1933, the People’s House
was opened in the CHF building allocated for this purpose. However, the physical
infrastructure of the building was not sufficient for conferences, theatre plays or cinema
shows. The hall’s capacity in this first building is only 250 people, and it cannot be used
regularly for film screenings due to floods or frequent allocation to conferences (BCA,
490.01.1210/15.2.48). For this reason, the People’s House used many different venues for film
screenings. On the other hand, two years after its foundation, a camera capable of recording
sound was purchased, and many activities in the city were recorded on film. Moreover,
especially during the independence of Antioch and its annexation to Turkey, Adana was at
the centre of the national agenda, and filmmaking activities gained importance in this process.
For all these reasons, the filmmaking activities of the Adana People’s House has a unique place

in the history of national cinema.

Adana People’s House branches and committees begin to work intensively after its
foundation. However, it is necessary to wait until 1935 for cinema activities. In the first days
of 1935, a film machine capable of recording sound was purchased. In the same year, a cinema
machine stated to be the most powerful cinema machine in the city at that time was also
purchased (Akgiinler, 1935a, p. 1). Thanks to this mobile machine, it became possible to show
films not only in the hall or garden of the Adana People’s House but also in the
neighbourhoods, towns and villages on the outskirts of the city. With the purchase of the
machine, it became possible to show films that the People’s House had previously recorded.
In addition, the People’s House administration attempted to build a cinema hall in the same
year (Akgiinler, 1935b, p. 3). The hall of the existing building was inadequate for screenings,
but the problem was not limited to the theatre. As the activities of the People’s House
intensified, the inadequacy of the existing building became more visible. Therefore,
constructing a new building was on the agenda as early as 1934 (Yeni Adana, 1934, p. 1).
However, it took time for the project to mature and become a reality, and the building
construction could only begin on 26 July 1938. The building, whose architectural project was
drawn by architect Seyfi Arikan and located on Asfalt Street (now called “Atatiirk Street”),
was completed in the first months of 1940, and the gradual relocation began. The construction

of a 1000-seat theatre and cinema hall is underway in this new building (Ttirksozii, 1940, p. 2).
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The building was inaugurated with a ceremony on 29 October 1940. The theatre and cinema
hall, completed in 1942, has 792 seats’ (Tiirksozii, 1942, p. 2). Although the construction of the
cinema hall took time, the Adana People’s House’s cinematic activities intensified, especially

from the beginning of 1935, when the film shooting and screening equipment was purchased.
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Adana People’s House Cinema — Adana People’s House carried out intensive film production and
screening activities from 1933 to 1951, primarily through its drama subdivision. Significant events in
the city were recorded with the camera and portable cinema projector purchased after the legal
regulation made by the Turkish Grand National Assembly in 1935, and these films were screened in
Adana after being developed in Istanbul. Thanks to travelling exhibitors, travelling exhibitors, films
were screened in People’s House or the venues of the city centre and towns and villages. Activities such
as screening technical films about agriculture, animal husbandry and public health were organised in
the villages. Through these fixed and travelling screenings held by Adana People’s House, both the
people living in the city and those living in rural areas were prepared for the viewing experience for the
cinemagoing activities that reached their peak in the 1960-1980 period. Similarly, film production
activities carried out by the People’s House can be considered as the first examples of local film
production to be observed later in the region. Adana People’s House building is now home to the
Metropolitan Municipality.

° Today, the building serves as Adana Metropolitan Municipality Building and its hall is used as Adana
Metropolitan Municipality Theatre Hall.
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Adana Cinemas in the Golden Era of Yesilcam

“(...) I'look for character, and I look for art. Domestic films don't pay
any attention to such things. Our local filmmakers, especially the
Anatolian businessmen who manage them, avoid art for some reason.
Would you believe it, if the inventors of cinema raised their heads from
their graves and saw our films, they would regret discovering cinema,

perhaps curse themselves and die again.” (Kemal, 1970, p. 133).

While travelling to Baghdad in 1951 for the filming of Arzu ile Kamber (1952), director Liitfi
Akad and his crew stop in Adana when their driver falls ill. In the meantime, they meet Mr
Yasef, whom they had known. Mr Yasef distributes the films of companies in Istanbul in the
city. In addition, he has rented a place in the town and markets the movies of some production
houses. According to Akad (2004, p. 125), Mr Yasef is, in a way, the pioneer of the regional
management system that will develop later. In his memoirs (1984, pp. 180-183), Cemil Filmer
relates a remarkable memory of Adana. One day towards the end of the 1940s, while he was
working in his office in Istanbul, Hact Omer Sabanci visited him with a group of lawyers and
asked him to run the Erciyes Cinema, which he had just built in Adana. Although Filmer rejects
the offer, citing his busy schedule, he cannot withstand the insistence, which includes many
threats, and takes over the theatre. According to Adana Chamber of Commerce (ACC) records,
one of Hact Omer Sabanci’s commercial activities registered on 5 April 1946 is the management
of the Erciyes Palas Hotel, which also houses the Erciyes Cinema. Filmer’s account shows how
attractive business line cinema management was in Adana long before the 1960s. Hact Omer
Sabanci, who had only been engaged in commerce until then, wanted to invest in this
unfamiliar field and entrust his investment to a competent entrepreneur like Cemil Filmer.
According to ACC records, Sabah Film, owned by Cahit Gezicioglu, was already operating in
the city in 1949 in the field of “film production and film import”. There must have been a lot
of cinema activity in Adana in those years. According to Hakan Erkilig (2003, p. 70), the first
regional enterprise in Adana was established in 1951. Although this contradicts Akad’s
statements (2014, p. 125), from which we can infer that regional enterprises were not yet
established in 1951, based on this information, we can say that the foundations of the regional
management model began to be laid in the city in the early 1950s. Before 1960, the ten
enterprises registered to the ACC in Adana -Atlas Film, Cenup Film, Dar Film, Erdini Film,
Giiler Film, Sabah Film, Sayin Film, S6zen Film, Koganga Film and Kurt Film- were mainly
engaged in the film business, which refers to the import and distribution of films and the
operation of these films in cinema halls on a percentage or fixed-price basis. Even in the Adana

Trade Directory of 1924 (Oguz, 2014, p. 97), two cinemas were registered in the city.

It is no coincidence that cinema in Adana between 1960 and 1975 was an extraordinarily
dynamic and intensive business. The main reason behind this intensity was the city’s economic

system, which was mainly based on human labour. The Cukurova region, with Adana at its
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centre, was identified as a region that could produce cotton for the industry of Great Britain,
which was facing a shortage of raw materials due to the American Civil War. With cotton
production, the settlement policy in the region changes radically, and urbanisation begins.
Since the second half of the 19th century, the city has been the centre of national cotton
production, and the existing agriculture-based production, industry and trade activities show
extraordinary growth from 1940 onwards. While agricultural production remains important,
the city undergoes rapid industrialisation as one of the first main cities of the Republican era.
Founded in 1907 by Aristidi Kosma Simyonoglu under the name “Simyonoglu Factory”, later
nationalised and finally purchased from the treasury by Nuh Naci Yazgan and his partners in
1927, the Adana National Textile Factory, as it is commonly known today, is the locomotive of
the industry. Many subsidiaries of Stimerbank, which started operations in 1937, also took
their place in Adana: Adana Cloth Factory, Adana Cotton Purchase and Ginning Factories.
These state initiatives were followed by dozens of large and small ginning and spinning
workshops affiliated with the private sector (Ozcanli, 2008, p. 157). Industrialisation gained
momentum again with the announcement of the Truman Doctrine and Marshall Plan in 1948
and the Democratic Party’s takeover of power in 1950. With this momentum, many
agricultural and agro-industrial equipment enters Adana. In 1951, PAKSOY Inc. and in 1953
Giiney Inc. start operations. In 1956, BOSSA Inc. and Akdeniz Tekstil Sanayii Fabrikalar:
(Mediterranean Textile Industry Factories), owned by Hact Omer Sabanci and one of the first
steps of what would later become a gigantic holding, were established. SASA Artificial and
Synthetic Fibre Industry Inc. were established in partnership with Ahmet Sapmaz and Haci
Omer Sabanci. In the same years, factories producing construction materials start to operate
due to the city’s expansion. Cukurova Cimento Inc. and Cukurova Machinery Inc. established
in 1954, are among the largest enterprises in their fields. Such a large economy will naturally
create its financial system. Akbank was established in 1948, and Pamukbank in 1955 with the

initiative of the city’s significant capitalists.

The city became a transit centre in 1956 when the Osmaniye, Gaziantep, icel and Konya roads
became first-class roads. There is a high demand for agricultural labourers due to agricultural
production, primarily cotton production, which is not yet fully mechanised. Many seasonal
agricultural labourers were attracted to Adana due to the production of high-yielding Akala
cotton, which was cultivated after 1940 and had to be harvested quickly (Hinderink & Kiray,
1970). On the other hand, in parallel with the beginning of mechanisation in agriculture, there
was an intensive movement from the villages to the city centre (Yaman, 1981, p. 65). As the
demand for labour increases in the industrial sector and in the agricultural lands that provide
raw materials, the city’s population also increases. Due to the intensive migration mainly from
the Cukurova Region, the city’s population reached 902.000 in 1965, 402.000 of whom lived in
the centre and 480,000 in the villages (TUIK, 1965 General Population Census Database).
Moreover, in this period, 77.42% of those who migrated to the city between 1965 and 1970
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worked as wage earners (Yaman, 1981, p. 112). This not only shows that the existing demand
was transformed into employment at a high rate but also that the mobile population in the city
had the material means to participate in one way or another in the social life concentrated in

tea gardens, casinos and especially cinemas.

Biinne

On Fertile Lands — Adana is at the centre of a large and wide space in terms of economy and is at the
crossroads where many roads intersect. Therefore, there has been intense human mobility towards the
city for a very long time. As one of the first metropolitan cities of the Republican era, the city experienced
arapid industrialisation process. The National Textile Factory, which was established in 1907 under the
name Simyonoglu Factory, was the locomotive of the industry. Many subsidiaries of Stimerbank took
place in this enterprise in the 1940s. The private sector also followed the public initiatives that started
with the Cloth Factory, Cotton Purchasing and Ginning Factories. In the 1950s, significant industrial
investments took place, and factories were opened. The economic boom led to human mobility. The
diversity triggered by this mobility is reflected in the cultural field. The answer is given by the
screenwriter and writer Osman $ahin to the question of “What are the factors that make Adana so
special in literature, art and cinema?” is related to all of these sociological factors: “Literature, art and
cinema are born, grow and develop where there is greed, conflict and contradiction between the rich
and the poor.”

After 1960, the demand for cinema in Adana was so great that it constituted the second market
in Turkey, just behind the Istanbul region, which included Thrace, Zonguldak and Eskisehir
(Dorsay and Ayga, 1973, p. 22). Hiirrem Erman, one of the leading producers of the period,
stated that most of the revenue was generated from Istanbul and Adana, followed by Izmir,
Samsun and Ankara (Erman as cited in Dorsay, Cos and Ayga, 1973, p. 33). There were over

100 indoor and summer cinemas operating at the same time (Cos, 1969, p. 23); in 1973, there
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was an enterprise with a 70mm projection machine and the first screening of Space Legend 2001
(Stanley Kubrick, 1968) (Anonymous, 1973a, p. 3)'° . Still, at the same time, cinema vendors
(Sahin, 1974 and 1977) were selling films in highland villages with 16mm projection machines
loaded on mule backs (Sahin, 1974, p. 50). This was a period in which film production,
importation, distribution and related businesses were organised in the Adana Filmmakers
Association, cinema owners or operators in the Adana Cinema Owners Association, and audiences
in cinema clubs cooperating with the Sinematek Association and the Turkish Film Archive
(Anonymous, 1973b, p. 32). Moreover, this structure was not established solely through
consumption activities. Nationally known screenwriters such as Orhan Kemal and Osman
Sahin; Yilmaz Giiney, Ali Habip Ozgentiirk, Yilmaz Duru and other directors; producers and
theatre operators such as Arif and Abdurrahman Keskiner brothers or Irfan Atasoy; and films
such as Hope (Yilmaz Giiney and Serif Goren, 1970), Anxiety (Yilmaz Giiney and Serif Goren,
1974) or Zikkimin Kokii (Memduh Un, 1993) were also part of this structure. However, from the
1970s onwards, but especially after 1975, the cinema sector in Adana, as in the whole country,
entered a crisis, and this structure would be transformed. With the withdrawal of the audience
from open-air and saloon cinemas, which sustained the entire system, the filmmakers could
not hold on in the field and were transformed, and the cinema venues were closed. Following
the shrinkage of the market and the decrease in demand, filmmakers turned to different lines
of business, and the regional management model, which has been the driving force of
Yesilcam, especially between 1960 and 1975, and has supported film production budgets with

prepayments, would no longer be applicable.

Purpose, Scope and Method of the Study

In this study, based on primary sources such as Adana Chamber of Commerce (ACC) records,
local periodicals, interviews with people who worked in Adana’s cinema sector between 1960
and 1975, and field visits, Adana’s cinema sector in the period limited to the years 1960-1975
is evaluated by focusing on two critical elements of Adana’s cinema sector, namely filmmakers
who carried out activities such as “retail film buying and selling, film management, film
brokerage, film business and film trade” and the venue managers who carried out “cinema
management or cinema business” activities. To date, as we have frequently encountered in
mainstream cinema studies, the writing of the history of national cinema, which focuses on
certain directors, movements or films, mostly limits itself to Istanbul in terms of location.
However, as we have witnessed in a relatively small number of recent studies, a vibrant
cinema scene exists outside this region. In this context, this study, which also intends to begin
the historiography of the cinema of Adana and the Adana Region, seeks to answer the

following fundamental questions: (1) Since it has not yet been included in the literature, can

19 According to the same source, only four venues in Turkey had this projection machine at that time.
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the filmmakers and cinema managers who were active in the city between 1960-1975 be
identified based on local sources? (2) How can the activities of filmmakers and cinema
managers be defined as the main elements of the city’s cinema area? (3) What methods are
used by entrepreneurs in both groups to organise their activities - for example, to regulate the
area’s economic structure or protect their interests? (4) What is the commercial relationship
that filmmakers, in particular, have with Istanbul and other regional cities, and how is this
relationship organised? (Therefore, this study also aims to shed some light on the regional
business model, which is still a tremendous unknown despite being a characteristic of an era,
with the example of the Adana Region). (5) How does cinema as a business interact with

historical and social developments nationally or locally in the Adana Region?

The study seeks answers to the abovementioned research questions from 1960-1975. The
reason for starting in 1960 is that the interest in national and local film production and
consumption began to rise. For Adana, as discussed above, this date marks the beginning of a
period of intensified economic activity and human mobility in the city. The reason for limiting
the period to 1975 is that the transformation of the city’s cinema space took place in the mid-
1970s, as it did in Turkey. Although the reasons will be discussed below, the following events
and facts are significant in terms of defining the scope of the study in 1975: (1) Adana-igel TV,
the regional broadcast of TRT, also referred to as “Cukurova TV” in different sources, started
its operations on 27 January 1974. (2) The Cyprus Peace Operation, one of the events that
affected the city’s social life, took place on 20 July 1974. (3) On 13 September 1974, Yilmaz
Giiney kills Judge Sefa Mutlu in Yumurtalik, where he was in Yumurtalik for the filming of
the movie Anxiety, which is another event affecting the social life of the city. (4) The
depreciation of the Turkish lira and the high cost of living in 1975 disrupted the city’s economic
life. (5) The Golden Boll Film Festival, held for the first time between 15-22 May 1969, was
postponed until 1992 for economic reasons in 1973. (6) 1975 also marked the beginning of a
period in Adana when movie theatres began to close down, as was the case in Turkey in
general, and those that survived made radical changes in their film screening policies - for

example, they turned to erotic films.

Scanning ACC member records obtained a significant part of the data evaluated in the study.
The detailed information of each enterprise in the transcripts made according to keywords
from the ACC online archive was accessed from the “Show Member Information” tab. With
this tab, it is possible to access the title, commercial registration numbers, whether they are
still in operation, registration and deregistration dates, registration addresses and contact
information, fields of activity and activity code information of all businesses. While scanning
the archive within the scope of the study, the above keywords were used. Still, new keywords
such as “film brokerage” and “film trade”, which are included in the fields of activity among
the member information of the archive-registered film and cinema enterprises, were also used.

Until August 2022, the businesses whose records were found as a result of the archive search
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were tabulated. In this context, although the main focus is on the period between 1960-1975,
the ACC records were scanned between 1940-1980. There are two reasons for this: (1) to be
able to identify the history of Adana’s cinema industry before 1960, and (2) because some of
the companies that were involved in filmmaking activities in the city in the mid-1960s
remained unregistered for a long time and sometimes worked in this way until the end of the
1970s, only then registering to the ACC.

Along with ACC member records, local periodicals were also the primary data sources for the
study. Although the literature was utilised in the study, three primary sources were consulted
to reach original data: (1) The archive of Yeni Adana newspaper, which started its publication
life on 25 December 1918 and has been published continuously since then, was used primarily
for the evaluation of the years 1974 and 1975. The reason for choosing these two years for
archive scanning is the desire to determine the reflections on the social reasons for the
withdrawal of the audience from open-air and indoor cinemas in the local press. (2) The 16
surviving issues of the newspaper Giiney Film Postas: (Giiney Film Post), the first issue of which
was published on 1 October 1964 by Adana Filmciler Dernegi (Adana Filmmakers
Association), were scanned within the scope of this study and coded, divided into conceptual
categories and examined in the context of the research questions. Coding refers to “the
labelling of direct [descriptive] and indirect information collected throughout the research to
make sense of it” (Miles & Huberman, 1994, p. 56). (3) To identify cinema establishments that
did not have ACC registration, in-depth interviews and field visits were conducted with
people working in Adana cinemas and tea gardens in areas where cinemas were concentrated.
Sabri Senevi (4 and 28 April 2018), who worked as a projectionist in cinemas located on Debboy
Street and Saydam Street in the Kurukdprii district, where open-air and indoor cinemas were
concentrated between 1965 and 1985, and who is the founder of the Cinema House, which still
operates as a private cinema museum; In-depth interviews and field visits were conducted
with Ahmet Ogan (26, 30 and 31 March 2018), who has been running tea gardens and coffee
houses in the Kiyiboyu and Sular districts, where open-air cinemas are concentrated in Adana
since 1967; and Mustafa Yasar (13 April 2018), who worked as a box office manager, cinema
manager or cinema operator in cinemas in the Sular district between 1965 and 1992. The field
visits aimed to see the open-air and saloon cinemas - if any of these remain - on site and to
make an inventory of them. Using the information obtained in this way and the data obtained
from the documents organised according to codes, mainly ATO records, a breakdown of the
businesses operating in the field of film or cinema - those that this study could reach - was

made and tabulated.
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The Regional Management Model as an Unknown Signifier of the 1960-1975
Period and the Film Business in Adana

- [...] Now he’s going to give me the job of the purser of these two films
he’s shot!

- What does that mean?

- The payroll clerks? Well... Taking the films with me, travelling around
Anatolia from city to city, town to town, screening them in cinemas,
then collecting the dough and sending it to the boss on a bird’s wing.
My travelling money, in-laws, hotel expenses, etc.,, would go to the
boss, plus twenty-five good ones daily. By the way, I'm also going to
squeeze some money from Anatolian filmmakers. How’s that? Isn't
that cool? (Kemal, 1970, p. 296).

In mainstream national cinema historiography, the regional management model is often seen as
one of the primary signifiers of the period that began on 27 May 1960 and ended with the
nationwide broadcasting of TRT in 1975. However, what we know about the model is quite
limited. Erman Sener (1970, p. 135) reports that Turkey was divided into film enterprise zones
with six cities in the centre - Adana, Ankara, Istanbul, Izmir, Samsun and Zonguldak.
Producers organised in Istanbul sold their films to these regions through two standard models:
(1) The sale of the film through a partnership in return for a commission from the revenue after
the municipal tax, and sometimes advertising costs are deducted from the income. (2) The
complete transfer of the right to screen the film for a fixed price. Producers’ submission of their
films through regional operators in return for a commission from the revenues is commonly
known today as the percentage model. The producer’s commission varies between 25% and
50%, depending on the film’s nature and the parties’ bargaining power. We know Hiirrem
Erman first applied that percentage before the regional management model was established
when films were sold to every city in the country at a fixed price by the producer in Istanbul.
Erman states that Damga (Seyfi Havaeri and Liitfi Akad, 1948) was the first film in Anatolia to
be commissioned with the percentage model (Erman as cited in Dorsay, Cos and Ayga, 1973,
p- 23). The model proved successful and was applied more widely in the sale of Vurun Kahpeye
(Lutfi Akad, 1949). According to Erman, the fact that the theatre owners were not yet familiar
with the percentage model also played a role in this success (Erman as cited in Dorsay, Cos, &
Ayca, 1973, p.2 4 and Kirag, 2017, pp. 43-46). At a time when national cinema production was
minimal, and the viewing experience had not yet become mass, it can be said that it was
advantageous for producers and distributors to commission films to a relatively small number
of theatres through the percentage model. The percentage model was applied mainly in the
first weeks of the films’ release - most of the revenue was generated in the first week - and in
cinemas located in the centres of big cities, and after the first week, the fixed price was

returned. Before the widespread adoption of the regional management model, selling the right
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to show a film at a fixed price was generally preferred in small towns where film revenues
were unpredictable. The right to show the film was transferred for three days or one week
(Gokmen, 1973, p. 59).

Kurtulug Street — Kurtulus Street, which was on the main road that once connected Adana and Mersin
and stretching from Meydan Mahallesi to Kurukdprii, lost its importance after the opening of Turhan
Cemal Beriker Boulevard. There were many cinemas, including the Terrace Cinema, on this street. The
first of these, Cinema Zafer, is one of Adana’s most important cinemas, with a capacity of approximately
1,000 people. Today, its curtain has been destroyed, but its box office, box seats and projection booth
are partially standing. Next to Zafer, there is Isik Cinema, relatively more minor with a seating capacity
of approximately 600 people.

On the other hand, almost the entire structure, including its curtain, buffet, toilets, box office, and
projection booth, are still standing today. Due to the filling of the slopy ground over time, the buffet
and toilets can be partially seen today. It offers all the features of an open-air cinema to its visitors. The
audience capacity of Istanbul and Istiklal Cinemas, separated by only one wall, was almost 4.000 people.

Commissioning a film with the percentage model involved significant risks when the cinema-
going experience was widespread and even massed. First of all, it was uncertain for the
producer whether he was doing business in the city where the film was shown and, if so,
whether the income declared to him was earned. The supervision of film screenings by
percentage officers and the recording of the revenue by the producer significantly reduced
these risks; however, when the number of theatres exceeded 3,000 (Cos, 1969, pp. 19-26),

complete control was not possible. Even experienced operators such as Filmer (1984, p. 186),
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who had given films to more than 100 cinemas in Anatolia as early as 1950 and personally
operated 33 theatres in cities including Adana and Mersin, complained that the people in
charge of their cinemas “used the business for their benefit” and “started to do business on
their account” and handed over their theatres (Filmer, 1984, p. 202). For all these reasons, the
producer follows a more definite way by not operating his film with the percentage model or
by not giving the operating rights to the regions and selling his movie to the regional operators

(Sener, 1970, p. 135). The film rights now belong to the regional operators.

Hope — Adana is the hometown to many screenwriters, producers and directors who has a unique place
in our cinema history: Screenwriters such as Orhan Kemal and Osman Sahin; directors such as Yilmaz
Giiney, Ali Ozgentiirk and Yilmaz Duru; producers like Arif and Abdurrahman Keskiner brothers or
Irfan Atasoy; actors such as Sener Sen, Yilmaz Giiney, Salih Giiney, Yilmaz Koksel, Menderes
Samancilar, Melek Gorgiin and Aytag Arman, to name a few. Hope (Yilmaz Giiney & Serif Goren, 1970),
Anxiety (Yilmaz Giiney & Serif Goren, 1974), On Fertile Lands (Erden Kiral, 1980) or Zikkimin Kokii
(Memduh Un, 1993) are just a few of the dozens of films shot in Adana. Among these films, Umut, in
particular, portrays unique images of Adana and remarkable details about the daily life in the city. We
often see people from various professions and places in everyday life, such as horse-drawn coachmen,
drivers, grocers, jewellers, innkeepers, tanners, sand sellers, bike rentals, table football players or even
cinema professionals. Therefore, the film documents the daily life of Adana and is the memory of the

city.

According to Erkili¢ (2003, p. 70), quoting Turan Tung, who worked as a purser in the 1950s,
the first regional enterprise, Adana Region, was established in 1951. Adana was followed by
Samsun and Ankara Regions, and Izmir and Zonguldak Regions were established. By the
1960s, the regional operation model, which had become a fully mature film distribution and
operation system, was implemented as follows: (1) If the producer is unable to cover the entire

cost of the film, which is usually not the case, to balance the budget, he sells or leases the film’s
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regional operating rights in exchange for bonds with minimum and maximum cash values
(Gokmen, 1973, p. 51). (2) The value of the bond given by the operator to the producer is
determined based on previous agreements and an agreement is made regarding the sharing
of possible profits (Abisel, 2005, p. 107). (3) After the film’s completion, the regional operator
transfers the copies received from the producer to the cinemas in its region for screening. This
transfer takes two forms: Again, in return for a specific commission - usually through the
percentage model with a 25% commission - or by selling the screening rights to the cinema
operator at a fixed price for a certain number of screenings or days. (4) During the film's
screening, the regional operators do not make additional payments until they have amortised
the bonds. However, after the revenue obtained for the commission share exceeds the advance
payment amount, the remainder of the recalculated income, excluding the commission share,
is paid to the producer (Gokmen, 1973, p. 51). (5) For renting or purchasing the right to screen
a film that has not yet been produced, regional operators have other demands. The most
important of these is the intervention of the regional operators in the content of the film they
invest in. Of course, it is not possible to speak of a uniform cinema taste on a national scale. In
the period mentioned above, we can say that the audiences in Ankara and Adana demanded
avant-garde films, while in Samsun and Adana, religious films did well (Erman as cited in
Dorsay, Cos, & Ayca, 1973, p. 33). For this reason, the demands of the regional operators, who
closely follow the audience’s demands in their regions, regarding the content, subject matter

or who will be the leading actor of the film gain legitimacy!! .

" The period between 1960 and 1975 is widely characterised as the period dominated by regional
management, and this model constituted the most important source of income for Yesilcam, but at the
same time, it also bore all the sins of the period when our cinema was the most productive in terms of
quantity. Mahmut Tali Ongéren (1979, p. 76) defines the regional operator as follows: “The lack of
financial means of the Turkish film producer has given birth to the broker called ‘Isletmeci’ in every
region of our country. This group of operators, who give an advance to the producer before the start of
the film - like the middlemen who give an advance for the harvest of the field - sets a price for the film
and, paying this price, plays the film in the accidents and villages of the group of provinces allocated to
it, until the film is torn to shreds.” Erkili¢ (2003, p. 91), who has carried out one of the most influential
studies in the literature, characterises this period as the ‘golden age of Yesilgam’ and states that the
typical mode of production is regional management. Nilgiin Abisel (1978 and 2005), on the other hand,
states that from 1960 onwards, Turkish cinema came under “operator domination”. According to
Abisel, regional operators are the ones who decide what the audience’s characteristics are, who have
knowledge about the audience’s interest since they are intertwined with the theatres, but who do not
have even as much artistic concern as the producers since they only look out for profit. Since film
production took place directly with the advances given by the regional operators, “all production
companies, big or small, artists and their employees were dependent on the wishes of the operators to
one extent or another” (Abisel, 2005, pp. 105-106). According to Nijat Ozon (1985, p. 63), who provides
very limited information on the subject, “distributors” are among the most important sources of film
investment in a period of increasing production costs and they are increasingly making their weight felt
in the production of films. Alim Serif Onaran has a similar approach. Regional operators, who support
the producer by providing loans or promissory notes, want to have a say in the organisation of
production conditions: “[T|hey impose ideas on the producer, from the title of the film to its subject
matter and even the elements it will carry; they also attempt to appoint the actors who will play in the
film” (Onaran, 1994, , p. 98-99). “The regional operator is a money-maker who blindly distributes money
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It is possible to say that the literature, pioneered by Sener (1970) and Gokmen (1973) and
effectively studied by Abisel (1978) and Erkili¢ (2003), has in a sense become repetitive and has
characterised a period and a model by focusing on similar unknowns. This is a situation
equivalent to the everyday problems'? of mainstream cinema historiography. Moreover, even
though these studies are active in the literature, they contain limited information that makes
it challenging to comprehend the regional management model. For example, Erkili¢ (2003, p.
94) and Tung (2006, p. 45) mention only seven film enterprises -Sahinler Film, Ozdogan Film,
Irfan Film, Sabah Film, Atlas Film, Kurt Film and Koganga Film - as the operators of Adana
Region. Erkili¢ updated the number of enterprises to 36 in a study he conducted with Recep
Unal and published in 2018 (Erkili¢ and Unal, 2018). Still, based on the Adana Filmmakers
Association’s publication Giiney Film Postast (Giiney Film Post), this data only shows the number
of enterprises that are members of the association, as far as it appears in the referenced copy
of the publication. Today, however, we know, especially from ACC records, that in the 1960s,
around 70 enterprises were officially active in the film business in Adana, and about 20
enterprises from the larger cities of the region, such as Diyarbakir, Konya or Kayseri, opened
branches in the city. There are 51 enterprises registered in the town, the earliest in 1949 and
the latest in 1979. The businesses operating in the city but not registered to the ACC can be
found in the Adana Filmmakers Association, the most crucial organisation of filmmakers, and
its publication Giiney Film Postas:. In the 1st (1 October 1964, p. 3) and 26th (1 November 1966,
p. 3) issues of Giiney Film Postasi, there is a list of primary and secondary enterprises that are
members of the Adana Filmmakers Association. While some enterprises included in the
member lists were registered to the ACC, others were not. Of the 18 enterprises that are not
registered to the ACC but are primarily members of the Adana Filmmakers Association, 7 -
Erman Film, Kemal Film, Er Film, Fitas Filmcilik T.A.S., Lale Film A.S$., Pesen Film and Stiper
Film - are branch enterprises with headquarters in different cities - Istanbul, Diyarbakir and
Mersin'®. 11 enterprises have never registered to the ACC. Another 17 subsidiary enterprises
based in Diyarbakir, Kayseri and Konya, which do not have direct branches in Adana, operate
in the city as members of the Adana Filmmakers Association. Considering these lists, we can

conclude that at least 86 enterprises were active in the film industry in the city during the

to Turkish film producers, and the producer is the chicken that lays golden eggs for such operators”
(Okan, 1968, p. 17). Relatively recent studies -possibly due to the extremely limited literature on the
subject- provide limited information on regional management and characterise the model in a similar
way. According to Serpil Kirel (2005, p. 298) and Siikran Kuyucak Esen (2010, p. 76) as cited by her,
since producers cannot invest their own money in films, they desperately depend on regional businesses
and stars. “Because the film of a popular star does good business. In other words, in the production
environment of the period, vicious circle and chaos dominated in every field”. Studies by Zeynep Cetin
Erus (2007) or R. Arzu Kalemci and Siikrii Ozen (2011), who look at cinema from a different perspective,
characterise the regional management model in a similar way.

12 See Kayali (1996) and Ozen (2009a and 2009b).

3 On the other hand, the Istanbul-based Kocanga Film, owned by Alexandros and Filotos Cangopoulos,
with Kosta Sisilidis as its director, was registered to the ACC.
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period in question. However, businesses or individual entrepreneurs who were neither
registered to the ACC nor members of the Adana Filmmakers Association were also present
in the city during the same period. Such a dynamic economy must have also shifted to the

informal sector!* .

According to the ACC records, enterprises operating in the film business are defined by retail
film buying and selling, film management, film brokerage, film and cinematography or film and
cinematography trade. These enterprises operate in the Adana Region (Gokmen, 1973, p. 58),
which consists of the cities of Adana, Adiyaman, Bingol, Bitlis, Diyarbakir, Elaz1§, Gaziantep,
Hakkari, Hatay, Kayseri, Konya, Malatya, Mardin, Mersin, Mus, Nigde, Siirt, Tunceli, Urfa
and Van. There are 562 cinemas in 20 cities, of which 271 are halls and 291 are open-
air/summer venues. The capacity of these cinemas is 350.580 seats and chairs (see Table 1).
Adana-based film producers often buy and operate production from Istanbul in the city and
the region. In such a large market, doing this alone requires extraordinary organisational skills.
Therefore, the brokers who bring films from Istanbul distribute them to other regional cities
through filmmakers. An advertisement in Giiney Film Postas: (1 November 1966, p. 1)
exemplifies the relationship of a film distributor with a company in Istanbul and its activities
in the Adana Region. According to the advertisement, Tokay Film was operating in the region
on behalf of Istanbul-based Ekran Film. The Adana-based company’s Diyarbakir operating
partner is Yeni Ankara Film and its Kayseri operating partner is Basak Film. In most cases, a
film distributor does not distribute the film he buys in Istanbul outside Adana himself but
does so through another film distributor based in that city. In Adana, the film is operated on
the percentage model or sold at a fixed price, whereas in other cities, it is often given at a fixed
price due to control difficulties. A congratulatory news item in the first issue of Giiney Film
Postast (1 October 1964, p.2) demonstrates the business skills of filmmakers: “Mr Kerim Kaya,
the owner of Kaya Film, one of the operators of our region, has been able to show only two
copies of his film Ikisi de Cesurdu (Both of them were brave) in seven venues far away from each
other for a week without any interruption during this summer season. We congratulate him.”
The few copies that arrive from Istanbul are given to the maximum number of cinemas. The
couriers working under the filmmaker’s supervision can deliver these films from one

screening to the next in an extraordinary manner.

4 For example, Pesen Film, which operated in the city after 1965, or Kutlu Film, which was opened in
1967 by Baha Unalan, the operator of Unal, Asri and Yildiz cinemas, were neither members of the Adana
Filmmakers Association nor registered to the ACC.
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Anxiety — Adana city centre, but also Karatag Plain, have hosted many notable films. Among these films,
Seyyit Han — Bride of the Land (1968), Pire Nuri (1968) and Anxiety (1974), directed by Yilmaz Giiney, have
a special place. The scenery of this plain takes place in the film, Seyyit Han, which was shot in the villages
of Yenice and Oymakl, right next to it, where the director was born and spent his childhood. Water
canals separating the plain, poor villages with adobe houses covered with grass on their roofs, and
sacred places form the film’s geography. Exterior space in the movie is often framed on a large scale.
The vast plains and the figures on it are depicted as a line, while the sky is shown as endless and almost
encompassing everything. In Anxiety, there are incredibly detailed images of the life of seasonal
agricultural workers.

Based on the issues of Giiney Film Postas, it is possible to say that the managers knew the
cinema audiences in their cities and even in their regions closely and followed their viewing
habits. In an anonymous article titled Sinemacilik San’ati (Giiney Film Postasi, 1 March 1965, pp.
1-2), a manager states that they knew the audience better than the venue owners as follows:
“A venue owner from one of our towns came to me and asked me for a theatre film. I saw that
the film he wanted was not the film of that place. Because I know the filmmaker well, he does
not want a film with the aim of serving the intellectuals of that place, but he wants a film that
is completely for the box office. Knowing this, I explained the situation and offered him an
avant-garde film. He insisted and bought it. When he returned 15 days later, he kept
complaining, “You have ruined me. The fact that he could not comprehend the tastes of this
place where he had been working as a filmmaker for years and the business situation in the

professional field gave him this punishment.” Nejat Celik, the operator of the Adana-based
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Goksu Film, announced to his customers the films he had commissioned for the 1967-1968
season as follows: “During our visits to the film centres of Europe, we selected the following
list of films from among hundreds of films especially suitable for the Adana region” (Giiney
Film Postasi, 1 July 1967, p. 3). In this context, it is possible to say that, for their part, the
managers, on legitimate grounds, were only looking out for box office success. However, in
the end, cinema is not only an art form but also a commodity opens to mass consumption.
Between 1960 and 1975, film producers and distributors operating in Adana commissioned
about 400 films each year in the city and the region, half of which were “dubbed” and half
were “local” films. Depending on their economical size, film producers marketed 10-40
productions. In his article published in the 29th issue of Giiney Film Postast (1 April 1967, p.1),
filmmaker Ihsan Turhan explains the cost of the films and the profit they make from the films
as follows “If you try to buy a quality film now, you can hardly buy it for 65.000 or 70.000 liras.
On the other hand, normal films are purchased for no less than 40.000 or 50.000 liras or taken
into guaranteed operation. If we add our commissions, expenses and labour, a film of 50.000

liras would cost us 65.000 liras, and a film of 70.000 liras would cost us 90.000 liras.”

The primary function of the Adana Filmmakers Association is to regulate the functioning of
this large and dynamic market. According to the 31 August 1964 decree, the association is the
settlement authority for the films’ receivables and the cinemas’ debts. Many theatres and
summer cinemas in the city are put into operation from season to season and change hands
after a bad season. The Adana Filmmakers Association argues that the debts of cinemas should
be evaluated independently of ownership, tenancy or partnership relationships. Managers
want the cinema’s income to guarantee the fulfilment of contracts with owners, tenants or
partners. However, it is also observed that film managers with whom they have partnered,
especially in other cities, or the theatre operators with whom they have directly commissioned
films, do not return the film copies they have received on time, which creates grievances for

the manager.

Another problem is that film producers’ copies and advertising materials are handled
carelessly and delivered, worn out or not. To protect the documents well, training of the
projectionists and regular maintenance of the projection machines are among the demands of
the managers. Because the copy cost of the film is as much as the film rent (Giiney Film Postast,
1 April 1965, p. 1), it is also an important problem for the managers that the commissioned
films are re-commissioned by the venue owner to other theatres without the managers will. In
such a case, the venue owner was fined up to five times the operating fee paid for the film’s
screening (Giiney Film Postasi, 1 December 1964, p. 2). The legitimate sanction available to the
association to solve all these problems was the embargo. Venue owners who did not comply
with the association’s decision were embargoed and not given films. For example, in 1964,
from the beginning of that year until October, 96 dispute applications were made to the

association, 81 of which were resolved and an embargo was imposed on 72 cinemas (Giiney
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Film Postasi, 1 November 1964, p. 1). The association also intervened in irregular film sales
from other regions to the Adana Region. For example, Giizey Film Postas: (1 May 1965, Issue 8)
announced that managers from the Ankara Region were selling 16mm films, especially in
Konya and Kayseri, and it was stated that film copies would be confiscated when this situation

was encountered.

Sular District — The Sular district, which also hosts the historical Adana Train Station, is one of the city’s
social life centres. Gazipasa, Atatiirk and Ziyapasa boulevards connect to this station and are still the
most important routes of the city. In the 1960s and 1970s, the Sular district was lined with clubs, tea
gardens, ice cream parlours and cinemas amongst parks. Sular, Bahar, Kosk, Gar, Veniis, Diinya -formerly
Yildiz- and Site cinemas were lined next to each other in less than 500 meters-long street. Sular Square
was closed to traffic on summer evenings, and around 20,000 people strolled and watched movies in
these cinemas. Right across the Kisk with a capacity of 2,000 spectators, there was Sular with a capacity
of 1,500 people and Bahar cinema, which hosted as many spectators every night. These open-air cinemas,
which traditionally hold the first screenings on April 23 and end on November 10, provide essential
summer entertainment for the people of Adana. Every evening, in the hot Adana summers, thousands
of people would wait for the soirée to start in this square, and thousands of people would watch movies
in the Sular district every night until midnight.
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Cinema Business and Cinema Activities in Adana between 1960-1975

According to ACC records, there were four registered cinema establishments -Ar1 Sinemas;,
Halk Sinemasi, Unal Sinemasi and Ses Sinemasi- operating in Adana before 1960. However,
according to Filmer’s (1984, pp. 166, 183 and 186) memoirs and other written sources, there
were many more than this number of cinema establishments operating in Adana in the same
years. The reason is that the venue management business, unlike the film production and
distribution, is much more suitable for the informal economy. The Erciyes Cinema, owned by
Hact Omer Sabanci and which he asked Filmer to run, was affiliated with the Erciyes Palas
Hotel and was listed as a hotel establishment in the ACC records. The main reason for the
dominance of the informal economy is the dynamic nature of the ownership, partnership, and
management relations that exist in the right, collaboration, and management of cinemas,
which are registered to the ACC as film operators, venue operators, or cinema owners, and which
simply represent the operation of winter or summer cinemas. The cinema management, which
includes not only the screening of films but also the operation of halls for concerts, congresses
or meetings, is carried out as follows (1) The entrepreneur who owns one or more winter halls
or summer cinemas in the city or region may operate them himself through managers. A news
article published in Giiney Film Postas: (1 November 1966, p. 2) is explanatory in this regard.
According to the news article, “Winter-time Liiks cinema, which had a reputation for changing
managers frequently, appointed Fethi Bey, the owner of Yazlik San Cinema, as the Programme
and Administration Manager.” (2) Venue owners could operate their theatres through joint
managers. Profits were shared among the partners. (3) Cinemas were usually rented out to
managers annually. In Giiney Film Postasi, there are advertisements for movie theatres rented
out on a lump sum basis or news about the theatres the entrepreneur rents out. Not only
cinema ownership but also theatre management is a field that is very open to
entrepreneurship, and it is likely that many managers fail in their first business and withdraw
from the area before they can even register their business. Unlike the film business, the ACC
records show cinema businesses changing hands. However, companies such as Cinema
Management Inc. (SINTAS), established by Istanbul-based Ipek Film for theatre management,
also operate cinema businesses in the city and the region. Since the commercial registrations

of these enterprises can be made in other cities, they are not included in the ACC records.

According to a survey by Nezih Cos in 1969 (pp. 19-26), 110 cinema establishments were
operating in Adana, 35 of which were halls and 75 were open-air venues. The capacity of these
establishments was 86.900 seats. In the Adana Region, there are 562 cinema establishments,
271 of which are halls and 291 of which are summer-time open-air venues, and the audience
capacity of these establishments is 350,580. The number of cinema enterprises registered to the
ACC between 1940-1980 is only 29. The scanning of local periodicals and oral sources covering

the years 1960-1975 brings us closer to the number of cinema establishments that Cos reached.
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Another 66 cinema establishments, whose addresses were identified and confirmed from local
periodicals and oral sources, were operating in the city without registering to the ACC. With
all these, it is possible to say that between 1960 and 1975, more than 100 cinema establishments
were operating in the city at the same time and that these establishments were concentrated in
neighbourhoods such as Kiyiboyu, Sular, Kurukdprii or Yamagh or the economic, cultural and
social centres of the city such as Old Station Square, Saydam Street or Debboy Street. Apart
from these, some schools, factories and military units also have cinema halls in the city. For
example, Incirlik Air Base has a cinema hall that brings and shows films only for American

military personnel.

The population of the city centre in 1970 was 525.668 (TUIK - 1970 General Population Census
Database). When the people of the city centre are compared to the capacity of 86,900 spectators
quoted by Cos (1969, pp. 19-26), it is seen that there are approximately six spectators per
chair/seat. This ratio is about 10.5 for Diyarbakir, 9 for Kayseri and 10 for Konya, the other
major cities of the Adana Region. In the same period, the ratio of spectators per chair/seat was
6 in Istanbul, 11.5 in Ankara and 2.7 in Izmir (Cos, 1969, pp. 19-26 and TUIK - 1970 General
Population Census Database). All this shows the place cinema occupied in the social and cultural
life of big cities in the period mentioned above. Between 1960 and 1975, cinema constituted a

critically crucial social space and cultural environment for Adana.

Demand for cinema in Adana has created a dynamic economy. Interest in cinemas usually
peaks during the summer, which starts on 23 April and gradually ends on 10 November,
especially on weekends. The number of cinemas operating in the city at the end of summer is
more than double that of the winter season. Almost every hall also has a open-air venue, but
some venues run only in the summer season. The cinema business is an area where the
informal economy is dominant. When this informality is combined with the audience’s
demand, it returns as a black market. Black market ticket sales are reported in local newspapers:
“Especially on Saturdays and Sundays, black marketers, who have hundreds of tickets in their
hands and work in networks, catch the audience at the beginning of the street, disturb them
and go so far as to say ‘there are no tickets at the box office, you will buy from us!” (Yeni Adana,
19 January 1960, p. 2). In response to the intense demand, the operators diversified the product:
“double-header” screenings, special matinees for women, combined ticket sales, special film
screenings where combined tickets were not valid, first screenings with star actors and luxury
box sales were used to meet the demand. Most of the time, films are screened for only one
week. When a film reaches its second week at the box office, it is announced that “it has started
its second week of glory upon insistent demand” (Ugarol, 26 January 1960, p. 3). Despite the
high deductions made from tickets, filmmaking is a profitable business. The Municipal
Council determined ticket prices and assumptions from ticket revenues, and ticket stubs were
printed after taxes and deductions were paid in advance. An entertainment tax of 113.5 kurus

for foreign films and 50 kurus for local films was charged on each ticket. In addition, 25 kurus
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were deducted from each ticket through contribution/donation stamps for the Air Force
Foundation and 25 kurus were removed to support sports, to be transferred to Adana

Demirspor and Adanaspor (Yeni Adana, 28 April 1975, pp. 1, 5).

On the other hand, in summer cinemas, first, second, and third-class domestic films were
shown for 300 and 275 kurus, while foreign films were conducted for 325, 300 and 275 kurus'®.
In winter cinemas, first-class seats were priced at 575 kurus, sofas at 950 kurus, mains at 275
kurus and box seats at 23 liras. When a local film is shown in winter cinemas, the chair is 375
kurus, and the box is 19 liras. The ticket price for public screenings in winter cinemas was 375
kurus (Yeni Adana, 20 August 1975, p. 1). For summer cinemas, 100 kurus of the average ticket
price of 300 kurus were charged directly by the municipality, 25% to 50% of the remaining 200
kurus was paid to the filmmaker as a purser’s fee, and finally, 100-150 kurus was shared

between the cinema owner and the operator or partner.

Audience Capacity of Adana and Regional Cinemas in 1969
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1 ADANA 35 75 640 860 86.900
2 ADIYAMAN 6 7 450 640 7.180
3  BINGOL 1 - - - -
4  BITLIS 4 - - - -

5 DIYARBAKIR 15 18 640 725 22.650

6 ELAZIG 8 6 800 1.000  12.400
7  GAZIANTEP 23 27 630 1170 46.080
8  HAKKARI - - - - -

9  HATAY 28 25 650 650 34.450
10 KAYSERI 20 20 550 800 27.000
11 KONYA 35 25 600 1.000  46.000
12 MALATYA 15 10 440 600 12.600

!> Considering that the minimum wage in 1974 was 1.200 liras, a 3 liras cinema ticket is equivalent to
approximately 4 liras when compared to today’s minimum wage. Therefore, cinema is a form of
entertainment that is not very expensive for people of all classes.
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13 MARDIN 12 12 - - -

14 MERSIN 13 30 800  1.000  40.400

15 MUS 3 - - - -

16 NIGDE 13 3 640 - 8.320

17 SIRT 14 10 - - -

18 TUNCELI 5 1 - - -

19 URFA 7 17 - - -

20 VAN 4 5 500 920 6.600
TOTAL 271 291 350.580

Source: Cos, N. (1969). Distribution of Cinemas in Turkey. AS Academic Cinema - Filmmaking Journal of
Cinema, 2, pp. 19-26.

Cinema Economy in Adana — Adana has been a cinema city since 1960. There were 562 cinema venues,
of which 271 were halls, and 291 were open-air, in the 21 cities of the Southern Region, where Adana is
at the centre. All filmmaking and cinema production activities were controlled from this city. According
to a survey conducted in the late 1960s, 110 cinema venues were operating in Adana, 35 halls, and 75
were open-air cinemas. Based on various records, we know that about 70 companies were working
officially in the filmmaking business in the city during the same period and that about 20 companies
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from the big cities of the region, such as Diyarbakir, Konya or Kayseri, opened branches and carried out
their film business in Adana. Cinema was a social space and cultural venue for Adana and a remarkably
robust economy in this period.

Moreover, those who received a share of the ticket were not limited to this. Screenings are also
organised for the benefit of the Child Protection Agency or the Turkish Armed Forces, with all
proceeds to be donated. For example, immediately after the Cyprus Peace Operation, 45
summer cinemas in Adana - all of the summer cinemas operating in the city at the time -
followed the decision taken by the Adana Cinema Association and donated one day’s income
to the Turkish Armed Forces (Yeni Adana, 2 August 1974, p. 1). As the number of people
attracted by the cash flow in cinema businesses increased, the solution of the operators shifted
to the informal sector. One of the reader complaints voiced in the pages of'® Yeni Adana is that
unticketed, sometimes standing audiences are admitted, or tickets are sold more than the

number of seats/ chairs.

For a manager, the way to make a profit is to reduce costs. Reducing costs is achieved by
purchasing films to be screened or renting them through the percentage model. In addition to
partnerships established with film producers or cinema halls given to film producers to
operate, entrepreneurs like Baha Unalan, who owned more than one cinema hall, opened their
film businesses. Unalan, who worked at Unal, Asri and Yildiz cinemas, started the film
business by launching Kutlu Film in 1967 and tried to obtain the films to be shown in his
theatres at lower costs by eliminating film producers. For a manager who operates more than
one theatre, it is essential to deduct the filmmaker’s profit share from the expenses. However,
it is also observed that filmmakers procured their films. As well to those who brought films
from Istanbul, some procured films from individual entrepreneurs or bought movies cheaply
from Ankara Region managers who sold “illegal” films in Adana Region (Giizey Film Postast,
1 May 1965, p. 1). Another method was for the cinema halls to act together to increase their
bargaining power against the film producers. As well as establishing bilateral or tripartite
partnerships, they formed multi-partner groups and attempted collective film purchases
through group representatives. For example, in 1967, summer cinemas began five different
groups just before the start of the season, and even the managers of these groups competed
with influential movie theatres to get them into their groups (Giiney Film Postasi, 1 November
1966, p. 2). The largest organisation formed by filmmakers to protect their economic interests
was the Adana Filmmakers Association. For example, the association made attempts before

the Governor’s Office and the Municipality to solve the problems that arose after the

16 The way to sell more tickets in a cinema by avoiding taxes and other deductions is through duplicate
ticket sales. Some of the tickets that should be taken from the audience at the entrance of the cinema
and torn in such a way that they cannot be reused are not subjected to this process and are resold at the
box office.
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Municipality Council started to deduct 25 kurus from each cinema ticket to be transferred to
Adanaspor and Adana Demirspor in 1974. At the end of these attempts, the Municipality
Council decided that the deduction from the tickets for Adanaspor and Adana Demirspor
could only be applied at the ticket purchaser’s request, that is, the audience (Yeni Adana, 16
August 1974, p. 6). In 1975, just before the start of the summer season, the association decided
not to open the season, citing that cinema tickets had not increased since 1973 (Yeni Adana, 28
April 1975, p. 1). After the Municipality Council promised to increase ticket prices, screenings
were resumed with a compromise, and ticket prices were increased in August of the same year
(Yeni Adana, 20 August 1975, p. 1).
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Epic for Filmmakers

We intended to go to the cinema,
We went early to get a good seat,

While They were selling on the black
market,

Do you think you can get a ticket,
brother?

One of us ran to the Asri Cinema,
Our sweat flowed as we ran,
They said we’ve run out of space,

Don’t you wonder, brother?

Then we realised there was a black
market,

The stockbroker surrounds us,

What happened was given to the
stockbroker,

Wouldn't you be angry, brother?

I immediately went to Erciyes,
I'm too tired to speak,

Don’t ask me when you see the toll
booth,

Our backs are bent, brother!

Black marketeers are all over me,
There’s a ticket, don’t upset yourself,
He said two singles per man,

You can’t eat that kind of shit, bro.

The new Unal Cinema is worse than all
of them,

The box office sells out early,

Theyll give you a ticket, and the
stockbroker will sell it,

What can we say? We have no choice,
brother.

Alsaray and Lux are overpriced,
I'm low on cash, and we should get in there,

We've got to find a cure for these
stockbrokers,

No one’s thinking about it, my brother!

One hundred and fifty centimes are the
original ticket,

It's sold on the stock exchange for twice as
much,

Joyful and irrevocable mourning,

We swallowed this pill on purpose, brother.

They’re supposed to serve it to the soldiers,
They say you're a soldier, give a little less,

They market them for a hundred and ninety
cents,

Theyll give you the worst place, brother.

We didn’t call it black or white, and we
bought it from the stock exchange,

We don’t even have a location,
We barely found it in the bottom corner,

That was the hardest one of all, brother.

Police, guards and police officers are lined up,
Everybody else stocks, and they float,
The poet Mustafa is also upset by this,

What can we say in their presence, brother?

Mustafa Cira

Source: Delikoca, Y. & Karatas, A. (2018). Adana Mavras. Adana: Adana Metropolitan
Municipality Publications (pp. 104-105).
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The Collapse and Current Situation of Adana Cinemas

The number of managers and venue owners operating in Adana decreased significantly from
1975-1980. Film enterprises gradually close down, change sectors or transform. Some of these
businesses became news or advertising agencies, while others started importing and renting
video cassettes. Entrepreneurs such as Irfan Atasoy leave Adana and continue to operate film
production, import and distribution businesses, studios -Emek Studio- and movie theatres -
Beyoglu Atlas Cinemas- in Istanbul. Movie theatres, on the other hand, were closed or
transformed gradually, starting with open-air cinemas. In 1978, there were 36 halls and only
nine open-air venues in Adana (Yaman, 1981, p. 174). The first and perhaps the most important
reason for this decline is that the television broadcasts that started on 27 January 1974 in the
region, as in other cities of the country, decreased the interest in cinema. In the early period,
local films were not doing well in the parts within the television broadcasting area (Erman as
cited in Boz, 1974, p. 63).

In January 1974, Adana-igel TV, or Cukurova TV as it was commonly known, started
broadcasting between 19.30-23.15 hours with package programmes. Initially broadcasting in a
relatively narrow area, these programmes were expanded after the Cyprus Peace Operation
by increasing the power of the transmitters to reach the island. As of October 1974, these
broadcasts could be watched from Cyprus (Yeni Adana, 11 October 1974, p. 3). Following the
regular broadcasting of Cukurova TV, the number of televisions in the city exploded. According
to the news reported by Yeni Adana newspaper based on PTT officials, the number of
televisions exceeded 5,000 within a year, up from 1,470 in 1973 (22 January 1975, p. 1). This is
only the number of banderolised television receivers. According to another news report, the
number of banderolised television receivers in the city was 5,342, while it was estimated that
there were about 20,000 unlicensed televisions (Yeni Adana, 7 March 1975, p- 3). Just one year
after broadcasting in the city started, more than 25,000 families owned television receivers,
and the sale of “luxury apartments with collective TV antennas” had already begun. In the
newspaper pages, television stars gradually replace Adanese cinema stars. For example,
anchor-men Mesut Mertcan, one of the city’s famous faces, who would later work for TRT and
become one of the faces of national television, was ready for duty (Yeni Adana, 5 April 1975, p.

3). Television replaces cinema as a new form of entertainment and cultural life in the city.

A series of events in Adana in 1974 and 1975 affected social life and the demand for cinema.
The first was the Cyprus Peace Operation that started in July 1974. The geographical proximity
of the island to the region dragged the city and its people into the atmosphere of war. The
operation’s headquarters was established in Iskenderun. Greek prisoners of war were brought
to Adana after the first landings, and Turkish Cypriot refugees were settled in the city in

January 1975. The city was intertwined with the war. Around the same time, on 13 September
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1974, Yilmaz Giiney was arrested after the murder of Judge Sefa Mutlu in Yumurtalik, where
he had been filming the film Concern and was put on trial on 12 August 1975. Giiney’s murder
marked the end of an era not only for the poor masses who were passionately attached to him
but also for the filmmakers and filmmakers with whom he had been business partners beyond
friendship. Perhaps because of the incident that took place in the days when political conflicts
turned violent, the tension on the streets of Adana became visible. This violence ranges from
dozens of “rightist” and “leftist” youths fighting on the streets to murders. All this, coupled
with the depreciation of the Turkish lira in 1975, turned the economic and social life of the city
upside down. The cost of living was unbearable for the population. In Adana and other
regional cities, “rallies to denounce the cost of living” were organised. The extraordinary
increase in the prices of imported films or film production materials due to devaluation and

embargoes and the $10,000 quota imposed on film imports transformed film production.

In contrast, ticket hikes and additional cuts changed consumption. The Golden Boll Film
Festival, which was first held in the city between 15-22 May 1969, was suspended until 1992
due to economic difficulties after 1973. The most important reason for this was that the
municipality’s almost only source of cash income was the tax collected from cinema tickets.

With the decline in demand for cinema, the city suffered a significant loss of income.

The situation is a vicious circle. Due to the impossibility of importing films, it is necessary to
concentrate on local productions. However, since they are not in demand as much as they used
to be, there is not much support from the regions. Due to the preferences of directors or
producers who prefer amateur actors to reduce production costs, the star system that kept
Yesilcam afloat is slowly collapsing. On the other hand, the stars try to open new areas on the
stage, in television studios, casinos or fairs. The dire state of the cinema is the only item on the
agenda of the national and local press. According to the media, it can only be stopped by state
intervention (Yeni Adana, 16 September 1975, p. 2). Following the economic crisis and the
audience’s withdrawal from the cinema halls, cinemas are caught in a vicious circle of erotic
films. The belief that the audience will show interest in erotic movies and return to the theatres
leads even luxury cinemas to rearrange their screening programmes. For Adana, 1975 marks
the beginning of a period in which filmmakers radically change their film screening policies.
At the Alsaray cinema, for example, the screening of Bir Kadin Yetmez (A Woman is Not Enough)
(Percy - Ralph Thomas, 1971), starring Elke Sommer and Denholm Elliott, was followed by the
re-release of Gone with the Wind (Victor Fleming, 1939) in 70mm format and its original

language.

Vittorio De Sica’s Il Viaggio (1974) is announced in newspapers as “The film in which Sophia
Loren and Richard Burton make love will be screened in Adana” (Yeni Adana, 22 February
1975, p. 3) and is screened at Ar1 Cinema. The cinema pages of local newspapers are filled with

the sultry poses of Melek Gorgiin, Oya Peri, Feri Cansel and Zerrin Arbas, and it is reported
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that these stars come to Adana from time to time for filming. However, the same newspapers
also questioned how obscene film posters could adorn cinema screens and for these films to
be shown during the National Salvation Party rule (Pagda, 9 July 1975, p. 3). The transformed
screening policies may have created a temporary interest, but women in the city and the region
boycotted cinema halls (Yeni Adana, 17 February 1975, p. 4). Milan Kundera (1988, p. 88) said,
“Some people die in a whirlpool, others are crushed by falling from a waterfall”. It is as if he
said this about Adana cinemas. While some fall from the waterfall, those caught in the

whirlpool think that they are resisting.

Drive-in Cinema - The drive-in cinema events organised by Yiiregir Municipality in the National
Garden during the Covid19 pandemic attracted great interest.

The film and venue management activities in Adana and the Adana Region between 1960 and
1975 shed light on the activities, forms or relations of national film production, distribution
and consumption. It is possible to estimate the magnitude of the demand from the provinces
as the driving force of the cinema industry in the golden years of Yesilcam by looking at the
filmmaking and filmmaking activities in Adana. Until recently, just before the onset of the
COVID-19 pandemic at the end of 2019, there were six cinema complexes in Adana city centre.
Four (Optimum Avsar, Cinemaximum M1, Park Adana Cinens and Adana 01 Burda Cinema Pink)
operate in the city’s shopping centres. The total number of screens in the six complexes was

47, and the audience capacity was 8.789. With the pandemic outbreak, two of these
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establishments (Park Adana Cinens and AriPlex), which could not operate regularly until the
summer of 2021, closed down completely. Another one (Optimum Avsar) decided to wait until
autumn 2021 to start running again. Today (in the summer of 2022), only four cinema
complexes (with 30 screens) are open in Adana city centre. The total audience capacity of these
establishments has decreased to 6.799.

Cinema Complexes in Adana during the COVID-19 Period

Name of the Cinema Complex 2019 2022

Number of Audience Number of Audience

Curtains Capacity Curtains Capacity

BeePlex 5 660 CLOSED -
Optimum Avsar 10 2.515 10 2.515
Cinemaximum M1 9 2.840 9 2.840
Park Adana Cinens 12 1331 CLOSED -
Adana 01 Burda Cinema Pink 7 936 7 936
Metropol 4 508 4 508
Total 47 8.789 30 6799

However, a series of open-air cinema events held in Adana since the summer of 2020, under
pandemic conditions, actually shows how vibrant the city’s demand for going out is still.
Firstly, in the second half of June, right after the lockdown and before the cinemas had even
started operating, Yiiregir Municipality hosted a series of drive-in cinema events in the large
car park of the Millet Bahgesi on the banks of the Seyhan river. The transformation of a large
car park into a cinema venue is quite ironic, as most of the open-air cinemas in Adana have
been converted into car parks in recent years. This is the first time we have seen the opposite.
Moreover, this was the first time we witnessed a drive-in cinema experience in Adana. Ayla
(Can Ulkay, 2017), Miisliim (Ketche & Can Ulkay, 2018) and Pocket Hercules: Naim Siileymanoglu
(Ozer Feyzioglu & Hilal Saral, 2019), it was decided to extend the screenings planned for only
three days to the whole summer, starting with the film Miracle in the 7th Ward (Mehmet Ada
Oztekin, 2019) after intense demand.

It should be noted that these screenings also included the play-off matches of Adana
Demirspor, which was trying to be promoted from the 1st League to the Super League on the
same days. In almost all of these screenings, we witnessed that the viewing experiences that
we had heard repeatedly in our field research were relived - much more - in nearly all of them.
We watched the spectacle, which today takes place almost exclusively in theatres, become
extraordinarily diversified when it goes beyond the physical space of the theatre, and cinema
venues turn into heterotopic areas. To date, both the screening venues we have identified

during our field visits in the Cukurova Region and the testimonies shared in interviews prove
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that there are screening venues that are incredibly different from traditional cinema venues.
The physical structures of these venues integrate this experience with the physical world, as
opposed to closed and dark theatres that necessitate a cinema experience isolated from the
physical world. The projector beams seeping through the branches of trees, the rudimentary
screen stretched on the adobe wall of a school or coffee house, the projectors set up on a table
or coffee table, the makeshift camera rooms, the seating arrangement set up with chairs
borrowed from the coffee house or desks provided from schools, and those sitting on rugs,
spreads or cushions brought from homes because these chairs or desks were often not

enough... People were watching films sitting, lying down, standing or on horseback...

Cinema in a Gondola — During the Covid19 pandemic, a cinema show in a gondola was held for the
first time in Adana’s history.

Another cinema event was held uniquely in the history of the city. This time, the screening
events organised by Adana Metropolitan Municipality’s Urbanism Workshop as part of the
27th Adana International Golden Boll Film Festival brought the screenings to the banks of the
Seyhan River. Still, they moved the screen to a very unusual place, above the river. In Adana’s
history, there have been open-air cinemas such as Irmak or Garaj on the banks of the Seyhan
River, but for the first time, screenings were organised over the river, on gondolas. The events
were called Gondola Film Screenings and audiences had the opportunity to watch films such as
Selvi Boylum Al Yazmalim (Atif Yilmaz, 1978), Ziigiirt Aga (Yavuz Turgul, 1985) and Arkadas
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(Yilmaz Giiney, 1974). The screenings, which took place in a much more limited space - and
with much stricter physical distancing - than the drive-in cinema events, were attended by
approximately 40 people in eight gondolas, as well as hundreds of people on chairs placed

along the riverbank and many more in tea gardens overlooking the screen.

All these experiences we have witnessed closely show that cinema as a heterotopic space still
retains its power to create social space. We survived all the past crises and continued to go to
the cinema. During the Covid-19 pandemic, we have seen that socialisation and opening up
are as vital as isolation and closure. Our mental health is as important as our physical health,
and socialising, communicating and interacting with others is necessary for our mental health.
Going to the cinema provides this: We are both there and not there. While one foot is in the
cinematic universe, the other foot is still in this world. On the one hand, we are together with

tens or hundreds of people in the cinema space, but most of the time, we only relate to the film.

Going to the cinema is extroverted and open, and watching a film is introverted and closed.
Cinema, just like modernity, art, and life, is full of contradictions. Director Dervig Zaim thinks
that the practice of gathering together to watch films will continue as long as human beings
exist and will never disappear: “People will continue to buy tickets and watch films together
as long as humanity exists. Because there is something ritualistic about it (...) Our motivation,
will, and desire to bring tens, hundreds, and thousands of people together and watch
something collectively will always remain. It will always remain as long as humanity exists.
No matter what... I mean, just as in Catalhoytik ten thousand years ago, people came together
to watch shaman clergymen; in Tophane in the 16th century, they went to watch Karagoz-
Hacivat play, or in a beer house in Galata at the beginning of the 20th century they watched
Charlie Chaplin’s film; that togetherness that coming together will continue in the future, as
long as humanity exists” (Zaim, 2018, p. 37). I think this powerful proposition will remain

valid in the coming period.
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Adana’da Faaliyet Gosteren ve ATO Kayd1 Bulunan Filmciler / Film Producers
Operating in Adana and Registered to the ACC

iSLETME ADI/ NAME OF THE iSLETME SAHIiBi / NAME OF ADRESi / ADDRESS ATO TESCIL TARIHI /
COMPANY THE OWNER ACC REGISTRATION
DATE
1 SABAH FiLM Cahit Gezicioglu Cakmak Caddesi. No: 29 24.10.1949
2 KURT FILM Saim Kurtogullari Arikoglu Pasaji, No: 23 4.01.1954
3 | ZINCIR FILM Semih Karazincir Obalar Caddesi. No: 154/2 25.01.1954
4 CENUP FiLM Orhan Dogustan Arikoglu Pasaji, No: 23 8.02.1954
5 | DARFILM Ismail Barsal In6nii Caddesi. 24. Sokak, Nox 2.07.1954
4
6 SOZEN FiLM Hayrettin Sozen Alsan Pasaji, Kat: 3, No: 61/42 6.01.1956
7 SAYIN FILM Bahri Sayin Arikoglu Pasaji, No: 14 9.06.1956
8 | GULER FILM Mithat Konuklar In6nii Caddesi.123. Sokak, Nox 9.10.1956
56
9 KOCANGA FILM Aleksandros ve Filotos Refik Saydam Caddesi. 50. 3.01.1957
Cangopulos (Kosta  Sokak, No: 1
Sisilidis Md.)
10 | ATLAS FILM H. Necdet Kurdoglu Ziyapaga Bulvari, Ercetin Apt. 12.01.1959
Zemin Kat, No: 78/F
11 | ERDINI FILM Mehmet Hikmet Erdini ~ Arikoglu Pasaji, No: 22 21.07.1959
12 ESER FILM Resit Eser Alsan Pasaji, Kat: 2, No: 19/20 5.03.1962
13 | CELIKYURT FiLM Tbrahim Celikyurt Inénii Caddesi. 123. Sokak, No: 20.04.1962
56
14 | GUNEY FILM Nesrin Toral Tiirkiye Is Bankas1 Arkasi, Nox 26.04.1962
14
15 TOKAY FILM Ahmet Ozer Tokay Doéseme Mabhallesi, 13. Sokak, 28.04.1962
No: 3/A
16 | UNAL FILM Ali Ulvi Unalan Kurtulus Caddesi. No: 22 12.09.1962
17 | GOKSU FILM Nejat Celik Saydam Caddesi. Celik 18.07.1963
Sinemasi
18 | IRFAN FILM frfan Atasoy Karasoku  Mahallesi,  104. 2.08.1963
Sokak, No: 27
19 ERDO FILM Erdogan Unalan Alsan Pasaji, Kat: 4, No: 46-47 9.12.1963
20 SOZAY FILM Hayretin Sozer, Cetin Alsan Pasaji Kat: 3, No: 41 26.06.1964
ve Arif Bedri Aydar
21 | OZDOGAN FIiLM Mehmet Bozdogan Ziyapasa Bulvari, Ilker Apt. 22.01.1965
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22

23

24

25

26

27

28

29

30

31

32

33

34

35

36

37

38

39

40

41

42

43

SARAY FILM

ORAL FILM

BORA REKLAM
CENK FILM

TOROS FILM

ASYA FILM
CEM FiLM
COL FIiLM
HUSREV FiLM

SAHINLER FiLM
DAY FiLM

AKAR FILM

TAS FILM

ATMAN FILMCILIK
ve SINEMACILIK

ERSU FIiLM

MEHMET AGAN
(SAHIS FIRMASI)

MODA FiLM

SEKER FILM

NEVSEL FILMCILIK

FIL-SAN

NEZIH FIiLM

OZAY FILM

Fethi Kutluca

Oral Bilger

Adnan Tayfun Tansug
Taki ve Suse Stikopulos

Abidder Oztiifekci

Nihat Emre

Nihat Emre

Ismail Hakk1 Ozgezer
Cemal Ozelgececi

Kemal Dilbaz

Nevzat Unalan

Yilmaz Akbag

Hasan Hulki Tasg

(Nesrin Toral)

Ahmet Zemci Arik ve

Ahmet Zemci Sonmez

Ahmet Erdogan

Mehmet Agan

Necdet Kurdoglu ve
Taki Stikopulos

Rifat Seker

Sedat Ttirkes

M. Cengiz Nakipoglu
ve Muammer Tiimen

Remzi Akbag

Mustafa Ozahi
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Eser Film Ortaklig1- Birlesme

Ziyapasa Bulvari, 28. Sokak,
No: 65

Alimiinif Caddesi. No: 36/1
Miize Sokagi, No: 1, Kat: 2

123. Sokak,

Toraman Ishani, Kat: 2

Inénii Caddesi.

Arikoglu Pasaji, No: 20
Arikoglu Pasaji, No: 20
Asri Sinema Sokag1, No: 13
Alsan Pasaji, Kat: 3, No: 42

Karasoku  Mahallesi,  104.
Sokak, No: 16

Sahinler Film Ortakligs -
Ayrilma
Ozler Caddesi. Eski Borsa

Cikmazi, No: 54/1

Arikoglu Pasaji, Kat: 2, No: 13

Karasoku Mahallesi, 56 Sokak,
No: 76

Inonii Caddesi. 123. Sokak,
Toraman Ishar
Bulvar Caddesi. Kazim

Karabekir flkokulu Karsisi, No:
8

Inonii Caddesi. 123. Sokak,
Toraman Apt. Kat: 1, No: 12

Ziyapasa Bulvar, Sun

Sinemasi Ustii

Cemal Giirsel Caddesi. No:
56/3

Inénii Caddesi. 20/4 Numarali
Ceylanoglu Apt. 1. Kat

Fuzuli Caddesi. No: 17/ A

Ozler Caddesi. Deniz Pasaj,
No: 103

12.02.1965

1.03.1965

7.07.1965

21.07.1965

22.02.1966

7.03.1966

7.03.1966

17.03.1966

14.04.1966

23.06.1966

1.11.1966

30.12.1966

23.08.1967

11.03.1969

1.04.1969

8.07.1969

1.02.1971

19.06.1971

23.11.1971

22.03.1972

17.05.1972

1.02.1973



44

45

46

47

48

49

50

51

Kaynak / Source: Adana Ticaret Odasi Uye Kayitlari. Cevrimigi Erigim: http://www.adana-

GUVEN FILM

TOLGA FILMCILIK

KOZA FILM

YENI GUNEY FiLM

ARKADAS FILM

YENI SABAH FiLM
YUKSEL FILM

CARK FILM

Ali Riza Inceer

Kemal Nisanoglu

Ahmet Suat Buhgem

Selahattin Azizoglu

Ziya Ugurdikan

Ergun Gezicioglu
Sabit Ant

Yavuz Pagda

Asri Sinema Sokagi, No: 7/ A

Atattirk Caddesi. Tung Apt.
Kat: 1, No: 5

Arikoglu Pasaji, Kat: 2, No: 14

Kurukoprii  Mahallesi, 37.

Sokak, No: 3

Ziyapasa Bulvari, 123. Sokak,
Uzelgiin Apt, Kat: 1

Arikoglu Pasaji, Kat: 2, No: 105
Asri Sinemasi Sokagi, No: 7/A
Caddesi.

Cemal Giirsel

Kelebek Pasaji, No: 1

to.org.tr/ato/ TR /uyebilgileri/ UnvanaGore Arama.aspx.
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13.03.1973

25.07.1973

28.09.1973

3.03.1975

14.11.1975

9.03.1976

24.01.1978

16.01.1979




Adana’da Faaliyet Gosteren, Ancak ATO Kayd1 Bulunmayan Filmciler / Film

Producers Operating in Adana but Not Registered to the ACC

iSLETME ADI / NAME OF THE
COMPANY

iSLETME SAHIiBi / NAME OF
THE OWNER

ADRESIi / ADDRESS

10

11

12

13

14

15

16

17

18

ERBAY FILM
GUNES FiLM
KADIR FILM
KAYA FILM
KESKIN FILM
KONAK FILM
KUTLU FiLM
ORNEK FiLM
SENAY FILM
SEYHAN FILM
UGUR FILM

ERMAN SANER FILM

KEMAL FILM

ER FILM

FITAS FILMCILIK T.A S.

LALE FILM A.S.

PESEN FiLM

SUPER FILM

Necdet Erbayh
Ahmet Suat Aygan
Berazettin Erol
Kerim Kaya
Gtiner Keskin
Mustafa Acar
Baha Unalan
Ahmet Girgin
Ismet Turhan
Cahit Ener
Yilmaz Terler

izzettin Yilmaz (Md.)

Yiimni Cetinel (Md.)
Riza Inceer

Selahattin
(Md.)

Tokay
Cemil Filmer (Enver
Kibrit Md.)

Nevzat Pesen

Vechi Bahali

Asri Sinema Sokag1

Arikoglu Pasaji, No: 7

Asri Sinema Sokag1
Karasoku Mahallesi

Karasoku Mahallesi

Arikoglu Pasaji
Alsan Pasaji, Kat: 3
Miize Sokag1, No: 23
Alsan Pasajt

Inonii  Caddesi,
Pasaji No: 5/B

Kizilay Caddesi
Ziyapasa Bulvar1

Postane Karsisi
Asri Sinema Sokag1
Karasoku Mabhallesi,

Sokak No: 15/109

Alsan Pasaji, Kat: 3

Kaynak / Source: Giiney Film Postasi (1 Ekim 1964, s. 3 ve 1 Kasim 1966, s. 3).
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Adana’da Faaliyet Gosteren, ATO Kaydi Bulunmayan, Ancak Adana Filmciler
Dernegi'ne Uye Tali Isletmeler / Secondary Enterprises Operating in Adana, Not
Registered to the ACC, but the Members of Adana Filmmakers Association

iSLETME ADI/ NAME OF iSLETME SAHIiBi / NAME OF SEHRI / THE CITY
THE COMPANY THE OWNER

1 | ANKARA FILM Recai Giray Diyarbakir
2 | FITAS FILM Edip Ercelik (Md.) Diyarbakir
3 | ERMAN FILM Mehmet Salman (Md.) ~ Diyarbakar
4 GUNEL FiLM Giiner Ozyazgan Diyarbakir
5 | KEMAL FILM Mehmet Salman (Md.) ~ Diyarbakar
6 | HAKAN FILM Kemal Tath Diyarbakir
7 | ONAY FiLM Sabahattin Onay Diyarbakir
8 | SANFILM fhsan Dagduran Diyarbakar
9 | YILMAZ FILM Yilmaz Erbaylh Diyarbakir
10 | BASAK FILM Mahmut Koramaz Kayseri

11 | HAYAT FILM Kemal Tath Kayseri

12 | OZLE FILM Kemal Ozdagh Kayseri

13 | ZAFER FILM Fahri Sézen Kayseri

14 | ALEMDAR FiLM Ahmet Aslantiirk Kayseri

15 | YILDIRIM FiLM Galip Yildirim Konya

16 | KEMAL FILM Yagar Simgekkan (Md.)  Konya

17 | SINAN FILM Selim Kiiget Konya

Kaynak / Source: Giiney Film Postas: (1 Kasim 1966, s. 3).
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Adana Sehir Merkezinde Faaliyet Gosteren ve ATO Kaydi1 Bulunan Sinema (c1)lar

/ Cinema venues operating in Adana City Centre and registered to the ACC

iSLETME ADI / NAME OF THE ISLETME SAHIiBi / NAME OF THE ADRESIi / ADDRESS ATO TESCIL TARIHi /
COMPANY OWNER REGISTRATION DATE
1 | UNAL SINEMASI Bahaeddin Unalan Saydam Caddesi 28.09.1948
2 | ZINCIR FILM HALK Semih Karazincir Obalar Caddesi, No: 154/2 25.01.1954
SINEMASI
3 | SES SINEMASI Abdurrahman Ozcelik Sakirpasa, Yesilevler Yolu Uzeri 30.09.1955
4 | ARISINEMA Tahsin Yalcin Atatiirk Caddesi, 248. Sokak 3.10.1957
5 | INCI SINEMASI Hiiseyin Akmansoluk Karstyaka 30.01.1961
6 | HALK SINEMASI Mithat Goksal Saydam Caddesi, 42. Sokak, No 1.08.1961
154
7 | YAZLIK ISTIKLAL Mehmet Hiidiir Istiklal Mahallesi 4.10.1961
SINEMASI
8 | YAZLIK ESENDAM Edip Yener Dégeme Mahallesi, 134. Sokak, 9.12.1961
. No: 3
SINEMASI °
9 | CELIK SINEMASI Isa Ant Obalar Caddesi 25.06.1963
10 | NUR SINEMASI Isa Ant Obalar Caddesi 25.06.1963
11 | YAZLIK ERCIYES Isa Ant Cinarli Mahallesi 25.06.1963
SINEMASI
12 | SAN SINEMASI Fethi Kazan Kocavezir Mahallesi, 38. Sokak. 9.03.1965
No: 65
13 | RENK SINEMASI Ahmet Zemci Sonmez Cmarli  Mahallesi,  Atatiirk 19.04.1965
Caddesi, 124. Sokak
14 | LUKS SINEMASI Ibrahim Gezicioglu Saydam Caddesi 7.05.1966
15 | YAZLIK MELEK Ibrahim Kiiciikaltun Yamagh Mahallesi, 1000. Sokak, 6.06.1966
. No: 32
SINEMASI ©
16 | EDIZER SINEMASI Ibrahim Edizer-Baykal Cemalpasa Mahallesi, Baraj Yolu 8.06.1966
Uzeri
17 | DADAS SINEMASI Dadas Sinemacilik Karasoku Mahallesi, 104. Sokak, 19.01.1968
No: 16

81



18 | LALE SINEMASI Erdogan Ozdiker Debboy Caddesi 7.03.1968
19 | YAZLIK ALEMDAR Cemile Tevek Yavuzlar Mahallesi, Kisla Yolu 20.03.1968
SINEMA s Uzeri, 433. Sokak, No: 2
20 | IPEK SINEMASI Dede Yilmaz Kargiyaka, Kozan Yolu, 165. 25.03.1968
Sokak, No: 44-46/ A
21 | YAZLIK BAGDAT Bedi Kazan Sucuzade  Mahallesi, ~ Obalar 3.09.1968
o Caddesi, 42. 8
SINEMASI addesi, 42. Sokak, No: 120
22 | KIREMITHANE Ahmet Fethi Dogru Kiremithane ~ Mahallesi, ~1203. 14.07.1971
. Sokak, :
SINEMASI okak, No:2
23 | YAZLIK SUMER Nahide Maasoglu Yurt Mahallesi, 594. Sokak 6.03.1972
SINEMASI
24 | BAYKAL SINEMASI Osman Kiireci Cemalpaga Mahallesi 3.03.1973
25 | TUREN SINEMASI Osman Kiireci Cemalpasa Mahallesi 3.03.1973
26 | DILEK SINEMASI Kerim Kaya Kopriilii Mahallesi, 543. Sokak 5.03.1973
27 | KERVAN SINEMASI Nihat Kavuzlu Bes Ocak Mahallesi, 192. Sokak, 5.03.1973
No: 8
28 | BARBAROS YAZLIK Ali Inceler Narlica Mahallesi, 30. Sokak, No: 15.09.1973
SINEMASI 35
29 | MELEK SINEMASI Ismail Hakki Kiiciikaltin ~ Yamach Mahallesi, 1000. Sokak, 17.11.1978
No: 136

Kaynak / Source: Adana Ticaret Odasi Uye Kayitlari. Cevrimigi Erigim: http://www.adana-

to.org.tr/ato/ TR /uyebilgileri/ UnvanaGoreArama.aspx.
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Adana Sehir Merkezinde Faaliyet Gosteren, Ancak ATO Kaydi1 Bulunmayan
Sinema(c1)lar / Cinema venues operating in Adana City Centre but not registered

to the ACC
ISLETME ADI/ NAME OF THE NITELIGi / STATUS ADRESI / ADDRESS
COMPANY YAZLIK / OPEN AIR
SALON /HALL
1 AILE SINEMASI Yazlik Mestanzade Mahallesi
2 AKINCILAR SINEMASI Yazlik Tahsilli Mahallesi
3 | AKKAPI SINEMASI Yazlik Akkapr Mahallesi
4 | ALIM SINEMASI Yazhk Mahfesigmaz Mahallesi
5 | ARZU SINEMASI Salon Yenibey Mahallesi
6 ASRI SINEMA  Salon Kurukoéprii Semti
(TURKOCAGI SINEMASI)
7 | BAHAR SINEMASI Yazlik Sular Semti
8 | BARKAL SINEMASI Yazlik Yesilevler Mahallesi
9 | BULVAR SINEMASI Yazlik Cinarli Mahallesi
10 | CEMALPASA SINEMASI Yazlik Cemalpasa Semti
11 | CAMLIK SINEMASI Yazlik Kisla Mahallesi
12 | CICEK SINEMASI Yazlik Kurukoéprii Semti
13 | DENIZLI SINEMASI Yazlik Denizli Mahallesi
14 | DUNYA SINEMASI Yazlik Sular Semti
15 | ELHAMRA / ALSARAY Salon Karasoku Mahallesi
16 | EMEK SINEMASI Yazlik Mahfesigmaz Mahallesi
17 | EMEK SINEMASI Salon Mahfesigmaz Mahallesi
18 | ERCIYES SINEMASI Salon Kiiciiksaat Semti
19 | FERAH SINEMASI Yazlik Akdeniz Mahallesi
20 | FILIZ SINEMASI (LEVENT Yazlik Mahfesigmaz Mahallesi
SINEMASI)
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21

22

23

24

25

26

27

28

29

30

31

32

33

34

35

36

37

38

39

40

41

42

43

44

45

46

47

GAR SINEMASI
GIRNE SINEMASI
GULEROZ SINEMASI
GUNESLI SINEMASI
GUNEY SINEMASI
ISIK SINEMASI
ISTANBUL SINEMASI
JAMAL SINEMASI
KANAL SINEMASI
KENT SINEMASI
KONAK SINEMASI
KOPRULU SINEMASI
KOSK 1 SINEMASI
KOSK 11 SINEMASI
MARMARA SINEMASI
MAVI KOSK SINEMASI
MEHTAP SINEMASI
METRO SINEMASI
MINE SINEMASI
NARLICA SINEMASI
OLGUN SINEMASI
OZEN SINEMASI
OZSARAY SINEMASI
PARK SINEMASI
POLAT SINEMASI
SEHER SINEMASI

SELMA SINEMASI

Yazlik

Salon

Salon

Yazlik

Yazlik

Yazlik

Yazlik

Yazlik

Yazlik

Yazlik

Salon

Yazlik

Yazlik

Yazlik

Yazlik

Yazlik

Yazlik

Salon

Yazlik

Yazlik

Yazlik

Salon

Yazlik

Yazlik

Yazlik

Yazlik

Yazlik
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Sular Semti
Dumlupmar Mahallesi
Gazi Paga Mahallesi
Yamagli Semti
Kurukoprii Semti
Regatbey Mahallesi
Istiklal Mahallesi
Mahfesigmaz Mahallesi
Mithatpaga Mahallesi
Cmarli Mahallesi
Narlica Mahallesi
Kopriilii Mahallesi
Sular Semti

Sular Semti
Sucuzade Mahallesi
Stimer Mahallesi
Yamagclh Semti
Regatbey Mahallesi
Sinanpaga Mahallesi
Narlica Mahallesi
Resatbey Mahallesi
Sucuzade Mahallesi
Kurtulug Mahallesi
Kurtulug Mahallesi
Daglioglu Mahallesi
Anadolu Mahallesi

Denizli Mahallesi



48 | SEMA SINEMASI Yazhk Hiirriyet Mahallesi

49 | SET SINEMASI Salon Inoénii Mahallesi

50 | SEYHAN KOSE SINEMASI ~ Yazlik Akdeniz Mahallesi
51 | SITE SINEMASI Yazlik Sular Semti

52 | SULAR SINEMASI Yazlik Sular Semti

53 | SUN SINEMASI Salon Cmarli Mahallesi.
54 | SAFAK SINEMASI Yazlik Giilpmar Mahallesi
55 | SAHINLER SINEMASI Yazlik Saricam Mahallesi
56 | SEHIR SINEMASI Yazlik Yesilyuva Mahallesi
57 | SORAY SINEMASI Yazlik Yamacli Semti

58 | SOLEN SINEMASI Yazlik Hanedan Mahallesi
59 | TAN / UNALSINEMASI  Salon Tepebag Semti

60 | VENUS SINEMASI Yazlik Sular Semti

61 | YAVUZLAR SINEMASI Yazlik Yavuzlar Mahallesi
62 | YENISINEMA Yazlik Kocavezir Mahallesi
63 | YESILEVLER SINEMASI Yazlik Yesilevler Semti

64 | YILDIZ SINEMASI Yazlik Sular Semti

65 | YILMAZLAR SINEMASI Yazlik Kiremithane Mahallesi
66 | ZAFER SINEMASI Yazlik Istiklal Mahallesi

Kaynak / Source: Yeni Adana ve Giiney Film Postasi — Stireli yayimn tarama ¢alismalar1 ve Sabri Senevi
(4 ve 28 Nisan 2018), Ahmet Ogan (26, 30 ve 31 Mart 2018) ve Mustafa Yagar’la (13 Nisan 2018)

gerceklestirilen derinlemesine goriismeler.
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