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Endiistri devrimi sonrasinda, Fransa ve Ingil-
tere’de yaklasik es zamanl olarak ortaya cika-
rak hayatimiza giren fotografin cok hizh bir
sekilde uygulama alam buldugu ve fotograf
tarihinin -en azindan- bir déneminde 6nemli
islerin iiretildigi topraklarda yasiyoruz. Fo-
tografin heniiz cok taze oldugu 19. yiizyilda,
fotografin belli alanlarinda diinya standart-
larinda igler iiretmis stiidyolarin bulundugu
bir cografyada yasadi§imizdan soz edebiliriz.
Ulke yerine cografya tabirini kullanmamizin
esas nedeni, bu fotograf stiidyolarinin bahsi
gecen donemde -Istanbul agirhikh olsa da-
Osmanli Devleti’nin tiimiine yayilan ve dola-
yisiyla Tiirkiye ile sinirlanmayan bir bolgede
yer almalari. Su siralar iizerinden yaklasik bir
asir gecen Birinci Diinya Savagi Osmanlr’ya
son verirken, bugiin de héla ¢oziilemeyen
problemlerin kaynag olan biiyiik degisiklik-
lere yol act1. Osmanli'nin son dénemine dam-
gasini vuran fotografcilar da bu hoyrat degi-

We live in a land where photography, after
appearing more or less simultaneously in
France and England following the Industri-
al Revolution, quickly found a field of appli-
cation, and where -at least for a period- im-
portant works of photographic history were
produced. In the 19" century, when the in-
vention of photography was still very fresh,
photography studios producing works of
world standard in certain fields operated in
the geography where we live today. The main
reason for our using the word ‘geography’
rather than ‘country’ is that the photography
studios of that time -though predominantly
in Istanbul- could be found in a region ex-
tending to the breadth of the entire Ottoman
state and thus not bound by the contempo-
rary borders of Turkey. About 100 years ago,
the First World War ended the Ottoman state,
thusleading to great changes that are the root
cause of problems yet to be resolved today.
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simden nasiplerini alarak yerlerini yeni bir
kusaga birakti. Adina diizenlenen bu sergide
islerini géreceginiz Ahmet Izzet Bengiiboz
da, hikayesi dogrudan Birinci Diinya Savas1’y-
la baglantili olan ve savasin hemen ardindan
fotografcilik kariyerine baglayan Mudurnu’da
yasay1p calismisg bir fotografci.

Ahmet izzet Bengiiboz fotograflar1 -muh-
temelen bugiline ulasamayan veya heniiz
ortaya cikmamig- olas1 bagka yerel arsivler
arasindan siyrilarak onemli bir hafiza kay-
nag1 olarak saklanmis ve bugiine taginmis bir
biitlinliige sahip. Bu fotograflarin arasindaki
portreler, bir yandan o giinkii Mudurnu’nun
ylizlerini giinlimiize tasirken diger yandan
bunlarin arkasindaki fotograf¢inin adeta bir
yonetmen gibi davranarak gerceklegtirdigi
kararli dokiimantasyonu da yansitiyor. Ben-
gitboz’un hikayesi o giinlerde caligan, bildigi-
miz diger -Miisliiman Tiirk- fotografcilardan
farkh 6geler iceriyor.

Fotograf, 1839°daki icadindan kisa bir siire
sonra Osmanli Devleti’nin topraklarina énce-
likle yabanci gezginlerin getirdigi bir yenilik
olmus olsa da, pesi sira acilan stiidyolarla Os-
manl'nin son donemlerinde modernitenin
bir tiriinii olarak parlak bir seyir izledi. Stiid-
yolar daha cok portre fotografcilig1 iizerine
yogunlagsalar da devletin gecirmekte oldugu
degisimi ve icinde bulundugu durumu, esas
olarak zamanin despot hiikiimdar1 I1. Abdiil-
hamid’in istegiyle ama bununla da sinirh kal-
mayarak belgelediler.

Dénemin stiidyo fotografcilarinin cogun-
lugu azinliklara mensuptu, yani Ermeniler,
Rumlar, Levantenler veya o sirada Osmanli
Devleti'nde yagayan yabancilardi. Bunun bas-
lica sebebi -tahminen- daha yiiksek egitim
almig, yabanci dil bilen ve Avrupa’yla iligki-
si bulunanlarin da bu azinlik gruplarindan
cikmasiydi. Bu durum Abdullah Freres, Pas-
cal Sébah gibi ¢ok bilinen Istanbul merkez-
li stiidyolarda gozlenebildigi gibi, iilkenin
degisik bolgelerinde var olan fotograf stiid-
yolarinda da rastlanan bir durumdu. Diger
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The photographers that had left their mark
on the last Ottoman era were also affected by
these rough seas of change, and were replaced
by anew generation of photographers. Ahmet
Izzet Bengiiboz, whose works you will see in
this exhibition, is a photographer whose story
in intertwined with the First World War, and
who began practicing his photographic career
in Mudurnu right after the war.

The photographs of Ahmet izzet Bengiiboz
have the integrity of a significant collection
that stands apart from other local archive
sources likely to be in existence -but which
have either not survived or not yet discov-
ered- in preserving an important source of
memory. The portraits among these photo-
graphs, while bringing us the faces of Mudu-
rnu of those times, also reflect a resolute doc-
umentation executed by the photographer
behind the camera, almost acting like a film
director. Bengiiboz’s story contains elements
different from those of other Muslim Turkish
photographers that we know to have been ac-
tive in that period.

As a product of modernity, photography
had an illustrious appearance in late Otto-
man life. Introduced primarily by foreign
travellers shortly after its invention in 1839,
photography studios began to open one after
another. Focusing mainly on portrait pho-
tography, the studios also documented the
changing situation of the Ottoman state, as
requested by -but not limited to- the despotic
ruler of the time, Abdulhamid II.

The majority of the early studio photogra-
phers belonged to minority groups, i.e. Arme-
nians, Greeks, Levantines or expatriates liv-
ing in the Ottoman Empire. The main reason
for this -one presumes- was that these minor-
ities produced individuals who were better
educated, spoke foreign languages and had
connections with Europe. This trend could be
observed not only in the better-known studi-
os based in Istanbul, such as Abdullah Freres
and Pascal Sébah, but also in the photography



AIB_Cn_0732

Ahmet Izzet Bengiiboz
Seydibesir esir kampinda,
baraka cephesinde
Osmanlica "esaret” yazili,
1917-18

Ahmet izzet Bengtiboz in
Sidi Bishr prison camp, the
word "imprisonment” is
written in Ottoman Turkish
on the barrack facade,
1917-18
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yandan, resmetme eyleminin Islam dogma-
sinda yadirganmasi, Seyhiilislam’in fetvalari
ile yasaklar konmasi gibi toplumsal olgular
da Miisliimanlarin 19. ylizyilda fotografcilikta
adlarinin fazla gecmemesinin sebepleri ara-
sinda sayilabilir. Asker kdkenli bazi fotograf-
cilar diginda Miisliiman fotografcilarin stiid-
yo acip fotografcilikla ugrasmasi genel olarak
20. yiizyihin baslarinda baslayip Cumbhuri-
yet’in ilanindan sonra hizlanarak devam etti.

Ik Miisliiman Tiirk fotografcilar arasin-
da Rahmizade Bahaeddin Bediz, Arif Hik-
met Koyunoglu gibi agirlikla kendilerinden
onceki ustalar1 gibi stiidyo fotografciligiyla
ugragmis isimler veya Velid Ebiizziya, Ferit
Ibrahim gibi basin fotografcilarimi sayabili-

studios located in different regions of the em-
pire. Another reason for the relative absence
of Muslims in 19" century photography can
be that painting pictures were frowned upon
in Islamic dogma, with the Sheikh-ul Islam is-
suing fatwas that banned it. Apart from some
photographers with a military background,
the involvement of Muslim photographers in
the photography business generally began in
the early 20" century after the declaration of
the Republic, and grew exponentially.
Among the first Muslim Turkish photogra-
phers, we can cite names like Rahmizade
Bahaeddin Bediz and Arif Hikmet Koyunoglu
who dealt in studio photography just as their
masters previously had, or press photogra-
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AIB_Cn_0941

Ahmet izzet Bengiiboz
Seydibesir esir kampinda,
sik giyimli, arkadaki
tabelada “Esaret Hatirasi
Misir iskenderiye Seydibesir
1336" yazili, 1917-18

Ahmet izzet Bengiiboz

in Sidi Bishr prison

camp, dressed sharply,
the words “souvenir of
imprisonment, Egypt,
Alexandria, Sidi Bishr 1336"
are written on the sign at
the back, 1917-18

AIB_Cn_0943
iskenderiye-Seydibesir esir
kampinda Turk askerleri,

arka fonda peyzaj resmi,
1917-18

Turkish soldiers at Sidi
Bishr prison camp,
Alexandria, a landscape
painting at the back,
1917-18
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riz. Bu isimlerden her birinin fotografciliga
baslamalarinda kendilerine 6zgii hikayeleri
varsa da pek cogunun zamanina gore daha iyi
egitim almis olmalarinin yani sira ailelerinin
veya etraflarindaki sanatla ilgili insanlarin
yonlendirmesi sonucu fotografcilikla ilgile-
nip sonradan bunu meslek haline getirmis
olduklar1 goriiliir. Her ne kadar Osmanli'da
fotografin 6nciileri sayilabilecek azinlik men-
subu fotografcilarin bilgi aktarimi konusun-
da cok istekli olmadiklar1 ve yanlarina Miis-
liman Tirk yardimcilar almadiklarina dair
bilgiler varsa da, bu durumun bir siire sonra
farkh sekilde degistigini soylemek miimkiin.
Peki Bengiiboz un hikayesine bakarak onu
bu dénemde ve bu fotografcilar arasinda ne-
reye oturtabiliriz? Birinci Diinya Savagr’na
katilan Bengiiboz, yliksek 0grenim gorme-
mesine ragmen o zaman icin egitimli sayildig1
icin yedek subay riitbesiyle Sina Cephesi’nde
savagtyor. Burada Ingilizlere esir diismesiyse
hayatin1 tamamen degistiriyor. Iskenderiye
yakinlarindaki Seydibesir Esir Kamprnda
gecirdigi otuz aylik esaret sirasinda -esirle-
rin spor, miizik, tiyatro ve el sanatlar1 gibi
sosyal aktivitelerle mesgul olmasina yonelik
programlar uygulandigindan- bir Ingiliz su-
bayindan fotografcihk ve Ingilizce 6greni-
yor. Burada bazi esirlerin kendi benliklerini
kaybetmemek adina bu aktivitelere goniilsiiz
katilmalarinin aksine Ahmet izzet Bengii-
boz’un ileri gorisliiliikle icinde bulundugu
zor durumda kendini gelistirmeye calistigini
goriiyoruz ki bu karar biitiin hayatim sekil-
lendiriyor. Bengiiboz un fotografcilik bilgisi-
ni bir Ingiliz subaydan almasi o dénemdeki
Miisliiman Tiirk fotografcilarin fotografciliga
baglama hikayelerinden farkli bir gerceklik
barindiriyor. Esaret hayatinin ardindan geri
doéndiigii memleketinde Kurtulus Savagrnin
oncili Kuva-y1 Milliye hareketine katilan
Ahmet izzet Bengiiboz sonrasinda da Mu-
durnu’da kalmaya ve calismaya devam ediyor.
Bu durum, fotograf bilgisi ve fotografciliga
duydugu sevgiyle de birlesince fotograf ar-

phers like Velid Ebiizziya and Ferit Ibrahim.
Although each of these names has his own
story of starting to do photography, it is no-
ticeable that most of them received a good ed-
ucation for their time and were encouraged
by their families or people in their social cir-
cle who had an interest in art, thus taking up
photography as an interest and then making a
career of it. One encounters information indi-
cating that the minority photographers who
could be deemed the pioneers of Ottoman
photography were not very eager to transfer
their know-how and did not take up Muslim
Turkish apprentices, but it is also possible to
appreciate that this situation changed after a
while.

So where can we position Bengiiboz among
these photographers in history, based on his
story? Bengiiboz takes part in the First World
War, fighting on the Sinai Front with the rank
of reserve officer, and he could be considered
relatively well-educated despite not having
received higher education. His being taken
prisoner by the British here completely alters
the course of his life. Spending thirty months
in the Sidi Bishr Prisoner Camp near Alex-
andria -where there were social activity pro-
grams for the prisoners such as sports, music,
theatre and handicrafts- Bengiiboz learns
photography and English from a British of-
ficer. We observe here that unlike some other
prisoners who were reluctant to take part in
these activities for the sake of not losing their
identity, Ahmet Izzet Bengiiboz foresightedly
tries to improve himself even under the diffi-
cult circumstances, and this decision shapes
his whole life. His acquiring the know-how
for photography from a British officer fur-
ther sets his story apart from most Muslim
Turkish photographers of that time. When
his imprisonment ends and he returns to his
homeland, Ahmet Izzet Bengiiboz joins the
‘Kuva-y1 Milliye’ (National Resistance Forc-
es), which was the precursor of the Turkish
War of Independence, thereafter staying and
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AIB_Cn_0289

Akpinar'da Kir Bayrami,
Bengliboz'un alaminit
fotograf makinesi kurulu,
30 Haziran 1930

Benglboz'un alaminit
fotograf makinesinin yakin
plan kadraji

Pastoral Holiday at Akpinar,
Bengiboz's ala minute
camerais set up,

30 June 1930

Zoom on Benguboz's a la
minute camera

AIB_Cn_0853

Akpinar'da Kir Bayrami,
Benguboz'un koraklu
fotograf makinesi kurulu,
30 Haziran 1930

Benguboz'un kéraklu
fotograf makinesinin yakin
plan kadraji

Pastoral Holiday at Akpinar,
Benguboz's folding camera
is set up, 30 June 1930

Zoom on Bengliboz's
folding camera
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sivlerine yerel bir 6rnek olusturmasina sebep
oluyor.

Bengiiboz Arsivi'nin kendine 6zgii bir 6r-
nek olmasinin birkag¢ yénii var. Bunlar: temel
olarak kendisinin fotografcilik hikayesinin
Ozgiinliigii ve arsivinin bugiine aktarilabilme-
sindeki 6zen olarak ikiye ayirabiliriz. Yukari-
da da belirttigimiz gibi fotografcilik pratigini
O6grenmesinin ardinda -genel pratigin aksi-
ne- Misir’daki esir kampinda gecirdigi zaman
yatmasi 6nemli bir detay. Esaret yillarinda
edindigi bilgi ve tecriibelerle memleketine
donmesi ve orada kalmaya devam etmesi de
onun fotografci olarak iilkenin genelinden
bir miktar izole olarak calisabilmesini sagh-
yor. Bunun yani sira Bengiiboz’un fotografci-
181 meslek olarak yapmasina ragmen resmen
memur olarak calismasi ve fotografciligin is
olarak ¢ok goz oniine cikarmamasi da diger
bir 6nemli ayrint1. Niifus Miidiirliigiinde ca-
lisiyor olusu, arsiv icinde biiyiik bir agirhk
tasiyan portreleri iiretebilmesini de sagla-
mis. Ayrica o ddonem Mudurnu'da bir stiidyo
fotografcisinin bulunmamasi, resmi térenler
vb. gibi durumlarda -memur olmasina rag-
men- kendisinden bunlarin belgelenmesinin
istenmesine neden olmus. Tabii Ahmet Izzet
Bengiibozun fotografci olarak kendine 6zgii
bir 6rnek olmasinin yaninda bu arsivin yok
olmadan bugiine taginmasi da arsivcilik aci-
sindan 6nemli bir 6rnek. Bengiiboz’un arsi-
vinin torununun fotografciliga olan ilgisi ve
onun da bir dénem fotografcilik yapmasi se-
bebiyle saklanmis olmasi ve bir siire sonra da
bu arsivin halka acik hale getirilmesi amaciy-
la Halk Egitim Merkezi'ne verilmesi, bugiine
biiyiik 6lciide biitlin olarak tasinabilmesini
saglamis. Donemdasi, ad1 daha bilindik pek
cok yerel fotografcinin aksine arsivinin sak-
lanip erigime acilmasi icin ¢cabalanmas: da,
yerel arsivcili§imizde 6zgiin bir 6rnek olma-
sinin baska bir boyutu. Tiirkiye'de fotograf
tarihine ad1 ge¢mis isimlerin argivleri bile il-
gisizlik, bilgisizlik ve ihmalden dolay: silinip
gitmigken yerelde boyle bir kaynagin bugiine

working in Mudurnu. This situation, coupled
with his knowledge and love of photography,
gives rise to his presenting a local example of
photographic archives.

There are a number of aspects that bolster
the significance of the Bengiiboz Archive. We
can group these basically under two head-
ings; firstly the originality of his own story as
a photographer and secondly the care taken
to transmit the archive to the present day.
The fact mentioned earlier, that he learned
the practice of photography owing to the time
he spent in a prison camp in Egypt -contrary
to general trends- is an important detail. His
returning home with the knowledge and ex-
perience of the imprisonment years and his
continuing to stay there enables him to work
as a photographer in relative isolation from
the rest of the country. Another important
detail is that although Bengiiboz practiced his
profession of photography, he did not make a
spectacle of it, as he was officially working as
a public servant. His employment in the Di-
rectorate of Civil Registration enabled him to
produce the portraits that form a hefty por-
tion of the archive. In addition, the lack of a
studio photographer at that time in Mudurnu
led to him being requested to document of-
ficial ceremonies and similar public events.
Beside Ahmet Izzet Bengiiboz presenting an
original case as photographer, the preserva-
tion of this record intact is also an important
consideration in terms of archive-keeping.
Bengiiboz’s archive was kept for some years
by the family, owing to his grandson having
an interest in photography and practising it
for a while himself, and later it was handed
over to the Public Education Centre so that
it could be shared with the public, which all
helped the survival of the archive’s integri-
ty. A further aspect is that efforts have been
made to preserve and render accessible this
archive, unlike many other, more well-known
local photographers who were contemporar-
ies of Bengiiboz. Considering that even the
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[ Koriikli makine fotografi |

erismis olmasi, sadece Mudurnu acisindan
degil ilkemizdeki fotograf arsivleri acisindan
da 6nemli bir bagari.

Cumbhuriyet’in ilk yillarina ait fotograflar,
pek cogumuzun bildigi ve bir miktar pro-
paganda oOzelligi de gosteren fotograflardir.
Bengiiboz’un ilgin¢ bir 6zelligi, yukarida da
degindigimiz gibi fotografciligi meslek olarak
edinmemesine ra§men Mudurnu'da fotograf-
¢1 bulunmamasi nedeniyle devlet térenlerin-
den grup fotograflarina, vesikalik portreler-
den mimari dokiimantasyona fotografciligin
pek ¢ok alaninda caligsmis olmasi. Tabii yapti-
g1igin kalitesinin o ddnemde Mudurnu’da var
olabilecek bir stiidyo fotografcisindan asag:
kalmadi81 ve donemdasi bagka fotografcilarla
rahatlikla kiyaslanabilecegi de sdylenebilir.
Ozellikle portrelerindeki yonetmen tavri, cok
kalabalik gruplarin basarili kompozisyon-
lar1 ve Mudurnu’nun o giinlerini belgeleyen
-bitmek tiikenmek bilmez bir istekle cekil-
mig- mimari fotograflari, bu topraklara dair
fotograf tarihi arastirmalarinda adina rast-
lanilmayan Bengiiboz’u o ddénemin parlak
fotografcilar: arasina sokmaya yeter de artar
nitelikte.

Burada Ahmet izzet Bengiiboz’un fotograf-
larim1 degerlendirirken kendisinin dénemin
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archives of many prominent figures in the
history of photography in Turkey were lost
because of apathy, ignorance and neglect, the
preservation of such an archive locally is an
achievement, not only for Mudurnu but also
for photographic archives in our country.
The photographs we have from the early
years of the Turkish Republic are those that
many of us know well and that have some
elements of propaganda in them. An inter-
esting feature of Bengiiboz is that he worked
in many diverse areas of photography, from
public ceremonies to group photographs,
from headshot portraits to architectural doc-
umentation, because he was the only capable
-albeit unofficial- photographer in Mudurnu.
One could also easily say that the quality of
his work was not any lesser than any studio
photographer that might have operated in
Mudurnu then, and could very well be com-
pared with other contemporary photogra-
phers’ works. In particular, his “film director’
approach noticeable most of all in his portrait
photographs, his competent compositions for
large groups of people and the architectural
photographs tirelessly documenting those
times of Mudurnu, are more than enough to
place Bengiiboz -whose name is not found in

Sekil 3

Ahmet Izzet Bengiiboz'un
kullandigi koraklt makine
ile turdes fotograf makinesi
(Zeiss-lkon marka, 1920-37
yapimi ICA-Ideal model,
Alman yapimi); sergi

icin Nakipoglu Kamera
Muzesi'nden éding
alinmistir

Figure 3

A camera similar to the
folding camera used by
Ahmet izzet Bengliboz
(Zeiss-lkon brand, ICA-Ideal
model, from 1920-37,
made in Germany); on

loan from the Nakipoglu
Camera Museum for the
exhibition



Sekil 4

Mudurnu Halk Egitim
Merkezi'nde 1981 yilinda
acllan sergide yer alan
karton cerceveli Bengliboz
kart baskilarindan bir secki;
2016 sergisi icin Mudurnu
Kaymakamligi'ndan 6ding
alinmistir

Figure 4

A selection of card prints
of the Benguiboz plates on
cardboard frames used for
the exhibition held in 1981
at the Mudurnu Public
Education Centre; on loan
from Mudurnu District
Governorship for the 2016
exhibition
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fotografcilarindan bir miktar izole oldugunu
soyleyebiliriz. Mudurnu, 19. yiizyilin sonla-
rinda Istanbul-Ankara arasindaki demiryo-
lununun tamamlanmasininin ardindan, daha
once iizerinde bulundugu ana ulagim hatt1
giizergahinin disinda kalmis. Bu, olumlu veya
olumsuz, Bengiiboz’'un diger fotografcilarla
iletisimini sekteye ugratan bir durum olma-
hidir. Bu acidan bakildiginda bir yénetmen
edasiyla cektigi portre fotograflarinin -muh-
temelen varligindan bile haberdar olmadi-
81- cagdas1 diye nitelendirebilecegimiz 20.
ylizyilin en 6nemli portre fotografcilarindan
August Sander’le benzerlikler tasimasi sa-
sirtiric1 denilebilir. Fotograflarinda yer alan
insanlarin sayisina baktiginizda neredeyse
kasabada ve bagl kdylerde yasayan herkesi
fotograflayarak biiyiik bir dokiimantasyona
imza atmis olmasi da kayda deger bir durum.

studies on the history of photography in this
land- among the most brilliant photogra-
phers of his time.

In assessing the photographic works of
Ahmet izzet Bengiiboz, we should remember
that he was somewhat isolated from other
photographers of the time. Towards the end
of the 19" century, after the Istanbul-Ankara
railroad was completed, Mudurnu found it-
self removed from the major transportation
arteries on which it had previously been situ-
ated. For better or worse, this was something
that hindered the communication Bengiiboz
would have had with other photographers.
From this perspective, the resemblance of
his portrait photographs to those of his con-
temporary August Sander, who was one of the
foremost portrait photographers of the 20"
century -but of whose existence Bengiiboz
was most likely unaware- is remarkable. Con-
sidering the large number of people featuring
in his photographs, Bengiiboz seems to have
photographed practically everyone who was
living in the town and its hinterland villages,
thereby becoming the author of an immense
documentation project.
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Sekil 5

Mehmet Kadri
Bengliboz'un 1970'lerde ve
'80'lerde kullandigi fotograf
ve video ekipmani; sergi
icin kendisinden 6ding
alinmistir:

TLR fotograf makinesi,
Yashica Mat-124 G

Fotograf makinesi flasi ve
akUsu, Metz 402

Super 8 film kamerasi,
Rollei SL82

Kamera flasi, Flectalux,
1000W

Figure 5

Photograph and film
equipment used by
Mehmet Kadri Bengliboz
during the 1970s and '80s;
on loan from him for the
exhibition:

TLR photo camera,
Yashica Mat-124 G

Photo camera flash and
battery, Metz 402
Super 8 film camera,
Rollei SL82

Camera flash, Flectalux,
1000W



Sekil 6

Mehmet Kadri
Bengliboz'un Yashica ile
cektigi fotograflardan bir
secki

Figure 6

A selection of photographs
taken by Mehmet Kadri
Benglboz with the Yashica
camera
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