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    Architecture directly relates to various branches of art, such as painting, sculpting, literature, music, and cinema. In the interaction between architecture and cinema, it is possible to take advantage of the visual power of cinema, its ability to give a sense of space close to reality, and the spatial alternatives it creates. The methods and different perspectives presented by these two branches of art nourish each other. Therefore, cinema has recently become a prominent source of inspiration for the art of architecture. Being able to convey the creativity and vision of the art of cinema to the architectural culture makes positive contributions to the architects and the urban texture that is gradually deteriorating.




    The separation experienced from organic life, the eerie destruction of nature, the habits of living that crack the door for ecological disasters, the frenzied plunder of historical-traditional heritage, and a terrible adventure blinded by the greed for rent have condemned us to increasingly uninhabitable architectural environments. Leaving the sociological, economic, historical, cultural, and political sides of the issue aside and trying to think just as an architect, how can we overcome this unpleasant situation that we live in? Our share is primarily to ensure the rise of architectural consciousness, perception, and aesthetic values and to reach a society composed of individuals who will accept architectural aesthetics and artistry as a prerequisite while raising architectural quality.




    The purpose of preparing the book “Architecture in Cinema” is to provide material for this development through qualified analysis.




    We believe that radical changes should be adopted in the discipline of architecture. All cities and countries today are designed in a monotonous way even with the same pattern repeating itself. We wish to inspire a novel understanding of architecture and design thinking by analyzing and spreading the basic movies about architecture.




    For this reason, following our "Architecture in Literature" books, we put cinema in our "viewfinder" and examined the magnificent works of cinema that contribute to the art of architecture and bring them to the attention of the architectural community.




    Architects, writers, thinkers, and academicians who have reached advanced stages in their professional lives contributed to our book, "Architecture in Cinema", with their articles in which they examined fifty masterpieces of cinema. Undoubtedly, those who want to directly see the applications or reflections of the art of architecture in these articles will not find what they are looking for right away. Among the writings in this book, there are articles that trigger the imagination of architecture, bring the element of creativity to the forefront, lead people towards utopian or dystopian thoughts, increase aesthetic and artistic appreciation, and offer approaches to critical sociological perceptions, ecological problematics, and political judgments.




    In short, we wanted the book "Architecture in Cinema" to contribute to our cultural, critical, aesthetic, and artistic accumulation and give back to architects, students, followers, and even users, the ability to dream, pursue happiness and the beauty that we have lost long ago. The goal of this anthology is to start this transformation. To be able to restore, enrich, and make the cities of the future more livable, watching, analyzing, and internalizing the masterpieces of the cinema that are discussed in this book should be an extremely useful method. This has great importance not only for students of architecture but also for architects, urban planners, artists, and anyone with a life awareness.




    This comprehensive architectural research and review book on the topic of "Architecture in Cinema" has been prepared in a way that offers benefits for versatile uses. Through this book, the aim of bringing the cinematic "fictitious" spaces that provide visual and imaginary richness to the attention of designers has been achieved. We hope that the resulting book, "Architecture in Cinema", will be considered an ideal reference for undergraduate-graduate students working in the fields of architecture, interior architecture, urban planning, fine arts, humanities, social sciences, and various design disciplines, academics, and anyone with an awareness of urban life. Moreover, we believe this work deserves to be on the shelves of experts and authorities in cinema, design, visual arts, culture, art, sociology, and literature, as well as academicians and practitioners with international views.
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      Abstract




      Ben-Hur has been filmed three times. The protagonist of the film, who was shot during the time of silent cinema in 1925, was Ramon Novarro, the great star of the era. The most memorable one, which won 11 Oscars and has an important place in cinema history, is the 1959 film by the master director William Wyler. This review focuses on the 1959 film, considered more successful due to its impressive, sincere, and convincing spatial setup.




      Judah Ben-Hur was a wealthy Jewish merchant prince, living in Jerusalem in 26 AD (early first century). What is told in the movie is the story of a large family who lived in Jerusalem when the cruel and imperious administration of the Roman Empire was ruling, and Jesus Christ was spreading his teachings.




      In this section, the construction of space that can form the common language of both disciplines in the cinema-architecture relationship, design, innovations and invention, inspiration for real-life, and beyond, the richness of imaginary fiction, ideas about different lives and worlds, art and aesthetics in space setup, and the similarities of cinema and architecture will be the topics of interest. Since the film occurs in the atmosphere of ancient cities such as Rome and Jerusalem, which were at the center of classical world civilization, it provides a suitable setting for conducting analyses in this field. The film presents a wide range of architectural facades within these rich themes. “Power and architecture,” “Faith and architecture,” and “Politics and architecture” are the main ones. The method of the article will be to explain the analysis of the Ben-Hur film over these themes.




      The influence of government power on shaping the city and its architecture is excellent. The ideologies, administrative approaches, and practices of the rulers of Rome and Jerusalem were created through monumental buildings that command, subjugate, and spiritually influence, and magnificent architectural works that oppress the ruled. Today, we often cannot show the ability to look at the texture and layers of cities from a historical perspective. However, a well-executed political-religious-architectural film can turn into a civilization narrative that reveals these issues in detail and history. That is what happened with Ben-Hur.
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      INTRODUCTION




      Ben-Hur movie was adapted for the screen in 1959 by Karl Tunberg from the novel by Lewis Wallace. It was the first movie to win 11 Oscars. The production, which is one of the most influential films of all time, also had the title of the most expensive film at that time. Ben-Hur is an epic movie with music by Miklos Rozsa.




      Ben-Hur has been filmed three times. The protagonist of the film, which was shot during the time of silent cinema in 1925, was Ramon Novarro, the great star of the era. The most memorable one is the 1959 film by the master director, William Wyler, which won 11 Oscars and has an important place in cinema history.




      Ben-Hur was filmed and released once again in 2016. This time the director of the film was Timur Bekmambetov. This review will focus on the 1959 film, which can be considered more successful due to its impressive, sincere, and convincing spatial setup.


    




    

      THE SUBJECT OF BEN-HUR – 1959




      Judah Ben-Hur was a wealthy Jewish merchant prince living in Jerusalem in 26 AD (early 1st century). What is told in the movie is the story of a large family who lived in Jerusalem during the time when the cruel and imperious administration of the Roman Empire was ruling, and Jesus Christ was spreading His teachings.




      Noble prince of Jewish descent, Judah Ben-Hur, had grown up with Messala, a Roman commoner, and his “adopted” brother since childhood. Tired of both the difficult living conditions and the disapproval of his love for Judah's sister, Tirzah, by the girl's mother, Messala goes to Rome. He does not respond to Ben-Hur's letter. Ben Hur's childhood friend, Roman Messala, becomes a high-ranking Roman ruler during the years they have not seen each other. He is appointed as the Roman vice-governor (Roman senator) when he returns to Jerusalem. Two childhood friends, who have not seen each other for a long time, greet each other with love and friendship on this first meeting. However, their different political views will distinguish them. In this period, the occupation of Jerusalem by the Roman Empire inflicted great pain on the Jews, angered them, and aroused their desire for revenge. However, a love message from a young carpenter (Judah's father, who also reflects the image of Jesus in the movie) prevails. Ben-Hur, on the other hand, gives advice to the resistance youth (zealots) who assassinated the Romans in his country. His childhood friend Messala asks Ben-Hur fighting for Jewish freedom, to spy and tell on Jews criticizing the Romans. However, Ben-Hur refuses this offer.




      During the ceremony of the new governor's entrance to the city, tiles falling from the roof of Judah's house injure him. Messala blames Judah even though he is not involved in this. He sends Judah, his sister, and his mother to prison. He decides to send Judah to Tirus by condemning him to galley slavery. Judah escapes from prison and takes Messala as hostage. He requests that he set his mother and sister free. Nevertheless, he would not achieve this. The rest of the movie is based on Judah's return and his vow to take revenge on Messala.




      They would not even give water to the galley slave, Judah, on his way to Tirus in the desert's harsh climate and cruel travel conditions. When Judah faints from thirst during the journey, “Jesus” saves his life by giving him water.




      During Judah’s sea voyage, a prisoner at the oars of a Roman sailboat, a Macedonian ship, attacks the Roman fleet. In the accident, Judah fell into the sea and survived by holding on to a raft with the ship's commander, Consul Arius, when the ships collided. Another Roman sailing ship finds Consul Arius lost at sea and announces victory. In a magnificent ceremony, Arius and Judah are welcomed in Rome by the Emperor. A feast is given accompanied by music and dance. Arius adopts Judah, who saves his life. He declares himself the heir to his wealth. Judah is also a horse-drawn carriage racer and competes on his behalf in the arena. When Ben-Hur wants to return to Jerusalem, the Consul gives permission.




      The cruise starting from Rome continues through the desert. He encounters a horse-drawn carriage racer in the desert, the Arab Sheikh Baltazar of Alexandria. Joining his caravan, he tells the Sheik about his racing experiences in the arena in Rome. Their love for horses creates a friendship between them.




      When he returns to Jerusalem, he finds his former slave from Antioch and his daughter Esther, who is his ex-lover. He asks them about his mother and sister. Although Esther knows where they are, she does not tell him. Then, Judah goes to Messala to determine their whereabouts. He did not receive a response. Meanwhile, they were sent to the Valley of the Lepers.




      The car racer Sheikh goes to Messala for the race to be held. Messala is the favorite of the race. Sheikh bets him a large sum of money on behalf of his racer. Judah will be the Sheikh's racer. The governor of Jerusalem starts the race in the arena in the name of Emperor Tiberius. At the end of the chariot race between Judah and Messala, one of the most important and impressive scenes of the movie, Messala gets seriously injured and loses the race. Judah has had his revenge.




      Judah finally finds out that his mother and sister are in the Valley of Lepers, and he immediately goes there. There he encounters Esther. Esther and his leprous family say they do not want him to see them like this. Meanwhile, he sees the people gathered around the Prophet Jesus in the valley. He understands his teachings, takes his family from the valley, and they return to Jerusalem. They watch the condemnation and crucifixion of Jesus Christ in the square and are very impressed. Meanwhile, a storm breaks out, heavy rain begins, and the miracle of Jesus Christ occurs. Judah's mother and sister, suffering from leprosy, were cured. The film ends with the family member, Judah, and his lover Esther, who were saved by the miracle of Jesus Christ, hugging each other and reuniting.




      The story, which mainly occurs in Jerusalem and Rome, on the one hand, shows the imperialist practices and sovereignty of the Roman Empire; on the other hand, it tells the history of the Jews and the emergence of Christianity.


    




    

      ARCHITECTURAL THEMES OF THE MOVIE AND AN ARCHITECTURAL PERSPECTIVE




      The historical and epic film, which lasts three and a half hours, takes crucial thresholds in the formation process of civilization as we know it clustered around the Mediterranean. The film, which is discussed in the context of politics, history, culture, religion, and philosophy, is open to multi-faceted reading. Some of them are power/opposition, war/peace, Judaism/Christianity, revenge/confrontation, freedom/slavery, and Rome/Jerusalem. In addition, themes related to personal suffering (love, separation, illness, etc.) and human nature (revenge, hatred, justice, belief, etc.) are intensely covered in the film. The film presents a wide range of architectural facades within these rich themes. “Power and architecture,” “faith and architecture,” and “politics and architecture” are the main ones. The method of the article will be to explain the analysis of the Ben-Hur film over these themes.




      In this article, the construction of space that can form the common language of both disciplines in the Cinema-Architecture relationship, design, innovations and inventions, inspiration for real-life and beyond, the richness of imaginary fiction, different ideas about different lives and worlds, art and aesthetics in space setup, and the similarities of cinema and architecture are the topics of interest. Since the film occurs in the atmosphere of ancient cities such as Rome and Jerusalem, which were at the center of classical world civilization, it provides a suitable setting for conducting analyses in this field.


    




    

      POWER AND ARCHITECTURE




      At the height of its power in 26 AD, the Roman Empire is the exact equivalent of the concept of power, with its administrative system, ideology, military system, sociology, infrastructure, mass interaction models, and methods of subjugation. These elements have found their spatial expression in the architecture of the Roman period.




      The Colosseum, aka Gladiator Arena as we know it, which is at the forefront of the Roman state system, was built on various plateaus with a variety of sequences to reflect the story of the film, such as the Emperor's palace, ruling class residences, victory roads, arches, vaults, pedestals, monumental pagan sculptures, strong walls, magnificent bastions, etc. All architectural elements that are the main components of Roman architecture and that are not located in the city center, such as bridges, aqueducts, and places outside the castles, find meaning in the urban organization. They are featured in the movie Ben-Hur at their most magnificent, or even exaggerated and “monumental” appearances. The movie Ben-Hur goes so far in this topic that even some of the Roman architectural elements that do not exist today, which have been destroyed or disappeared, were reconstructed for this film. In other words, in Ben-Hur, we watch a movie that resurrected many buildings that we know existed in the past but disappeared in the pages of bloody history and that reflect the Roman architectural style, manner, and administration methods, by making use of the possibilities of the art of cinema.




      The most striking scene in which the power struggle is emphasized through architecture is the scene of Judah Ben-Hur and Messala fighting in horse-drawn carriages. Gladiator fights or chariot competitions, which were used for mass dispatch, motivation, interaction, and pacification in the Roman administration, actually consisted of placing the said administration system in a particular architectural order. Actually, it is a kind of prototype of the method of motivating and managing the masses through football and television, which is also applied today. The said administrative practice, which is carried out by technology today, was sustained through architectural works such as the Colosseum and Arena, the most crucial building complexes at that time. The amphitheaters that could be seen in every city in ancient Greece undoubtedly functioned the same as these.




      In the naval battles in which some important scenes of the film occur, the master-slave order also prevails on ships edged by galley slaves operating Roman battle fleets. Only the rulers' power gives slaves the right to life as long as they row well. The architecture and design of the ships, those who manage and command the vessel, and the slaves who run the ship with their physical power are in the movie as another type of administrative practice. The master-slave relationship is always in force throughout the movie.


    




    

      FAITH AND ARCHITECTURE




      As is known, the holiest city in the religions of Judaism, Christianity, and Islam is Jerusalem. The Palestinian territories are the promised lands of God to the Prophet Ibrahim. “According to the Old Testament, its borders are the Euphrates in the east, the Mediterranean Sea in the west, the Sinai Peninsula in the south, and Mount Lebanon in the north.” The Masjid al-Haram temple, located in Jerusalem today, is significant for Jewish people because religious rituals such as sacrifices and pilgrimage can only be performed in this temple. In 637 AD, in Caliph Omar's time, Jerusalem was handed over to the Muslims without going to war. Prayer was held in the Church of the Resurrection. Masjid al-Haram is considered holy as it is the first qiblah, the second masjid, and the third harem of Muslims.




      When the Crusader army took Jerusalem in 1099, both Muslims and Jews were greatly persecuted. According to the Christian faith, The Church of the Resurrection is on the land where Jesus was crucified, died, and was buried. Following that, Jesus is resurrected. The holiest place in the world for Christianity is the Church of the Resurrection.




      Since the film narrates the Jewish history of the period and the emergence of Christianity, it includes these places within the organization of large sets and platforms. The lifestyle, urban settlement, architectural texture, and social areas that existed in the lands under the cruel and authoritarian rule of the Roman Empire, which occupied Jerusalem at the time when Jesus Christ spread his teachings, could be successfully revived in the film with costly productions.




      During Judah's journey through the desert, bound in chains while going into exile as a slave, Jesus gives him a bowl of water and saves his life. This scene is the starting scene from which the magic and the legend of the Christian faith spread. Jesus gathering people around him to spread his teachings, the Romans' persecution and crucifixion, the predominantly religious and moral myths of Christian myth and history, the course of the world, and the change of humanity, and philosophical thoughts and comments on such issues comprise the framework of the film's perspective on faith. While giving these, the architectural environment in theology, that is, in the Holy Books, is created with extensive landscaping, architectural organization, and historical reenactments.




      At that time, the Jewish and Christian communities attributed holiness to the city of Jerusalem. In the rivers, plateaus, caves, and similar natural landscapes of the Valley of Lepers outside of Jerusalem, Jesus spread his teachings to people. The exits of the caves in the valley are isolated leprosy areas where help is provided to the lepers living in them, without contact with people bringing supplies from outside. The valley's natural architectural and landscape environments are open natural spaces with dramatic and tragic elements where people gather, participate in this religious faith, and fall under profound influence. A powerful depiction of the painful, thorny, and tragic times of civilization was brought to life through the animation of these places with the help of crowds of people and expensive equipment in the movie.




      In the movie, faithful crowds gathered in the city center of Jerusalem to watch the crucifixion of Jesus. The architectural layout of the setting and the equipment on the square is impressive and striking. Through this architectural organization, we see in a powerful reenactment how a tremendous historical tragedy has transformed the faith of the masses. It is a scene that reinforces the film's visual effect, creates an impact, and has a strong perception of space. The movie Ben-Hur is filled with numerous spatial organizations of this kind.




      Ben-Hur's belief in freedom from slavery is strikingly emphasized in the scenes where he appears as a prisoner of hard labor. As can easily be guessed, the rowing prisoners' strategy for survival is rowing. Those who fail to do so pay the price with their lives. The masterfully designed set layout in the interior of the naval fleet, on which Ben-Hur rowed to win his freedom, or rather to survive, evokes a genuine architectural feeling and successfully reflects the passion and longing for heroism and freedom on the screen.


    




    

      CONCLUSION




      The influence of power or government on shaping the city and its architecture is excellent. The ideologies, administrative approaches, and practices of the rulers of Rome and Jerusalem were created through monumental buildings that command, subjugate, and spiritually influence the magnificent architectural works that oppress the ruled. Today, we often cannot show the ability to look at the texture and layers of cities from a historical perspective. However, a well-executed political-religious-architectural film can turn into a civilization narrative that reveals these issues in detail and history. That is what happened with Ben-Hur.




      Myths, sagas, miracles, historical legends, and epics are created by faith, and thus the creation of administrative, political, and military power can be realized through spatial construction. The space where that realization occurs can transform natural spaces into “sacred landscapes” and open or closed architectural places and spaces into “sacred spaces” - as is very successfully portrayed in the movie, Ben-Hur. This movie is a clever work of art that every architect should watch, equipped with architectural descriptions that enable us to understand how the sacred space and landscape were created, how they are interpreted, how the souls of cities, the beliefs of people, and even states, empires and civilizations were formed.
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      Abstract




      The Name of the Rose is a 1986 film by Jean-Jacques Annaud, a novel adaptation, and a co-production of German, French, and Italian companies. The Name of the Rose, as it is known, is a 'historical mystery without police' by Umberto Eco, in which the 'political' authority war between the ruling power and the papacy institution, the conflicts between sects, and the pressures of religion on the people in Europe at the beginning of the 14th century, were woven like needlework through a seven-day slice of life and the seven sins associated with seven deaths. It is a tough novel with a detail-oriented approach and philosophical weight in which Eco's deep knowledge is reflected in every line. The Name of the Rose is a book that has been translated into many languages, has been selected in the list of The Top 100 Crime Novels of All Time by the British Crime Writers' Association, and has been criticized for its approach to religion, but has also received much acclaim. Due to these features, it is a long and luscious work that carries serious risks to be adapted into cinema, and every detail has a meaning that cannot be ignored.




      Yet, in every frame of the film, in all open and closed spaces, the misery of the famine years of the Middle Ages, the bitter face of poverty, and the oppression of religion can be seen and felt. As those who have read the novel will remember, Eco began to describe the structure and the environment from the moment the protagonists started to see the monastery from afar. Once inside the monastery, all structures of the complex were explained in detail in terms of their place, size, form, relations with each other, and decoration. Undoubtedly, it is not possible to reflect this much detail properly in a limited time; however, it must be admitted that Annaud managed to reflect the general historical and architectural atmosphere as best as he could. The scenes in which we watch the eerie depictions of the reliefs, which also observe uneasiness and even fear, make the audience at least as uncomfortable as Adso.




      Cinema, which expresses its concerns through moving images, is a field of study that reveals its existence in other art branches and has to follow the technology closely. Literature and cinema, which have a common dramatic source, have always progressed art in art, and in The Name of the Rose, the relationship and affiliation of architecture, which is a visual field of study focused on intervention in space and designing the space for cinema has come to life in a much stronger and more violent way.
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      INTRODUCTION




      Jean-Jacques Annaud is a director who has moved from directing commercials to cinema. His first film was Noirs et Blancs en Couleur (Black and White in Color), made in 1976. This film, which did not get much interest from the French audience, managed to win the Oscar for Best Foreign Language Film. His second film was Coup de Téte (Hothead). La Guerre du Feu (Quest for Fire) is a 1981 film telling the story of the people who discovered a fire, and when the fire is extinguished, they assign a few of them to get the fire back. Annaud was also the winner of the Best Film and Best Director awards at the French Cesar Awards for this film. The Bear, which occupied an important place in his career, Seven Years in Tibet, which caused him to be banned from entering China, Enemy at the Gates, Two Brothers, and Wolf Totem, which opened the gates of China to him again, are among his outstanding works. Der Namen der Rose (The Name of the Rose) is a 1986 film by Annaud, a novel adaptation, and a co-production of German, French, and Italian companies.




      The Name of the Rose, as it is known, is a 'historical mystery without police' by Umberto Eco, in which the 'political' authority war between the ruling power and the papacy institution, the conflicts between sects, and the pressures of religion on the people in Europe at the beginning of the 14th century, were woven like needlework through a seven-day slice of life and the seven sins associated with seven deaths. It is a tough novel with a detail-oriented approach and philosophical weight, in which Eco's deep knowledge is reflected in every line.




      The Name of the Rose is a book that has been translated into many languages, has been selected in the list of The Top 100 Crime Novels of All Time by the British Crime Writers' Association, and has been criticized for its approach to religion but has also received much acclaim. Due to these features, it is a long and luscious work that carries serious risks to be adapted into cinema, and every detail has a meaning that cannot be ignored. The adaptation of the book to the film must have caused a lot of trouble in this respect, as the places that Eco presents eloquently with the meticulousness of an architect are described in such detail that even readers with limited imagination can pick up a pen and draw.


    




    

      ABOUT THE FILM




      Considering that the spatial visualization arising from the book's fiction technically constitutes the main backbone of the film, it should not be seen as too long for Annaud to spend three years researching to adapt the novel into a movie.




      Let us briefly recall the topic: In 1314, Ludwig of Bavaria wore the imperial crown in Frankfurt. On the same day, Frederick of Austria was elected as emperor in Main. Since there cannot be two emperors in one state, they fight, and Ludwig is victorious, but the pope is dissatisfied with the result and excommunicates the victorious emperor. Ludwig responds to that move and accuses the pope of heresy. The emperor felt close to the Franciscans, who advocated that the church should be poor because of the poverty of Jesus and his apostles. The Church and the Inquisition, on the other hand, aim to ensure the continuation of belief in God by declaring that the thoughts and behaviors pointed out by the priests will also be considered sins, in addition to the sins mentioned in the holy book, and accordingly by keeping the fear alive in the heart and hiding the knowledge.


    




    

      SPACE IN THE NAME OF THE ROSE




      In such an environment, the Franciscan friar William of Baskerville and his young apprentice Adso are sent as attendants to a monastery in northern Italy. The novel is written through the words of the young apprentice Adso, based on his diary. At the end of the work, seven dead events, such as the cost of sin that developed in seven days, will be brought to light.




      Can we say that the reader who watches the adaptation of the novel, in which the relationship between sins costs and cause-effect is narrated in a dark and gloomy atmosphere in a very striking way in the time-space of a 14th-century medieval monastery, is experiencing the same intense emotions again? As in all written texts, while Eco's novel comes to life in the mind of the reader as it is read page by page and gains its flavor like food cooked over a slow fire, I wonder if Annaud was able to convey the same taste, flavor, and emotion to the audience in the film adaptation?




      In Annaud's film, the dark and mysterious atmosphere of “crime scenes,” where the questioning of religious and ethical values is emphasized in an age when people lived with religious references, is felt like an element of pressure. Like the novel, the film is not just a work exploring consecutive murders. Medieval history and philosophy are also reflected following the author's interpretation. The film starts with the voice of Adso. It is winter, and the weather is cold and gloomy. Two horsemen are approaching the monastery on the hill. It is a monumental structure. The arrivals are expected, then the door is opened; first, the hands are washed and dried with a clean towel. In the courtyard of the monastery, everyone is doing their job in a calm state of anxiety.




      Guests are offered a room with small windows, the flooring of which is covered with wood. There is no place for washing and nor is there a toilet inside. Also, affected by the sound of the water William uses, feels the need to use the bathroom, and William helps him again: “Ascend into the courtyard, take the aedificium to your left, and you will find where you need behind the third arch of the right in the courtyard.” Adso asks, “You said you haven't been to this monastery before?” That is his way of saying, 'How do you know where the toilet is?' “I saw one of our brothers rushing towards that side, but he seemed calm and relaxed on the way back,” William says with careful wisdom. Even at the beginning of the movie, William's attention, wisdom, and success in solving problems and reading the place are emphasized, making us feel that we should expect much more from him.




      Looking through the small window, William sees a newly dug grave. Arriving in his room, he learns from the abbot that the deceased is an artist of miniatures, known for his funny and witty drawings, whose body was found under the east tower. For this reason, William and Adso begin their research from where the monk Adelmo of Otranto was found dead under the east tower.




      In every frame of the film, in all open and closed spaces, the misery of the famine years of the Middle Ages, the bitter face of poverty, and the oppression of religion can be seen and felt. As those who have read the novel will remember, Eco began to describe the structure and the environment from the moment the protagonists started to see the monastery from afar. Once inside the monastery, all the structures of the complex were explained in detail in terms of their place, size, form, relations with each other, and decoration. Undoubtedly, it is not possible to reflect this much detail properly in a limited time; however, it must be admitted that Annaud managed to reflect the general historical and architectural atmosphere as best as he could. The scenes in which we watch the eerie depictions of the reliefs, observing uneasiness and even fear, make the audience at least as uncomfortable as Adso.




      The study section of the library, where William went after the discovery of the body of the Greek translator to see the works of both members of the monastery who lost their lives, is also revived in a way that is very close to the original description of the novel. The clergy members work at their desks, casting anxious glances around them. No one can enter the area where the books are located except the library staff. But then, one night, William and Adso easily enter through a secret passage by sticking their fingers into the eye of the most frightening relief at the entrance. Again, William speaks wisely: “The rats love parchment even more than scholars do.” They follow the rats and reach the library at the end of the stairs. There are hundreds of precious but banned books here. In the film adaptation, the labyrinthine structure of the library was reflected quite successfully. In there, William and Adso lose each other, try communicating by voice, and meet each other as a result of Adso's constant movement to the left by unraveling his clothes and fixing the end of the thread while reading parts of a book. The excitement peaks when William is rescued by Adso at the entrance of the forbidden area when he is about to fall through the hatch of the trap on the ground. The most striking aspect of the library is its labyrinth-like structure and stairs. Although the fathers of modernism, Frank Lloyd Wright, Le Corbusier, Walter Gropius, and Mies van der Rohe, crowned functionality and adopted simple, minimalist, and undecorated designs, we can see mixed, complex, winding, and labyrinthine themes mainly in the designs of postmodernist and deconstructivist architects and in the works of artists who are from other art branches. In the novel's film adaptation, we can follow the labyrinth phenomenon Eco uses to further reinforce the gloomy, mysterious, frustrating, and unsettling atmosphere of the library, with Annaud's interpretation.




      While William and Adso are trying to solve the mysterious events in the monastery, Bernardo Guide, who comes to the monastery with the papal team to participate in a debate, and who is not on good terms with William due to an old conflict, adds fuel to the fire. The subject of the debate is whether Jesus is the owner of the clothes he wears; and whether the church must be poor... On the one hand, new events continue to occur. The scenes start with Salvatore, who caused a fire while having fun with the girl who sold her body for food, the girl, and the cellar accused of murder were sentenced to death by burning after being tried in the inquisition court where the high priest and William were also counselors, and followed by the poisoning of Malachi, who committed the last murder and found dead with ink on his finger and died, William was declared responsible for all these events by Bernardino Gui. The scenes that continue with William and Adso entering the secret room by deciphering the code and pressing the letter Q above the door of the library, are followed by the driving of stakes, the inmates being brought to the place where they are to be burned, and the preparations for execution. When William and Adso climb up the stairs, they go through the shortcut of the labyrinth and find the Venerable Jorge, who has come to the tower before them. William demands to see the lost book of Aristotle, and Jorge gives it to him without objection. Touching the book while wearing gloves, William ruins Jorge's plan. Realizing what happened, Jorge makes a mess and escapes, while the fire that started with the fire of the oil lamp that fell to the ground spreads. It ignites Jorge, who tries to destroy the book pages by tearing and putting them into his mouth. People are watching the execution revolt when they see the fire. Seeing that the situation is evolving into a dangerous, chaotic one, Bernardino Qui and the papal group get into their cars and flee. Then, while they escape, Bernardino falls from the overturned car and dies. William takes as many books as he can and leaves the tower.




      At the end of the film, we watch the departure of William and Adso from the monastery. William of Baskerville and Adso walk away, leaving behind a steaming pile of rubble in the place of that majestic, crushing, heavy structure, and the only earthly love that Adso has fallen in love with and whose name he will never learn.


    




    

      CONCLUSION




      Cinema, which expresses its concerns through moving images, is a field of study that reveals its existence in other art branches and has to follow the technology closely. Literature and cinema, which have a common dramatic source, have always progressed art in art, and the relationship and affiliation of architecture, which is a visual field of study focused on intervention in space and designing the space, with cinema has come to life in a much stronger and more violent way. It is also worth mentioning some valuable directors and film theorists who have helped achieve the respectable position of cinema today and have had a significant share in its acceptance as an art branch. Béla Balázs, who brought a philosophical dimension to the cinema with his first book, The Visible Man, always argued that writing and music should not get in the way of the image. Rudolf Arnheim, the pioneer of formalism in cinema, Sergei Eisenstein, Fritz Lang, Akira Kurosawa, and Luis Buñuel, the unforgettable director of surrealist films, are among the first to come to mind in the list of directors who contribute to making cinema art. Jean-Jacques Annaud is a director who has made a name for himself primarily via his animals, people, and nature-themed films. He has a style that prioritizes the image and is not very fond of dialogue. For this reason, in the movie The Name of the Rose, we see a flow where the long dialogues and detailed descriptions of the book are not given much priority. This is probably one of the reasons why the movie can be watched comfortably and without getting bored, despite the narrative that includes all symbolic elements.




      However, it is also worth noting that the richness of narration and philosophical depth in the book becomes rather monotonous and tasteless. We should respectfully acknowledge the contribution of Italian Tonino Delli Colli, the unforgettable cinematographer of Spaghetti Films, in The Name of the Rose, in which the medieval Gothic atmosphere is revived with dark, gray and brown tones, and the details are softened with an almost dark filter, and the mystery is emphasized.
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      Abstract




      Fellini's Rome is one of the mature works of the famous Italian director Federico Fellini. Fans of Fellini's films find high artistry in his cinematic style, which does not follow coherent fiction, combines extraordinary façades with sad humor, and, with contradictory and audacious focus, excites every human emotion. Although most of the critics have described him within the neorealism movement in cinema, it should be noted that he has an extremely original style that does not fit into this category. It would be more accurate to say that he has a sui generis expressionist style that sometimes borders on fantasy and surrealism, requiring a separate definition. The movie “Fellini's Rome” is one of the refined examples of this new expressionism style.




      Fellini paints Rome with a completely different color in his highly impressive film, and this new color is a very, very different place from the laboratory of architectural history, which includes that familiar array of monuments. This new Rome is now completely painted with Fellinian poetry and transports us to other realms with its richness of image and irony. So, Fellini's Rome gives us an unfamiliar feeling. It allows us to see the city, which has the world's greatest architectural heritage, from a completely different perspective. What should it mean for us to shift away from architectural-monumental structures and turn to different images in such a city that served as the capital of the Roman Empire for centuries and imprinted itself in the memory of mankind with extremely powerful images? There, the philosophical and metaphorical messages of a great director come in the most artistic and mysterious way and find us. Even if you create the world's most magnificent architectural universe, your thinking, and even your life will be completely in vain if you cannot grasp the truth and validity of the human spirit.
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      INTRODUCTION




      Federico Fellini, one of the most important “auteur” directors of the 20th century, was born in Rimini, Italy in 1920. His youth passed during the times when fascism was in power, and his education life went badly. Instead of successfully continuing his education, which started at a parochial school, he preferred to run away multiple times, going to circuses and tent theaters and chasing clowns. In addition to being a policeman, journalist and comic book artist, he also worked as a screenwriter, cartoonist, radio programmer, and sketch writer. He was able to finish high school only when he was shooting one of his important cinematic works, Amarcord (1973).




      Federico Fellini, who has been nominated for an Oscar many times due to his extraordinary artistic style, has received this award four times. Moreover, he has been awarded many other prizes many times in many prestigious competitions, including the Venice Film Festival. Although he made his first film in 1950 (Luci del Varieta), his first film that attracted attention and achieved box office success was La Dolce Vita in 1960. It was also interesting that the film, which had wide repercussions at the time it was shot and was successful at the box office, did not have good luck with the awards. Fellini shot 8½ in 1963, Satyricon in 1969, and Rome in 1972. His last work was Amarcord in 1973.




      As can be understood from this biographical information, Rome is one of Fellini's works of maturity.


    




    

      COMMON CHARACTERISTICS OF FELLINI FILMS




      Fans of Fellini's films find high artistry in his cinematic style, which does not follow coherent fiction, combines extraordinary façades with sad humor, excites every human emotion with contradictory and daring focuses, and combines sadness and jocularity. Although most of the critics have described him within the neorealism movement in cinema, it should be noted that he has an extremely original style that does not fit into this category. Based on the knowledge that this style is close to that of the expressionists of the 1920s and 1930s, we can also call it “new expressionism”. It would be more fair to say that Fellini’s expressionist style is sui generis, carnivalesque yet melancholic, requiring different definitions in all aspects, sometimes hovering on the borders of fantasy and surrealism, underlining nostalgic contradictions with thick lines, using absurd images to exaggerate the sense of place, carrying childhood and youth dreams to adulthood. In short, as we mentioned above, Federico Fellini is one of the most impressive directors of a new style that we can call “new expressionism,” and one of the films in which this style finds its best expression is undoubtedly “Fellini's Rome”.


      


      The famous director also led to the emergence of a style called “Fellinian” because he created this original and innovative cinematic language.




      If Fellini is a legend in the world of cinema today, we can easily say that the beginning of this legend is Fellini's Rome, the famous film of young Fellini, who left Rimini at the age of 18 and went to Rome, with the daring, marginal point of view. Fellini's Rome is the semi-autobiographical and dreamy narrative of the famous director who moved to Rome from a small city like Rimini. The film is also an emotional subliminal transmission dominated by sadness, festiveness, comedy, parody, and melancholy. In other words, in this film, Federico Fellini conveyed his own subconscious and emotional fluctuations with the help of the art of cinema and gave birth to an extremely original cinematic creation.


    




    

      THE EUROPEAN TOUCH IN CINEMA: “AUTEUR CINEMA”




      Cinema, being the “seventh art” is the art of the 20th century. Throughout the century in question, cinema, including all other branches of art, came to the fore, became popular, and influenced the intellect of humanity. However, there have always been different schools and understandings of the art of cinema. America, the homeland of cinema, has been handled in a populist and industrial way for more entertainment and as a pastime activity, aimed at creating a large industry, has produced easy-watching films, which are not very enthusiastic about delving into deep philosophical and artistic subjects, and working through the “star” system. On the contrary, the school that we call the European cinema focused on artistic trends by putting box office success and commercialism in the background. As a result, a narrative style that we can call “auteur cinema” in Europe was born, oriented towards high art, in which the director comes to the fore and mostly reflects his inner world, sometimes writes the script himself/herself, establishes a completely different imagination universe, and sometimes tends to improvised creations. (It should also be noted here that, especially after the economic crises in the ‘90s and 2000s, American cinema began to give independent directors and “indie” films the importance they deserved. They succeeded in producing important creations in this field.) In this sense, Federico Fellini shines as one of the most important directors representing the values of 20th-century European cinema. Therefore, we find deep meanings and artistry in the images he reflects about the city of Rome. We understand that Fellini is trying to tell us about Rome by looking at it from a different perspective, which we have never heard of or known before.




      In the movie Rome, Fellini looks at Rome, which we can say to be one of the most important capitals of our civilization, from a very different perspective. It would not be an expected attitude from a great artist like Federico Fellini to take an average look like every average visitor to that magnificent and “touristic” city of Rome. It was the capital of the Roman Empire we know, full of historical buildings, arches, palaces, arenas, and statues. He also did what was necessary and attempted to add poetry, satire, irony, and melancholy to Rome with an extraordinarily different perspective in this film. While this emerging new narrative is full of elements that would contrast with the magnificence of the Rome of classicism, it still presents us with extraordinarily impressive compositions about some contradictory realities, average human conditions, and the spirit of a cult city, as well as being extraordinary and absurd in every aspect.


    




    

      FELLINI'S ROME




      In Fellini's Rome, schematic, sarcastic, and ironic human situations are fragmentarily joined together. There is no organized, complicated, or strong dramatic connection between these fragments. Under normal circumstances, we would find it odd and get bored with the absurd film that emerges from these fragments, which are linked together as if they were extremely coincidental and far from holistic. However, that does not happen. On the contrary, in every scene, we see an extraordinarily critical, ironic, and absurd view of Rome that is rather contradictory and eccentric. Fellini is telling us about a brand-new Rome, and it appears as a civilization critique, a counter-culture phenomenon, and an aesthetic composition far beyond what is described by Roman architectural clichés.




      Fellini paints Rome with a completely different color in his highly impressive film, and this new color is a very, very different place from the laboratory of architectural history, which includes that familiar array of monuments. This new Rome is now completely painted with Fellinian poetry and transports us to other realms with its richness of image and irony. In this place, cardinals can go to obscene operas, respectable gentlemen to brothels, vamp women to street entertainment, all kinds of nice people to tavern tables, and crazy young people hit the roads with their motorcycles. And, life is still magnificent enough to open the door to a new aesthetic, even with all its sarcastic state and all its fancies. In short, Fellini speaks of a brand-new decadence among the Roman façades: This decadence is the new decadence of the 20th century.




      Fellini's Rome is also an emotional and critical look at the young Fellini, who moved to Rome from Rimini to the iconic capital. This criticism is directed at our entire civilization, starting from the peculiarity of the city of Rome. In doing so, Fellini sets out from one great contrast: On the one hand, an ancient city occupied by mutant monumental historical structures; on the other hand, the boisterous, perverted, and irresponsible human beings of a new and unscrupulous world, which are entrenched on this splendor. He portrays an absurd world where all the unimaginable human superstitions are exposed - degenerate amusements, perverted relationships, people's irrational pursuits and actions. These are what we see in Fellini's Rome. With irony and humor, young Fellini approaches an ancient city that has been vandalized by cars, new shopping malls, brand-new rough crowds, subway construction, and capitalized relations. Interestingly, he does this with nostalgic feelings arising from the small-town culture, by denying all the ongoing urban misdeeds.




      Fellini's Rome is like a “carnivalesque”(?!) elegy, not for nostalgia and praise, but for the worrying transformation of the changing world. It carries the concerns about human relations, the establishment, and the course of the world, which go on with all their nonsense, to the plateau on which he realizes this narrative is Rome, i.e., the Kaaba of ancient culture.




      Fellini seems to ignore the ancient Roman architecture, which has become an unshakable cult in the minds of humanity. He knows and appreciates its existence and its value, but he also knows that what is more important are those unbelievably dark corridors of the human soul. That is why he grabs that blessed architecture that wanders in the lofty skies, grabs it by its legs and brings it to the ground, and gives place in the most pathetic and absurd way to the vital anxieties of the little human being, who cannot seem to discern the tragicomedy that happens while living an unsteady and contradictory life under the sun. That is why we ask ourselves philosophical questions about what architectural splendor means among the chubby boobies scattered among the most impressive Roman façades, the vile-miserable sexual attacks on magnificent monumental plateaus, the scandalous events created by little human beings, the dishonorable depravities caused by lustful humans whose passions are scattered around.




      Is this really the glorious Rome we know?




      Is it really this little human, despite all its corporate-social camouflage and uniform status?




      So, what's going on under the sun?




      Or has all this splendor been built to heal the incurable wounds of the human soul and to keep it in line and manageable?




      Well, if this is reality and architecture, what is the meaning of life?




      Where is true happiness?




      Is it in submitting to architectural majesty, grandeur, and splendor, or in becoming an idolater and engaging in multi-junkie fun at the fountains of love?


    




    

      CONCLUSION




      In “Fellini's Rome,” Federico Fellini lets us, especially architects, experience an unfamiliar feeling. He allows us to see the city that has the world's greatest architectural heritage from a completely different perspective. What should it mean for us to shift away from architectural-monumental structures and turn to different images in such a city that served as the capital of the Roman Empire for centuries and imprinted itself in the memory of mankind with extremely powerful images? There, the philosophical and metaphorical messages originating from the subconscious of a great director come in the most artistic and mysterious way and find us. Even if you create the world's most magnificent architectural universe, if you cannot grasp the truth and validity of the human spirit, your thinking and even your life will be completely in vain. However, architecture is a vital interpretation of wealth that will not leave us alone in the absurdity of reality, which will guide us, and will offer us new vital interpretations, even if it is a place like Rome, which is the capital of glory, human imagination, image, and vitality will always take precedence. This is what Fellini tells us in the most artistic form in Rome. The people who should deduce the most from these words should not be doubted; they are the connoisseurs of another art: The architects.
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      Abstract




      As a prominent example of the symbiotic relationship between cinema and architecture, Wes Anderson's Grand Budapest Hotel (2014) is a typical example of his unique narrative approach and has been the subject of many discussions in different disciplines and platforms. There are many lessons to learn as architects and students of architecture, such as the use of color in design, balance in spatial settings, perception of space in movies, and an introductory approach to architectural history. Beyond the basic design principles, the uniqueness it carries comes from Anderson's distinctive approach to storytelling and cinematography that shapes the multilayered atmosphere supported by cinematic tools such as narrative architecture, camera techniques, and set design. By analyzing the continuous changes in the atmosphere; and the contrasts in the spatial and atmospheric properties of the movie with its events, characters, and feelings, this paper aims to explore the intricate relationship between the atmosphere, emotional tonality, and architecture that enrich the narrative and cinematic experience. The Grand Budapest Hotel demonstrates to architects how space, people, and incidents are tuned by an atmosphere and its emotional tonality. It allows for an exploration of the intricate relationship between the atmosphere, emotional tonality, and architecture to enrich the narrative. The analysis shows that the movie's contrast, superimposed, and hypocritical spaces are an essential part of the unexpected and unusual multilayered atmosphere in The Grand Budapest Hotel. In that sense, the hypocrisy associated with this movie is artificial since they are director Wes Anderson's intentional creations.
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      INTRODUCTION




      Cinema and architecture are in an inseparable symbiotic relationship. One is an indispensable narrative tool that comes in different forms, and the other uses the opportunity for a free limitless platform for creativity and experiment. Once in a while, some movies come out as prominent examples of this relationship. Wes Anderson's The Grand Budapest Hotel (2014) is one. It is a typical example of Anderson's unique narrative approach and has been the subject of many discussions in different disciplines and platforms. Many have a say in this dark comedy, such as movie critics, architects, historians, designers, cinema lovers, and scholars. From the narrative to the ensemble of characters, from color schemes to architectural spaces, from the made-up European country to the drama behind the references to history all are discussed and analyzed enthusiastically.




      The Grand Budapest Hotel revolves around two main characters: Monsieur Gustave H., a proud, ambitious concierge of a mountainside resort, and Zero Moustafa, a newly hired lobby boy who is eager to learn the ropes from his master. Most of the events happen in the prestigious Grand Budapest Hotel in Zubrowka, a fictional country in Eastern Europe. The story is narrated by an unknown narrator in time lapses between 1932 and 1968, in relation to the Author (called as such in the movie) and his coincidental meeting with the owner of a now almost abandoned hotel. To summarize, the chain of events starts with the death of Madame D., a wealthy dowager who established a decades-long relationship with M. Gustave during her visit to the hotel. Even though M. Gustave has many such guests, he is fond of Madame D. and wants to attend her funeral. M. Gustave and Zero's journey gets complicated with several events. The army of the fascist regime interferes with their train ride, a semitransparent reference to the historical events of the 1920s-30s Europe. Madame D.'s unexpected will leave a precious Renaissance painting to M. Gustave. Her greedy son Dmitri falsely accuses M. Gustave, who is eventually imprisoned and then escapes from prison. Dimitri sends the hitman, Jopling after him. The series of events concluded with the final revelation of Madame D.'s will. The Author learns about these events from a very old Zero, who has become the owner of great wealth, and the hotel through M. Gustave.




      The architectural styles and similarities in historical events, costumes, and props and Wes Anderson's inspiration from Stefan Zweig make it easy to see the connection between Eastern Europe and the period between the world wars. Anderson creates a fairytale atmosphere with dark comedy, drama, and exaggerated action scenes. Within the context of architecture and cinema, what interests many scholars is his use of architecture, color, and spatial-character relationships (Bierens, 2022; Şener and Güner, 2022; Karaca and Agocuk, 2021; Durukan, 2020; Öztürk, 2020; Visconti di Oleggio Castello et al., 2020; Brinkema, 2019; Ma, 2019).




      Unlike these works, this paper aims to look at The Grand Budapest Hotel in a slightly different light. The continuous changes in the atmosphere with cinematic tools and narrative, and the contrasts in the spatial and atmospheric properties of the movie with the events, characters, and feelings create a unique situation. This study analyzes this situation, namely “the artificial hypocrisy of the atmosphere.”


    




    

      ARCHITECTURE AS AN ALLEGORY




      Rand demonstrates her prowess in the novel while presenting this character: Yes, she utilizes architecture as an allegory while depicting the world of Roark, but thanks to her genuine interest in the craft, she expounds many concepts about architecture and the ideal architect throughout the work. (Rand had done extensive research on architecture before she began to pen the novel, and even served as an unpaid clerk in the office of the architect Ely Jacques Kahn.) For example, Roark reads an old newspaper interview given by Henry Cameron, with whom he worked at the beginning of his career and whom he considered a mentor, where Cameron says, “Architecture is not a business, not a career, but a crusade and a consecration to a joy that justifies the existence of the earth.”




      In a novel where such nobility is attributed to architecture, the features of ideal buildings are also frequently set forth. At one point, Rand ascribes the qualities she looks for in people to buildings as well. “A house can have integrity, just like a person… and just as seldom.” Or, in another scene, Roark patiently explains why he cannot allow another team of architects to incorporate conventional modifications to his design without consulting him. According to Roark, classical motifs should not be placed on the exterior of the building he designed, because an honest building, like an honest person, exists as a singular piece, firmly founded on a particular belief. In all living or non-living things, there exists a fundamental idea that provides the source of its existence, and if even a small part of it betrays this idea, that thing or being is doomed. All good, sublime, and noble things in this world are beings that abide by this principle of integrity. Kent Lansing, one of the secondary characters of the novel, eloquently describes what honesty/integrity is and what it is not. Gifted at discovering talent, Lansing says in a conversation with Roark, of whom he has always been a supporter: “…do you think integrity is the monopoly of the artist? And what, incidentally, do you think integrity is? The ability not to pick a watch out of your neighbor’s pocket? No, it’s not as easy as that. If that were all, I’d say ninety-five percent of humanity were honest, upright men. Only, as you can see, they aren’t. Integrity is the ability


      


      to stand by an idea. That presupposes the ability to think. Thinking is something one doesn’t borrow or pawn.”




      With the introduction of the character of media mogul Gail Wynand, we also gain insight into another form of building, namely one’s own home, which is much more significant to an individual than other ones. It is only natural that such a novel, which perceives architecture as one of the greatest crafts of humanity, would attribute this paramount importance to an individual’s home. When Roark first meets Wynand at his office, he explains –upon Wynand’s insistence– why Wynand had not yet commissioned the construction of his home, even though he had all the means he required: “Because you’ve been unhappy… most people build as they live –as a matter of routine and senseless accident. But a few understand that the building is a great symbol. We live in our minds, and existence is the attempt to bring that life into physical reality, to state it in gesture and form. For the man who understands this, the house he owns is a statement of his life. If he doesn’t build, when he has the means, it’s because his life has not been what he wanted.” Of course, with these words, Roark reads into Wynand's soul, because, in essence, they are soul mates after all. Sometime before this meeting, in a conversation with his wife, Dominique, Wynand had already disclosed to us readers his views on architecture: “I like to see a man standing at the foot of a skyscraper… it makes him no bigger than an ant –isn’t that the correct bromide for the occasion? The God-damn fools! It’s the man who made it –he whole incredible mass of stone and steel. It doesn’t dwarf him, it makes him greater than the structure. It reveals his true dimensions to the world. What we love about these buildings, Dominique is the creative faculty, heroic in man.”




      One of the themes that form the foundation of The Fountainhead is that the basic principle embodied by the architect is inscribed in his work. Above all, the novel reminds the reader of the fact that actually each individual continues to exist with such an absolute principle. This idea is exquisitely expressed by the novel's villain, Toohey, the sleight of mouth. Speaking to a secondary character, Kiki, at a party he attended, Toohey recalls a saying by an old philosopher and expounds on it: “Have you ever thought about the style of a soul, Kiki?.. Do you remember the famous philosopher who spoke of the style of a civilization? He called it ‘style.’ He said it was the nearest word he could find for it. He said that every civilization has its one basic principle, one single, supreme, determining conception, and every endeavor of man within that civilization is true, unconsciously and irrevocably, to that one principle…I think, Kiki, that every human soul has a style of its own, also. It is one basic theme. You’ll see it reflected in every thought, every act, every wish of that person. One absolute, one imperative in that living creature.” Being conscious of this argument, Roark argues that that principle should also permeate the person’s work. Another character cognizant of this is his soul mate Wynand. Having internalized this fact, Wynand even admits to Roark that he suffers from it: “I never meet the men whose work I love. The work means too much to me. I don’t want the men to spoil it. They usually do. They’re an anticlimax to their own talent. You’re not.” No, he is not, since Roark, Rand's “ideal man,” is an individual united in his craft, whose work reflects the honesty and integrity of his character —and therefore his whole existence is illuminated by the light of the same principle.




      Then, having established Roark as an architect who seeks honesty/consistency in the integrity of buildings, we have to ask, due to what aspect of his design is Roark superior to other architects? After all, any architect who imitates buildings made in the past can be considered consistent too, right? Is Roark only manifesting himself with whimsical, unproven designs? Rand responds to this at the very beginning of the book and offers a prediction of Roark's work that we will witness throughout the novel and the conflicts he will experience with the people around him: “Here are my rules: what can be done with one substance must never be done with another. No two materials are alike. No two sites on Earth are alike. No two buildings have the same purpose. The purpose, site, and the material determine the shape. Nothing can be reasonable or beautiful unless it’s made by one central idea, and the idea sets every detail. The building is alive, like a man. Its integrity is to follow its own truth, its one single theme, and to serve its own single purpose. A man doesn’t borrow pieces of his body. A building doesn’t borrow hunks of its soul. Its maker gives it the soul and every wall, window, and stairway to express it.”


    




    

      ATMOSPHERE AND AFFECTIVE TONALITY




      Many different contexts address the atmosphere, ranging from society and works of art to architectural spaces. With its highly varied spatial organization, this movie provides some potential discussions to understand the significance of the atmosphere for subjects, the history of space, and incidents in the film.




      To keep the uncertainty in the concept of atmosphere, this study suggests several observations from the movie, rather than presenting a static definition of affectivity and atmosphere. Material arrangements such as composition, temperature, sound, proximity, scale, color, and light are crucial in the sudden appreciation of the atmosphere. However, there is a constant exchange between material perception and immaterial imagination. Therefore, instead of choosing one of the material aspects and making specific evaluations, we focus on various scenes to obtain an impression of the whole with their relation to space, events, and characters.




      Considering their ontological ambiguity, the atmosphere has a multilayered structure and a pre-reflective and non-directional character (Trigg, 2016). The subjects find themselves in the atmosphere and find a series of meanings earlier than logical apprehension. It is like a work of art that emotionally affects us before we understand it. Similarly, it is like a piece of music that impacts our emotions and moods, while we do not tend to grasp the intellectual structure of the notes.




      A distinct atmosphere begins to be felt when one enters the room. It is, however, difficult to pinpoint the source. Instead of being directed at an object, the atmosphere uncontrollably diffuses into the environment (For a detailed review of non-directional diffusion in an atmosphere: Hatıpoğlu and Tokman, 2021). While Pallasmaa defines it as an inevitable interaction saying, “We enter a space, the space enters us” (Pallasmaa, 2014), Böhme relates the feeling to a haze. He states, “We are unsure where they are. They seem to fill the space with a certain tone of feeling like a haze” (Böhme, 1993). This blurry and hazy appearance comes from the coexistence of indefinite and definite features in the atmosphere. Zumthor (2006) noted: “I enter a building, see a room, and - in a fraction of seconds - have this feeling about it.”




      By filling the space with a certain tone of feeling, the tonality of the space -specifically the affective one- is becoming a crucial part of the atmosphere. Tone (tonos in Greek) means (good) tension midway between softness and hardness. Its derivative 'tonality', finds its place in an effective atmosphere (parallel to the emotive impression of a space). Tonality, as part of an aesthetic function, is inseparable from psychological signification and expression (Dufrenne, 1973). “One can feel the atmosphere in one's disposition towards a particular mood. One is tuned by an atmosphere” (Böhme, 2017). Hence, atmospheres can be characterized as tuned spaces or spatially diffused feelings. With its emotional tonality, a room can affect our mood. Furthermore, most spatial features feed the room’s atmosphere's emotive character, such as festive, solemn, serene, and uplifting. One of the categories of the atmosphere is to understand it as a mood, that is, the emotional tonality radiated by the surroundings (for other categories: Canepa et al., 2019).




      The scope of the study is limited to demonstrating a general overview of the artificial hypocrisy of the atmosphere through the analysis of emotional tonality as a guideline. It should be noted that there are still many scenes to build alternative readings of the atmosphere.


    




    

      THE ANALYSIS




      The distinct points regarding the atmosphere of the movie are as follows: Characters and spaces such as character properties and spatial interactions, the hypocrisy of space, eerie moments of small and closed spaces; emotions such as curiosity, solitude, anxiety, obscurity, violence, hazy moods; and sensations such as movement, volume, smell, and sounds. Although not all of them are covered in detail, this study will review some of them briefly. Selected scenes for discussion will not be analyzed to separate them from the whole but to show how the atmosphere is intertwined within and between spaces.




      In general, when a spatial analysis is made in a movie, it is expected to create the necessary space for the events and reflect the untold properties of the characters that exist in it. Contrary to the main assumptions, The Grand Budapest Hotel creates many different spaces for different characters and events. However, interestingly, it often uses them in contrast with expectations, with the whole color scheme creating a fairytale atmosphere when it is related to the hotel and its surroundings. At the same time, harsher grayer tones capture the scenes when they are out of their boundaries: the all-white scenery of the train with a sense of impending doom; the home of Madame D. Schloss Lutz and its rich but depressing interior; significant differences between the front and back spaces of the hotel; rich, colorful, spacious places for the guests replaced with, tiny, gray, naked, prison-like spaces for the workers, and finally the soft pastel colors of the hotel in contrast with the dramatic events happening, all come to an underlined hypocrisy in the spatial construction of the movie.




      This can also be seen clearly in the character–space relationships. There are only a few places connected to a particular character. Most of the time, even the main characters do not have spaces that project their personalities. M. Gustave is a concierge, and the main foyer is like his own space. He is part of it and almost always at the center of it. However, he has a tiny bedroom with a small table leaning against the wall. He is always in his uniform in the hotel but only in his underpants in his room. The same goes for Zero, who has no connection to either part of the hotel. He is like a lobby boy in perfect form. In M. Gustave's words, “A lobby boy is completely invisible, yet always in sight.” Deputy Kovacs, the police officer Henckels, and the author are all without any specific spaces that reflect them. In Madame D.'s son Dmitri's case, the lack of connection to a particular space and placelessness can also be reflected in his greed and hatred towards M. Gustave for just one painting. The only person who might have a connection to a specific space is Madame D., but she is never seen alive in her house, only inside a coffin. These examples make it easy to see the discrepancy between characters and space.




      Even the movie itself acknowledges this hypocritical structure of character–space relationships. At the end of the film, Old Zero finishes his tale about M. Gustave as “I think his world had vanished long before he ever entered it—but, I will say: he certainly sustained the illusion with a marvelous grace.” The whole atmosphere of the hotel, including the exterior, supports this illusion with cinematic tools—imagery, color schemes, camera, techniques, backgrounds, scene ratio, and narrative. In contrast to the illusion of the hotel, the back spaces resemble a prison: naked grayish walls, no ornaments, no personal traces, narrow rooms with high ceilings, and a lack of direct light. The activities in these spaces also lack the energy and vitality of the front spaces.




      There are some explicit examples of hazy situations in the movie, as in Böhme's (1993) conception of the atmosphere. Following the death of Madame D. M. Gustave and Zero get on a train. However, the train suddenly stops. M. Gustave looks out the window to determine what the problem is. The exterior view loses clarity due to the smoke coming out of the train. When the smoke dissipates, a group of soldiers appears on the scene. The image becomes clear, and an informational text appears on the screen “19 October - Closing of the Frontier”. The soldiers get on the train for ID control. Then the tension rises, and it causes a fight due to Zero's immigration status. The hazy image, which makes it difficult for us to make sense of the incidents for a while, alludes to problems that will come up soon.




      In a similar respect, M. Gustave and Zero steal the painting, the soldiers come to pick up M. Gustave. Later, the soldiers rush into the hotel lobby again, following M. Gustave's jailbreak. In these two incidents, it can be seen that the vast volume becomes a hazy perspective of the stairs from the hotel lobby. However, the scenes previously presented from this perspective are quite clear and do not contain haze. Again, the uncertainty of what will happen permeates the atmosphere with its haze.




      Another potential reading of the scenes regarding the train is in the relationship between emotional tonality and movement. While the train is going at its usual velocity, M. Gustave and Zero have a conversation. The expectation is that the train stops in regard to the station. However, in the middle of the road, the train suddenly slows down and stops. Afterward, the tense atmosphere prepares for the fight between the soldiers and the main protagonists. This tension arises from the unexpected interruption of the usual movement of the train, and it shapes the atmosphere.


    




    

      CONTRASTS AND SUPERIMPOSED SPACES




      From a different perspective, tensions in the space allow us to grasp the presence of the atmosphere. “[The concept of the atmosphere] holds a series of opposites presence and absence, materiality and ideality, definite and indefinite singularity, and generality in a relation of tension” (Anderson, 2009). We can find some scenes with this kind of atmosphere in the movie. Inside the hotel, there is only one relatively small window on one of the first-floor surfaces. In the earlier scenes, Deputy Kovacs comes to the hotel with his cat. The three characters of the movie are talking as if stuck in this tiny window. They are framed like a painting. The rest of the wall is blank. There is nothing as a possible distractor. In this scene and later on, for example, when Agatha, Zero's girlfriend, and later wife, is going to take away the painting from its hidden section, these conditions indicate a place where the secret business is carried on. The place of secrecy, in contrast, shows everything clearly to the audience in its tiny windows. Hence, it holds a series of opposites, especially the presence and absence, which we may find in affective atmospheres.




      Some attempts at framing in the movie allow us to observe two different atmospheres together without holding a series of opposites. The movie offers frames that create a background and foreground with different spatialities. Moreover, they are melted into a single scene. When M. Gustave and Zero attend the funeral at Schloss Lutz, Dmitri and M. Gustave have a fierce argument. Afterward, M. Gustave and Zero pass through the kitchen to a dimly lit place. Here, while the two are reviewing the situation, the chef and the maid in the kitchen can be seen through the space's window. In parallel with M. Gustave and Zero, a conversation occurs on the recent subject. We are not able to hear them, but we see them. We experience characters in different social positions reviewing the same issue simultaneously, in two completely distinct atmospheres. The atmospheres are superimposed on each other to expand their meanings.




      The framings we frequently encounter throughout the movie often reduce the atmospheric experience by isolating the image's focal point. Nevertheless, interactions with space could have been revealed with the flow of the atmosphere parallel to the flow of the incidents. The attempt to frame with a geometric intervention strengthens the legibility of the basic design principles in the scene. However, it also leads to the derivation of moments when the narrative is reduced to geometry. On the other hand, these framings create breathing spaces in response to the intense atmospheric production witnessed throughout the movie.


    




    

      CONCLUSION




      When we look at The Grand Budapest Hotel, the uniqueness it carries comes from many different elements. There are many lessons to learn as architects and students of architecture, such as the use of color in design, balance in spatial settings, perception of space in movies, and an introductory approach to architectural history. Beyond the basic design principles, Wes Anderson's distinctive approach to storytelling and cinematography shapes the multilayered atmosphere supported by cinematic tools such as narrative, architecture, camera techniques, and set design. By filling the space with a certain tone of feeling, the emotional tonality of the space becomes a crucial part of the atmosphere. However, it is difficult to realize where the atmospheres are and how they organize the space. The Grand Budapest Hotel demonstrates to architects how space, people, and incidents are tuned by an atmosphere and its emotional tonality. The analysis shows that the movie's contrast, superimposed, and hypocritical spaces are an essential part of the unexpected and unusual multilayered atmosphere. In that sense, the hypocrisy associated with this movie is artificial since they are Director Wes Anderson's intentional creations.




      By juxtaposing the atmosphere and events and demonstrating divergences, our intention is not to criticize the movie for inconsistency. Instead, the dynamic contrasts reveal Anderson's craft as these contrasts add another visual and intellectual layer to the storytelling. This allows for an exploration of the intricate relationship between the atmosphere, emotional tonality, and architecture to enrich the narrative.
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      Abstract




      Adapted from the novel, the film is about historical events depicting the last period of Tsarist Russia, the city of Moscow between 1903-1905, when the Socialist Revolution gained strength, the 1917 Bolshevik Revolution in Russia, and the Russian Civil War (1917-1922), the turmoil in the postrevolutionary Soviet Union and the Second World War. An essential forty-year period in terms of political balance and social development both in the Soviet Union and in the world is described through the life of Doctor Zhivago.




      Throughout the narrative, Yuri Zhivago, a bourgeois intellectual, poet, writer, and physician who lived through the times before and after the 1917 October Revolution, is traumatized by the erasure of all values belonging to the Revolution he believed in, and then, coming of a corrupted new system that follows. All these staggering developments turn his life upside down. The multilayered plot of the film is based mainly on love.




      In the film, the reflections of events on the architectural space, especially the transition process from bourgeois life to socialist life, are examined through space. Pre- and post-revolutionary events are explained by stunning spatial fiction.




      The director reflected almost all emotions through the space. The most important lesson to be learned from this movie is the answer to the question of how to use architectural phenomena or existing situations while expressing emotion in design. The combination of emotions and architectural space is successfully reflected in the film Doctor Zhivago. It can be said that this film has shown the ability of architecture to be successfully assembled in a cinematic structure only at this level, transforming it into a narrative element of dramatic structure.




      The main instrument of the film, which constantly leans on the vitality of both the Tsarist and Soviet eras, as a tribute and satirical, is often the architecture. However, beyond that, Russia's extraordinary nature and idyllic environments, endless steppes, and snow-covered countryside are used as elements of an epic narrative, reflecting a different perception of space.
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      INTRODUCTION




      The novel Doctor Zhivago, written in 1956, played a fundamental role in Boris Pasternak's winning Nobel Prize in 1958. However, due to the pressures of the Soviet state, Pasternak had to refuse the award. Since he criticized socialism in contrast to the official opinion of the USSR, the work has had repercussions throughout the world. The novel, which was banned for many years, could only be published in the country during the democratization period of the USSR in 1985. It was adapted for the cinema by David Lean in 1965 and won five Oscars. The soundtrack is owned by Maurice Jarre and has won an Oscar, Golden Globes, and Grammies.




      The film begins by describing the last period of Tsarist Russia, as in the novel. The events unfolded over the city of Moscow between 1903-1905, when the Socialist revolution gained strength. It then continues with the 1917 Bolshevik Revolution in Russia and the subsequent Russian Civil War (1917-1922), the upheavals in the post-revolutionary Soviet Union, and the Second World War. An essential forty-year period in terms of political balance and social development both in the Soviet Union and in the world is described through the life of Doctor Zhivago.


    




    

      ABOUT THE FILM




      Throughout the narrative, Yuri Zhivago, a bourgeois intellectual, poet, writer, and physician who lived through the times before and after the 1917 October Revolution, is traumatized by the erasure of all values belonging to the Revolution he believed in, and then, coming of a corrupted new system that follows. All these staggering developments turn his life upside down. The multilayered plot of the film is based mainly on love. Besides the depression caused by the changing political environment, Zhivago is also experiencing problems in his marriage. Unable to reciprocate his wife's love for him, the doctor falls in love with Lara (Julie Christie), the wife of Pasha, one of the leaders of the Revolution. Stuck between love and marriage, the poet loses control of his life. He drifts from place to place in his poverty-stricken war-torn country. Doctor Zhivago also reflects on the psychological depression of the Russian intellectual throughout the movie. The film narrates the social status of intellectuals who lost their revolutionary values, changing social status with the established oppressive regime, and the developments in Soviet society in an imposing manner.


    




    

      ANALYSIS OF SPACES




      The movie, which includes magnificent natural and architectural places where the social-cultural and political lives of the social classes before and after the Revolution are exhibited, also has an excellent atmosphere.




      Events before and after the revolution in the movie and their reflections on architectural space:




      There is the moment he encounters Tonya, the daughter of a wealthy and prominent bourgeois family in Moscow. At the time, he was unwedded. Yuri Zhivago welcomed Tonya, who had finished her education and returned from Paris by train. The station building, which reflects the architectural style of the period and the hustle of the passengers at the train station, is a dynamic space brought by the arrival and departure of the trains. Passenger activities, such as people's greetings or farewells to the train arriving at the station, longing, embracement or sad farewells of passengers and those who welcome them, and loading and unloading of luggage from the train have always been experienced on spacious train platforms. The feeling that the fast and widespread means of transportation of the period gave when creating the decor for receptions and farewell events at the train stations, which are the public spaces of gathering and dispersing, is very well reflected in the film.




      The Bolsheviks, protesting the government before the Revolution, confronted the armed forces on the wide streets of Moscow: Mounted and armed soldiers and police officers in droves attacked the unarmed people marching through the wide streets and squares of Moscow, dispersing them. The streets were filled with the dead and wounded. The streets and avenues where the clashes occurred were successfully reflected as open public spaces filled with horror with its oppressive atmosphere and its gray, wet, and cold air, making the footsteps of the revolution felt.




      Before the revolution, bourgeois families lived in large and multifunctional stylish homes. These large houses of families are home to rich and very social lives: the Christmas party, which is celebrated every year, occurs in crowded and spacious ballrooms where a large number of wealthy bourgeois families gather. The ballroom, which includes a large dance floor, gambling corners, magnificent dining tables, and areas for standing conversation with drinks, was the most critical social venue where elegance, splendor, and social status were exhibited. The physical and vital character of the ballroom is strikingly given in the scene when Lara, the mistress of Count Komarovsky, who was dishonored by this and decided to leave him, stormed the Christmas party with a gun.




      While Yuri Zhivago and his family are traveling by train from Moscow to Varyokino, with the cottages left to them from their confiscated farms, they see the devastated cities and miserable people affected by the civil war: The train, which is moving rapidly in the snowy icy geography of Russia, which gives a feeling of eternity, makes the audience feel the cold of the natural and snowy geographical space, accompanied by the unforgettable music of Maurice Jarre.




      The wealthy bourgeois family, who repaired the house used as an outbuilding in Varyokino and turned it into a modest country house, tried to survive, embodying the peasant life practices and cultivating their gardens.




      The romance between Lara and Yuri begins with their meeting in the city of Yuryatin, close to Varykino: The simplicity of Lara's house in a dark winter environment created unique spaces where intense emotions such as romance and the feeling of guilt about love undergone during the revolution are experienced. The director was able to successfully convey the spatial perception during the hallucinations of Yuri, who was returning from Lara's house to Varyokino on foot in the snowstorm, under the influence of the cold.




      Returning to Moscow after the war, Yuri gets off the trolley bus, thinking that he saw Lara, whom he had lost track of. His death from a heart attack while trying to reach the woman he was chasing in the square is the last and most influential scene of the film. In the square, which physically reflects the political and social changes, the hustle of people in life and the dynamism of the city center are given brilliantly. However, the loss of Doctor Zhivago, who could not adapt to the changing and transforming political and social life, and could not do his job, his death by collapsing in the square is given in a tragic and touching way.




      While the movie examines the process of transition from bourgeois to socialist life through space, we can learn the following lessons in terms of professions engaged in planning, architecture, and design:




      The events before and after the Revolution are explained with stunning spatial fiction. In fact, the director did not find the opportunity to shoot the film in real places. However, it can be said that the sets he established to reflect the events were very successful. It is almost as if the movie were shot in Russia. The snowy, icy, and cold image of the geography of Russia is presented with a dreamy look. The soundtrack of the film strengthens the feeling of places and carries them to another dimension, so much so that the space images, reminded by the music, have been the most memorable images.




      The director reflected almost all emotions through the space. The most important lesson to be learned from this movie is the answer to the question of how to use architectural phenomena or existing situations while expressing emotion in design. The combination of emotions and architectural space is very successfully reflected in the film Doctor Zhivago. It can be said that this film has shown the ability of architecture to be successfully assembled in a cinematic structure at this level, transforming it into a narrative element of dramatic structure.
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