TAYFUN SERTTAS

Sanatgl, yazar ve sosyal bilimci Tayfun Serttas (1982),

Istanbul ve Bodrum'da yasiyor. istanbul Universitesi Sosyal
Antropoloji programindan 2004 yilinda ‘kent antropolojisi’
alaninda hazirladigi tez calismasiyla mezun oldu. Yildiz Teknik
Universitesi Sanat ve Tasarim Fakiiltesi Disiplinlerarasi Sanat
programindaki yiiksek lisansini, ‘Modernizm ve kiiltirel
temsiliyet olgulari baglaminda istanbul'da fotograf ve azinliklar’
konulu tez calismasi ile 2007'de tamamlad. Yurt ici ve disinda
bircok akademik ve sivil projede yer aldi. Farkli streli yayinlar
icin 2000-2006 arasinda ‘azinliklar’ konulu yazi dizileri hazirlad.
Calismakta ve Urettigi konular arasinda; kent antropolojisi,

sivil toplum, toplumsal cinsiyet, étekinin kiltirel mirasi,
giindelik yasam sosyolojisi, azinliklar, kentsel donistim,

seks isciligi, goc ve degisim, sosyo-politik stratejiler ve

mindr politika bulunmaktadir. Halen Agos gazetesinde

yazilari yayimlaniyor ve galismalarina

Galeri NON ile devam ediyor.

Artist, writer and social scientist Tayfun Serttas (1982) lives in
Istanbul and Bodrum. He graduated from the Social
Anthropology Programme of Istanbul University in 2004 with
his thesis on ‘urban anthropology.’ He completed his master’s
degree at the Interdisciplinary Art Programme of the Yildiz
Technical University Faculty of Art and Design in 2007 with his
thesis on ‘Photography and minorities in Istanbul in the context
of modernism and cultural representation.’ He has taken part in
many domestic and international academic and civilian projects.
From the year 2000 to 2006, he prepared numerous series of
essays on ‘minorities’ for various periodicals. He continues to
work on subjects including urban anthropology, civil society,
social gender, the cultural heritage of the other, minorities,

the sociology of everyday life, urban transformation,

sex workers, immigration and change, socio-political strategies
and minor politics. He currently writes for the Agos newspaper
and continues to work with Gallery NON.



usul geregi
Bu kitap,14 Ekim-14 Kasim 2009 tarihleri arasinda Istan-
bul'daki Galeri NON'da gerceklesen ‘Stidyo Osep’ isimli
sergiye paralel olarak hazirlanmistir.
Osep Minasoglunun 80 yilik yasam ve 60 yillik fotografik
bellegdini yeniden ureten bu ¢alisma, Biyografi, Retrospek-
tif ve Tanik olmak uizere (i¢ temel bolimden meydana gel-
mektedir. Kitabin Biyografi bolumiinde 253, Retrospektif
bolimiinde 153 olmak Uzere toplam 406 gorsel kullanil-
mistir. Kaynagi belirtilen istisnalar hari¢ tim gorseller
Osep Minasoglu arsivine aittir. Biyografi metinlerinde yer
alan Osep Minasoglu'na ait ifadelerin timu kitabin yazari
tarafindan onceki yillarda yapilan sozli tarih ve roportaj
coziimlemelerinden alintilanmistir.

yayincinin notu

about method

This book has been prepared in tandem with the exhibition
titled ‘Stiidyo Osep’ held in Istanbul, at Gallery NON between
the dates of 14 October-14 November 2009.

This work that reproduces Osep Minasoglu’s 80-years of life-
memory and 60-years of work-memory, is composed of
three sections: Biography, Retrospective and Witness. A total
of 406 visuals have been used in the book; 253 in the
Biography section, and 153 in the Retrospective section.
Apart from instances where a source is cited, all visuals are
from the Osep Minasoglu archive. All statements by Osep
Minasoglu in the biographical texts are quoted from the oral
history work and transcripts from interviews carried out by
the author of the book.

publisher’'s note
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Tumdi ile teknolojiye ve degisime bagimli bir olgu olarak
fotograf, kendi yakin tarihi icerisinde en yipratici yiizinii
ustalarina karsi sergiledi. Bu nedenle, fotograf tarihi,
fotografcilarin teknolojik déntistimler karsisinda hayata
geciremedikleri yeniliklere dair yenilgilerle yuklidur.
Bircok oncti fotografcl, fotografcilik yasaminin daha

orta evresinde ‘nostalji unvani bahsedilerek’

gercekte terk edilmistir.

Phatography, a phenomenon entirely dependent on
technology and change, has in recent history shown its
most destructive face to its doyens. Therefore, the history of
photography is overloaded with defeats of photographers
due to failed adaptations in periods of technological
transformation. As early as the mid-stage of their
photographic careers, many pioneering photographers are
granted the ‘title of nostalgia’, an act that in reality
sentences them to abandonment.
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BILET

undan tam on sene once, fotografla ilgili bir yerdi.
B Olanca heybetiyle ancak tokezleyerek girdi iceriye. O
sogukta, yorgun gorinimiine karsin tirabzanlara tutu-
narak acilisa yetisen bu adam bir usta olmaliydi. Pétikare pan-
tolununu, trenckotunun diisecekmis gibi duran kemerini, omu-
zuna astigi fotograf cantasinin yipranmisligini izlemeye koyul-
dum. Bir anliina goz goze geldik. Kalabaligin arasinda nazikce
selamladi beni, gozleri ve elleriyle. Ardindan, gilimseyerek
yaklasmaya basladi. Donakalmistim.
— Pardon, tanisiyoruz galiba?
— Sanmam, ben sizi ilk kez goriyorum.

— Bakiyordunuz da... Hafizam pek iyi degil, unutuyorum insan-
lar1. Kusura bakmayin.

— Onemi yok. Dort aydir Istanbul'dayim. Heniiz unutacak kadar
cok insan tanimiyorum burada.

— Nereden geldiniz?
— Bodrum.

— Cok glizel fotograflarini cekmistim Bodrum'un, 70°li yillar
olacak.

— Fotografci misiniz?

— Hayatim boyunca fotograf disinda bir is yapmadim ben. Siz ne
isle mesgulsiiniiz?

— Antropoloji 6grencisiyim.

—Bravo Fransa'da ¢ok Gnemsenir antropoloji.

— Ben Tayfun.

— Osep ben de.

— Memnun oldum... (Ayni anda dokdildu dilimizden)

— Nerede oturuyorsunuz?

— Sariyer'de.

— Ben burada oturuyorum. Zor oluyor gidip gelmek. Trafik de
var, yarim saat surer orasi.

— Ben sahilden otostop cekecedim, daha kisa siirer.
— Otostop mu? Olur mu hig bu saatte?
— Tim parami harcadim ama sorun degil, giderim.
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t was exactly ten years ago, at a place where the subject

TICKET
was photography. He walked in, in all his grandeur, but

I slightly staggering. The man, who had just made it to the
opening, grasping the handrail to climb the stairs despite look-
ing exhausted, must be a doyen of the profession, | thought. |
began to observe his chequered trousers, the belt of his trench
coat that was about to slip loose and the well-worn camera
case hanging from his shoulder. Our eyes met for a second. He
gently greeted me through the crowd, with his eyes and his
hands. Then, smiling, he began to come towards me:

— Pardon me, we must have met before...

-1 don't think so, it's the first time | have seen you, | believe.

—You were looking at me and | thought... Well, my memory
isn't that good, | forget people. I'm sorry.

—It's fine. | have only been in Istanbul for four months. | don't
know enough people to start forgetting their faces yet.

— Where have you come from?
— Bodrum.

— | took some very beautiful photographs of Bodrum, it was the
70's | believe.

— Are you a photographer?

— I'have done no other job than photography all my life. What do
you do?

— I'm an anthropology student.

— Congratulations  Anthropology is considered very important in
France.

- I'm Tayfun.

— And I'm Osep.

— Pleased to meet you... (we said it at the same time)
— Where do you live?

— In Saryer.

— | live here. It's difficult to get here and back. There's the traffic
too, it'll take half an hour to get there.

—1'm going to hitchhike on the coast, it'll take less.
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Bu kara komik tanismanin ardindan, elini paltosunun i¢ cebine
atarak son bir hamle yapti.

— Pardon fazla bir otobis biletim olacak, alin lUtfen, bu saatte
yollar pek tekin degil...

Bir an emin olmadim. Sonra tek hamlede bileti alip, pantalonu-
mun cebine soktum. Son kez yiiziine bakip, mahcubiyetimi bel-
li etmeden tesekkdir ettim. Ben o gece, eve yine gezinerek don-
dim. O bileti ise, hala sakliyorum.

Uyumadan once defterime kiiclk bir not distiim. “Bugiin tuhaf
bir adamla tanistim, Istanbul’a cok benziyordu.”

Verdigi bilet, bu kentte bana armagan edilen ilk ani objesi oldu.
llerleyen giinlerde tesadiifi olmayan sayisiz ‘tesadiif yoluyla
karsilasir, cok kez daha tanisir-tanistirilir olduk. Malum, kolay
hatirlamiyordu. Bir de, hatirlayinca asla unutmak istemiyordu...
Onu sonradan fark ettim.

Kisa stire icerisinde steril yuvam Bodrum'da edindigim tiim ya-
sam aliskanliklarimi bir kenara biraktim. Tanimadigim insanlar-
la selamlasip sohbet etmemeyi, eve donerken yoldan gegen
herhangi bir araca el kaldiracak kadar rahat davranmamays,
kimsenin yirtik trenckotuna uzun stire bakmamayi, her sorulan
soruya cevap vermemeyi ve hatta her armagan edileni kabul
etmemeyi ‘zorunlu’ olarak 6grendim... Osep Minasoglu ise tum
bu zorunlu 6grenmelerin tek istisnasi oldu. Ancak, ona dair is-
tisnalar bununla sinirli kalmad:. Onunla birlikte hatirlamaya o
glinlerde basladim. Ben 17, o 70 yasindaydi. Simdi ise ben 27, o
80 yasinda... Diledigim an, hem geriye, hem ileriye sarabildigi-
miz bir hikdyemiz var artik. Insan daha ne isteyebilir ki?

Tayfun Serttas
Beyoglu 2009
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— Hitchhike? At this time of the night?
— I've spent all my money, but it's no problem, I'll make it.

Following this darkly humorous introduction, he reached into
the inside pocket of his coat and made one last move.

— Excuse me, | have this extra bus ticket, please take it, the
roads are not very safe this time of the night...

| wasn't sure for a second. | looked at his face one last time, and
said thank you trying not to let on my embarrassment. | still
went back home the long way that night. As for the ticket, | still
keep it.

Before | slept, | scribbled a short note in my notebook, ‘I met a
strange man today, he reminded me a lot of Istanbul.” The tick-
et he gave me was the first souvenir | was given as a present
in this city. In the coming days, we came across each other by
several ‘coincidences’ that weren't by accident, and we met and
were introduced many more times. | knew, he didn’t remember
things easily. But when he did, he never wanted to forget... That
| realized later.

In a short period of time, | left aside all the habits | had picked
up in my sterile home in Bodrum. ‘Inevitably,” | learned not to
greet and chat with people | didn’t know, not to behave so com-
fortable as to hitchhike to any vehicle passing by on my way
home, not to stare at anyone’s torn trench coat, not to answer
every question | am asked and even not to accept every pres-
ent | am given... However, Osep Minasoglu remained the single
exception of all these mandatory lessons | learned. But the
exceptions regarding him were not restricted to these. Back
then, | was 17, and he was 70 years old. I'm now 27, and he is
80... We now have a story we can both rewind and fast forward
anytime we want. What else can one ask for?

Tayfun Serttas
Beyoglu 2009
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METOD

iyografiler dzerine calismanin en ikircikli tarafi, kuskusuz
B tim referans ve kanitlarin tek bir bireyin beyanlari iizerin-

den bir araya gelmesidir. Boyle bir calisma disiplininde
kendiliginden cesitli ara formiiller ve kisiye 6zel ¢oziimlemeler
6nem kazanir. Oyle ki, eder bir biyografiden yola cikiyorsaniz, bazen
cok iyi bildiginiz seylerin dahi aksini dinlemek, hatta aksinin kanit-
lanmasinda rol almak durumunda bulabilirsiniz kendinizi. Bazen
dinledikleriniz sirf biyografik oldugu icin, gundelik hayatta ‘kabul
edilemez’ iken, biyografi diinyasinin ikna semsiyesi altinda baska
bir mesruiyet kazanir. Bu bakimdan her biyografik calisma, yazari
ile yazilan arasinda kendi ara disiplinini yaratma potansiyeli edinir.

Osep Minasoglu'nun yasam killiyati Gzerinden bir kurguya gide-
bilmek icin, oncelikle bu kiilliyati ‘seckiye’ izin verecek bir arsive
dontstirmek gerekiyordu. Osep Minasoglu yalnizca son on yil
icinde dokuz adres degisikligi yapti. Her adres degisikliginde, biraz
daha fazlasini geride birakmak zorunda kaldr. Belli ki, her seferin-
de kutular biraz daha karismis, albiimlerin siralari bozulmus, film-
lerin neredeyse tiimii zarar gérmiistil. Ik parcalara, kisisel satin
alma yontemleri ile sahip oldum. Hayatini fotograftan kazanmaya
devam ettidi icin, arsivine ait gecmis fotograflarin satilmasi mes-
leki bir sireklilik olarak onore ediyordu onu.

Bunlar arasinda biyografik parcalar da vardi. Anne ve babasina ait
1910 tarihli cerceveli fotograf 2004 senesinde evime geldi. Bu tiir
parcalarin ani bir aksilik durumunda kaybolmasindan ikimiz de
endise ediyorduk. Cami patlamis, su alan cercevenin alt bolimi
tamamen kuflenmisti. Kurtarmak igin dnceligi eski olanlara veri-
yordum, cuinkii cogunun bekleyecek zamani kalmamisti. Clri-
muis veya curiimek tzere olan ¢ok fazla sey vardi. Nereye gidece-
gini ikimizin de kestiremedigi bu ‘koruma’ misyonu, belirli belirsiz
araliklarla yillarca devam etti.

Son iki yilda elimizdeki fotograflar yizlerle ifade edilmeye basladi-
ginda, calisma farkli bir boyut kazandi. Her sey cogu kez ¢op poset-
leri icerisinde, yiginlar halinde geliyor, bu yi§inlarin bazilarindan ko-
numuzla ilgili tek bir parca dahi ¢ikmiyordu. Son yillarda onun evin-
de calisma imkani da kalmadigi icin, elde ne varsa ayiklarak kendi-
sinin getirmesini istiyordum. Son bir yil icerisinde, kiilliyata her haf-
ta ortalama 100-200 civarinda yeni parca eklendi diyebilirim.
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METHOD

he most challenging aspect of working on a biography

is no doubt the assembly of all the references and wit-

ness accounts around the statements of a single indi-
vidual. In such a structure of work, the method acquires for itself
various intermediary formulae and individual analyses. Such
that, if you are departing from the idea of a biography, you may
find yourself listening to the exact opposite of the very facts you
know so well, and even taking part in the demonstration of this
obvious contradiction. At other times, the things you listen to are
‘unacceptable’ in everyday life, but they obtain a different legiti-
macy under the persuasive roof of biography. From this paint of
view, each biographical work acquires the potential to create its
own intermediary discipline between the author and the subject.

The first goal in order to form a construction around Osep Mi-
nasoglu’s complete works was to transform these works into
an archive that would permit a ‘selection.” In only the last ten
years he moved house nine times. Every time he moved, he had
to leave more behind. It was clear that the boxes were getting
a bit more mixed up and the albums a bit more disordered every
time, and almost all the films had been damaged. | came into
the possession of the first pieces by personally purchasing
them. Since he continued to earn his living through photog-
raphy, the sale of old photographs from his archive made him
proud as a sign of professional continuity.

These included biographical pieces as well. The framed photog-
raph of his mother and father dated 1910 arrived in my home in
2004. We both worried about such pieces getting lost in the
event of a sudden misfortune. The glass of the frame had crac-
ked and the lower part of the frame had let water in and was
completely covered in mould. | prioritized the older photographs
because many of them could not be risked any longer. Too
many of them had gone rotten, or were about to rot. This mis-
sion of ‘conservation,” the outcome of which neither of us could
estimate, continued with irregular intervals for years.

Once their number reached the hundreds in the last two years,
my work method took on a different aspect. Photographs often
arrived in bin bags, in piles, and sometimes, | could not find a
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On yila yakindir kurulu arsivler iizerine calismama ragmen, elde-
ki yigini bir arsive donustiirmek daha once deneyimlemedigim,
baska bir pratikti. Onceden calistigim Gniversite, miize ve hastane
arsivlerinden, Agos gazetesinin arsivleme yontemlerinden yarar-
lanarak kendime 6zgli bir prensip olusturdum. Timiine birden ha-
kim olabilmek icin salonun zeminine, hatta bazen koridora kadar
blyilk carsaflar sererek fotograflari tarot kartlari gibi yan yana di-
ziyordum. Ayni karenin farkli paketlerden onlarca edisyonu daha
cikabiliyordu. Oncelikle onlari kendi aralarinda kategorize ediyor,
ardindan donemlere ayiriyor, son olarak tek tek dosyaliyordum.
Zamanla bu dosyalar, portreler, moda fotograflari, reklam fotog-
raflari, belge fotograflari, stlidyo mizansenleri, fotoromanlar vb.
gibi daha kigtik alt basliklara ayrilmaya baslad.

Biyografiye iliskin fotograflari ise kronolojik olarak dosyalayip, itk
glinden itibaren ayri bir biitin olarak ele aldim. Zamanla, Samat-
ya, Paris, Istanbul gibi basliklar olustu. Aileye, arkadaslarina ve is
yerlerine ait fotograflari birbirinden ayirdim, sevgilileri icin ayri bir
kategori yaptim. Aile cok dilliydi, bes ylize yakin mektubu 6nce
Osmanlica, Fransizca, Tirkce ve Ermenice olarak tasnif ettim, ar-
dindan donemlerine gore ayirip, son olarak da kimden kime yol-
landigini tespit ettim.

Bu hali ile her sey gtindelik bilgi ve ikimiz arasindaki giindelik de-
neyimin dogurdugu ihtiyaclarla sekillendi diyebilirim. Akademiden
ogrendigim ve daha once baska arsivlerde uyguladigim yontem-
lerin cok azina basvurdum. Soruyordum: “Osep, kim bu?" Diis-
nliyordu, bes kisiden birini anca hatirlayabiliyordu. Bu, ‘bilimsel’
sayllmasi icin yeterli bir orandi. Hatirlamak istemedigi bazilarini
ise bilincli olarak es geciyor, zaman zaman kulaklarini bahane
edip beni duymazliktan geliyordu. Bazen de “Bu fotografin burada
ne isi var, kim sokmus bunu araya " diye soylenip fotograflardan
birini geri almak istiyordu. Tabii onlarin kimler oldugunu biliyor-
dum. Cunki hatirlamak istemedigi insanlari unutamamisti. Bir
kismini iade ediyor, bir kismini etmiyordum.

Elbette her sey bu kadar rahat ilerlemedi. Ornegin bazi demogra-
fik bilgileri gercekten hatirlamiyordu. Annesinin kizlik soyadi, ba-
bannesinin adi, bir Rum ile evlenip son senelerde Atina'da olen
blyuk ablasinin 6lim tarihi gibi... Bu nedenlerle, kilise kayitlari, ta-
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single piece related to our subject when | went through these
piles. And since in recent years | have no longer had the chan-
ce to work at his home, | asked him to do the elimination him-
self and bring me the photographs he has kept. | guess that ap-
proximately 100-200 new items have been added to the collec-
tion in the last year.

Although | have been working on established archives for al-
most ten years, it was an entirely different task that | had not
experienced before to transform the pile in hand into an archi-
ve. Based on the university, museum and hospital archives |
worked at and the archiving methods of the Agos Newspaper, |
determined my own principles. | would lay out big sheets on the
floor of the living room, and sometimes even up to the corridor,
and align the photographs on the sheets like tarot cards so | co-
uld see a bigger picture. Since Osep was a professional photog-
rapher, | would sometimes get tens of prints of the same frame
from different packages. | first categorized the duplicates
among themselves, then arranged them according to their pe-
riod and finally file them one by one. In time, these files began
to come together under smaller sub-headings like portraits,
fashion photographs, advertising photographs, documentary
photographs, studio shoots, photo-novels etc.

As for the photographs related to his biography, from the first
day on, I filed them chronologically and treated them as a sepa-
rate whole. In time, | began to form headings based on locati-
ons such as Samatya, Paris and Istanbul. | separated photog-
raphs of his family, his friends and work places and made a se-
parate category for his lovers. The family was multilingual, so |
first categorized around five hundred letters according to the
language they were written in, as Ottoman, French, Turkish and
Armenian; then | separated them according to period, and finally
formed a map based on the two ends of the correspondence.

| can say that in this way, everything was shaped with the requ-
irements of everyday information and the everyday experience
we shared. | applied only very few of the methods | learned at
the academy or used in other archives. | would ask him, “Osep,
who is this?” and he could remember who only one person out
of five was. This was a sufficient rate for the work to be consi-
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pu evraklari, niifus kayit dokiimleri, hatta mahkeme tutanaklarina
bile basvurmak gerekti. Soyagaci ile ilgili kesin bir sablon olustu-
gunda onun Gzerinden ilerlemek ya da geriye gitmek cok daha ko-
lay oldu. iliskimiz siiresince Osep Minasoglu'nun yasamaéykiisti ve
yapip ettikleri Uzerine ok sey yazmistim. Ancak bu kez benim de,
ogrendigim her seyden bir kez daha emin olmam ve onun soyle-
mi disina cikarak resmi kanitlara ulasmam gerekiyordu.

Onnik Kalustyan ve John Armes (izerinden yasadigimiz deneyim,
biyografik metinlerin olusma strecinin 6zeti gibidir. Dénemin
onemli film rejisorlerinden olan Onnik Kalustyan, Osep Minasog-
lunun ilk hocalarindand:. Yine doneminin en 6nemli laborantlarin-
dan olan John Armes, Kodak'in Istanbul'da kurdugu itk bilyiik sir-
ketin basindaki kisiydi. Osep Minasoglu'nun Kodak'ta gecen genc-
lik yillarinda, her iki ismin de énemli yerleri vardi. Bu ilk hocalarin
birisinden sinema, digerinden ise fotograf laboratuvari tizerine cok
sey ogrenmisti. Her iki deneyimi de, son aylara kadar farkl iki in-
san lizerinden yazdim. Fotograf secimleri esnasinda ayni fotogra-
fa bir giin “Iste bu John Armes” deyip, ertesi giin “Bak, bu Onnik
Kalustyan'in fotografi” demeye basladiginda isler yine zorlast. Is-
mi geregi birisi Avrupa'ya, digeri Istanbul’a ait bu iki insan arasin-
da tuhaf bir koprl kuruyordu. Bunu bircok kere diger fotograflar
icin de yapti. Hafizasindan daha fazla endise duymaya basladigim
glinlerde, Onnik Kalustyan ve John Armes'in gercekte ayni kisi ol-
dugu ortaya cikt. Istanbullu bir Ermeni olan Onnik Kalustyan, 6-7
Eyliil pogromunun ardindan geri donmemek Gzere Amerika'ya
goc etmis ve adini John Armes olarak degistirmisti. Bu her iki isim
aslinda tek bir insani, ayni anda bir rejisor ve bir fotograf laboran-
tini ifade ediyordu. Tim metinler yeniden diizenlendi.

Osep Minasoglu'nu yalnizca kendisinden degil, stiidyo donemleri-
ne taniklik etmis kisilerden de dinlemek bir diger gereklilikti. Boy-
lelikle hem kisitli bir hafizanin disina ¢cikmis olacak, hem de onun
hatirlamak istemedigi detaylara ulasarak eldeki verileri karsilastir-
ma imkani dogacakti. lbrahim Zaman, Orhan Cem Cetin gibi fotog-
rafci yakinlar ve Yesilcam aktérlerinin Osep Minasoglu'na iliskin
sunmus oldugu bazi beyanlara sahiptim. Buna ek olarak, Ermeni
toplumundan ve Beyoglu esnafindan onu taniyan kisilerle, su an
cogu sttidyo sahibi olan eski ciraklar ile randevular ayarladim. Ba-
sinda ¢ikan tim haberlerin arsivlerine ulastim. Onu hicbir zaman
dahil etmedigim bu gorismelerde, Osep Minasoglunun kendisiyle
ilgili ne kadar mitevazi davrandigini da fark etmis oldum. Onu ha-
tirlayanlar arasinda, Osep'ten dinlerken abartili buldugum bazi de-
taylar hakkinda cok daha carpici ornekler verenler oluyordu. Osep
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dered ‘scientific.’ He would deliberately skip some he did not
want to remember, and sometimes pretend not to hear me, bla-
ming his deteriorating hearing. Sometimes he would grumble
saying, “what'’s this photograph doing here, who put it in this pi-
le,” and demand it back. But |, of course, knew who they were.
Because it was the people he wanted to remember least that he
could not forget. | would return some, and some | would keep.

Of course, things did not run that smoothly. For instance, he re-
ally didn’t remember certain pieces of demographic information.
His mather’s maiden name, his grandmother’s name, the date of
death of his older sister who had married a Greek man and
spent her final years in Athens... Therefore, it became necessary
to refer to church records, land registry documents, birth certi-
ficates and even court records. Once we had a clear template of
the family tree, it became much easier to move backwards and
forwards along it. | had already written a lot about Osep Mina-
soglu’s life story and his works. But now | had to be completely
sure, go beyond his discourse and access official evidence.

The case of Onnik Kalustyan and John Armes is like a summary
of the process of forming the biographical texts. One of the
most important film directors of his time, Onnik Kalustyan was
among Osep Minasoglu's first teachers. On the other hand, John
Armes was one of the most important laboratory specialists of
his time and was the director of the first major branch Kodak
had established in Istanbul. Both figures had significant positi-
ons in the Osep Minasoglu's early years of youth that he spent
at Kodak. He had learned a lot about cinema from one of these
teachers, and a lot about the photographic laboratory from the
other. Until recent months, my account of these two experien-
ces was written through two different people. But things beca-
me difficult once again when during the photograph selections
he would say, of the same photograph, ‘look, that is John Ar-
mes," one day, and ‘have a look at this, that's a photograph of
Onnik Kalustyan.” He built a strange bridge between these two
people of which, considering their names, one belonged to Eu-
rope, and the other to Istanbul. He did the same many times for
other photographs as well. Just when | had began to genuinely
worry about his memory, it emerged that Onnik Kalustyan and
John Armes were one and the same person. Onnik Kalustyan,
an Armenian from Istanbul, had immigrated to America for go-
od in the aftermath of the September 6-7 Pogrom, and changed
his name to John Armes. These two names actually denoted
the same person, who was both a film director and a laboratory
specialist. All the texts had to be rewritten.



STUDYO OSEP

Minasoglu, yalnizca kisiligi ile dahi onu tanima firsati bulmus olan-
lar icin yasayan bir sehir efsanesi gibiydi bir bakima.

Eklemek gerekir ki, burada bahsi gecen biyografik metinler ve
sergilenen arsiv, olmasi gerekenin cok kiigiik bir bolimind icer-
mektedir. Gercek arsiv, iflas yillarinda celik dolaplar icerisinde ge-
cici olarak emanet ettigi Ekrem isimli fotografci arkadasinin depo-
sunda cikan biiytk bir yangin sonucu yok oldu. Geriye kalanlarin
blyik bolimii ise Balikpazar'nda, Ermeni Katolik kilisesinin ken-
disine tahsis ettigi odada kaldigi yillarda yagmur suyundan, fare-
lerden ve yasadigi hirsizlik olaylarindan dolay bugtine ulasamadi.
Osep Minasoglu'nun beyanlarindan yola cikarak glintimiize ula-
sanlar hakkinda bir tahmin yiriitecek olursak, burada sergilene-
bilenlerin gercek arsivin yalnizca % 10'luk bir parcasi oldugunu
belirtmek gerekir.

Bu nedenle ki, calismanin ilk giiniinden itibaren Osep Minasoglu
klliyatinin timune sahip olmak ya da bitlinii tizerinden soz soy-
lemek gibi bir iddiam kesinlikle olmadi. Evinin unuttugumuz kose-
lerinde, hala ikimizin de bilmedigi fotograflar, mektuplar ve sayi-
siz belge bekliyordur eminim. Birgok evde, Stiidyo Osep imzali fo-
tograflarin duvarlarda asili oldugunu, onun anonimlesen kartpos-
tallarinin elden ele paylasildigini ilk gtinden itibaren izliyorum. Bu
malzemeyi degerli kilan da, gercek yasamda boylesi bir dolasim,
tilketim ve paylasim icerisine girmis olmasidir.
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In addition to his own account, it was an absolute must for me
to listen to the accounts of people who had witnessed the time
of the studios. This would allow me to go beyond a restricted
memory and also to access detalils he did not want to remem-
ber and thus to compare the data | had in hand. | already had the
accounts of photographer colleagues who were close to him, li-
ke Ibrahim Zaman and Orhan Cem Cetin, and some statements
of Yesilcam actors about Osep Minasoglu. In addition to these, |
made appointments with peaple from the Armenian community
and Beyoglu tradesmen, and his old apprentices, many of
whom today own studios themselves. | managed to access all
the newspaper reports in archives.

During these interviews in which I never included him, I also re-
alized how modest Osep Minasoglu was. Among those who re-
membered him, there would be people who provided far more
striking accounts of details | had initially found exaggerated
when Osep had recounted them to me. Osep Minasoglu was an
urban legend, even for those who had only had the opportunity
to know his personality.

|t should be added that the hiographic texts mentioned here and
the current archive on exhibition contains only a very small por-
tion of the data. The real archive was destroyed in a big fire at
the warehouse of his photographer friend Ekrem, where he had
temporarily entrusted his archive during his years of bankrupt-
cy and placed them in steel closets. A great part of the remai-
ning archive did not survive the years he stayed at the room in
the Fish Market which the Armenian Catholic Church had alloca-
ted to him because of the damage caused by rain water, rats or
burglaries. An estimate based on Osep Minasoglu's statements
is that the exhibition contains merely 10 % of the real archive.

This is why, from the first day of this project, | never had the am-
bition to own the complete works of Osep Minasoglu, or to as-
sume a position where | could speak about this whole. | am su-
re that photographs, letters and countless documents neither of
us know of are still there waiting for us in corners of his house
we forgot to go through. Since the first day, | have come across
photographs bearing the signature of Stiidyo Osep hanging on
the walls of many homes and that his postcards that have now
become anonymous shared from hand to hand. What renders
this documentation valuable, then, is the fact that it has entered
such a circulation, consumption and sharing in real life.





