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There is a figure whose name is somewhat known to all those who 
have an interest in photography in Turkey, who has left just as im-
portant a mark as an educator as he has as a photographer, is a 
pioneer in many respects, yet still remains slightly mysterious and 
falls short of the recognition he deserves. The limited information 
we have at our disposal with regards to this figure has been recy-
cled in different articles over the years. Most of these articles – pre-
dominantly based on an autobiographical text of his own – main-
ly feature his life story. Lacking an accessible and systematically 
organized archive just like many other equally ill-fated photogra-
phers in Turkey, his only known prints are those kept by a couple 
of his friends. Perhaps partly for this reason, even though he has 
long been honored with a cup in his name, there are almost no de-
tailed analyses on his journey as a photographer and the plurality 
of his photographic approach. The figure in question is of course 
Şinasi Barutçu. In this piece we have prepared on the occasion of 
the exhibit ‘Şinasi Barutçu: Tracing Photography’, we seek to piece 
back together this life story which we encounter scattered across 
different sources in a variety of shapes and forms and update it as 
possible to create a source text, to memorialize his outstanding 
efforts to popularize photography, develop a teaching curriculum 
and train educators instead of devoting his time to producing more 
photographs, and to take a closer look at his works based on the 
photographs that are available to us – no doubt acknowledging 
that his photographs and art deserve a deeper and comparative 
analysis born of more extensive research...

Born in Istanbul in 1906, Şinasi Barutçu’s introduction to photogra-
phy and art in general happened at a very early age most probably 
at the hands of his uncle Arif Hikmet Koyunoğlu, himself a pho-
tographer as well. An architect by education and graduate of the 
Imperial School of Fine Arts (Sanayi-i Nefise Mektebi), Koyunoğlu 
took interest in photography in his student years, initially work-
ing to retouch and colorize photos at the Phébus Studio, then at 
Rahmizade Bahaeddin Bediz’s Resne Studio – known as one of the 
first Muslim photographic studios, and eventually starting his own 
photo studio. As may also be gleaned from Barutçu’s dedication of 
his book ‘Composition in Photography’ (‘Fotoğrafide Kompozisyon’)  
to his uncle in the following words, “To my uncle architect Hikmet 
Koyunoğlu, who first imbued in me an appreciation for photography,” 
Koyunoğlu must obviously have been his most important source of 
inspiration in pursuing photography.

Barutçu’s first step into the world of photography took place in 
1920, working for Mehmet Bey in the darkroom of the Resne Studio, 
where Koyunoğlu had also spent a while. Starting at the Normal 
School for Men (then called the Dar-ül Muallimin, which he re-
ferred to as the ‘İstanbul Muallim Mektebi’ – the Istanbul Teachers’ 
School) in 1921, Barutçu took an even deeper interest in art thanks 
to his professor Şevket Dağ, a painter and graduate of the same 
school. Following his graduation in 1926, he began working as a 
painting teacher in the same institution while also continuing on to 
the Academy of Fine Arts. In 1928, Barutçu went to Germany for his 
graduate studies, attending the Industrial Teacher Training School 
in Cologne (Institut für Werkpädagogik Köln) and the Pedagogical 
Academy (Pädagogische Akademie) in Bonn. His time in Germany, 
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during which he joined various photography clubs, allowed him to 
delve deeper into the art of photography, and he also bought him-
self a Leica – the legendary camera of the period.(1) In fact, in his 
autobiography he claims to be the first Turk to own a Leica. 

 	 His journey in photography education starting at the Gazi 
	 Arts-Crafts Department and the People’s Houses (Halkevleri) 

Having attended various courses in Sweden through this period, 
Barutçu started working as an instructor of Text, Graphic Arts and 
Posters at the Gazi Institute for Education (Gazi Terbiye Enstitüsü – 
now Gazi University) in Ankara upon returning to Turkey in 1932. 

 (see page 29) Immediately after taking up his post at the Gazi 
Institute for Education, which was considered “the first stage in 
bridging art and industry, the fine arts and applied arts in the wake of 
the founding of the Republic”(2), he was able to convince the admin-
istration that photography was an artistic discipline as well, had it 
included in the curriculum, and soon started teaching photography 
classes. Until transferring to the Istanbul Atatürk Institute for Edu-
cation in 1961, Barutçu dedicated himself to this place for about 30 
years in order to train the teachers who would in turn teach pho-
tography in schools. As stated in the exhibit titled ‘The Gazi Arts-
Crafts Department from 1932 to 1973: Idealist School, Productive 
Studio’ recently put together by SALT as a new layer of research on 
Turkey’s art history, the Arts-Crafts Department of the Gazi Institute 
for Education “consciously linked [art] to work and profession as part 
of the overarching political and social mobilization that was viewed 
essential to the modern republic, […] developing a curriculum around 
the concept of ‘work’ with a pedagogical approach that emphasized 
‘learning by doing’”.(3) 

1932 is a significant year in Turkey’s history of photography just 
as it is in Barutçu’s personal history. It is in this year that, upon Ba-
rutçu’s suggestion to Vedat Nedim Tör, photography courses for the 
advancement of amateur photography were started in the People’s 
Houses (Halkevleri), which had been opened in 14 provinces in-
cluding Ankara to accelerate the pace of social and cultural devel-
opment in the country. Also suggesting that photography contests 
be held by the People’s Houses for amateurs, Barutçu – somewhat 
ironically – came in first in the first three contests to be organized. 
On top of this, in his book ‘Composition in Photography’ he speaks 
almost wistfully of the fact that he couldn’t join the contest in later 
years due to being on its jury. 

 	 A decade stretching from the Olympics to Turkey’s first 
	 photography magazine to the Mount Cilo expedition 

The Olympics, an event of worldwide importance, were held in Ber-
lin in 1936. The Berlin Olympics bear a different political signif-
icance from other modern Olympic games with their becoming a 
show of force for the Nazi regime in power in Germany and an 
attempt on their part to assert their supremacy as a nation to the 
entire world. Barutçu was sent on official duty to Germany for this 
occasion – most probably because he had studied in Germany – in 
order to accompany the students of the Institute for Physical Edu-
cation (Beden Terbiyesi Enstitüsü), follow the Olympic Games, and 
serve as translator. This – needless to say – also led him to follow 
the games in his capacity as a photographer, and he won second 
place in the Olympics Photography Contest. His photo depicting a 
torch bearing athlete entering the stadium in Berlin and running 
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down a wide lane being greeted with a Nazi salute by spectators 
on both sides of the lane is, from the vantage point of the present, 
a plain yet frightening manifestation of the fascist mindset behind 
World War II, which was yet to begin at the time.(4)  (see page 58)
Nevertheless, in his book ‘Composition in Photography’ Barutçu 
comments on this photo saying, “The gray plane created by the torch 
and steps is oriented downward, with the central figure of the torch 
bearer also running down. The photograph tends in a downward di-
rection with all its elements,” therefore offering a purely technical 
reading without remarking on its content. 

Starting to work as a photography teacher at the Ankara Police Insti-
tute along with his main posting at the Gazi Institute for Education 
in 1941, Barutçu then took up the position of Chief of Photography 
at the General Directorate of Press and Publications (Basın Yayın 
Umum Müdürlüğü) in addition to his teaching duties in 1943.

1945 became yet another important year in both Barutçu’s per-
sonal history and Turkey’s history of photography. In collaboration 
with Safder Sürel, he started publishing the Photo Magazine for 
Amateurs and Professionals (Profesyonel ve Amatörün Foto Der-
gisi), Turkey’s first photography magazine, starting in August as a 
bimonthly publication. Unfortunately lasting only two issues, the 
magazine was discontinued after its October-November edition. 
Barutçu explains why it was so short-lived as follows: “Member of 
Parliament for Tekirdağ Cemil Uybadın and member of Parliament for 
İçel and President of the People’s Houses Ferit Celal Güven assisted us 
in publishing the magazine. They were going to buy a share in it. But 
when they saw us publish a female artist’s portrait they changed their 
minds. We were left without support.” (5)

Following his return to Turkey after his university years in Germany, 
Barutçu is known for having travelled extensively within the coun-
try and loving spending time in nature away from urban life. 1945 
is also an important date for having featured one of the most im-
portant ones of these trips. The Mountaineering and Winter Sports 
Federation (Dağcılık ve Kış Sporları Federasyonu) founded under 
the General Directorate of Physical Education (Beden Terbiyesi 
Genel Müdürlüğü) in 1939 organized an expedition spearheaded 
by federation president Asım Kurt to Mount Cilo in Hakkâri in 1945.   

 (see page 29) A first for the federation, this expedition is a land-
mark event in Turkey’s history of mountaineering. Joining the team 
– also featuring one of the first major geographers of the Repub-
lican era Reşat İzbırak – as a photographer, Barutçu documented 
both the pristine nature and the mountaineering activities of his 
fellow team members. The expedition’s significance for the sport 
of mountaineering in Turkey comes from the fact that it not only 
involved an ascent to the peak of the Cilo Mountain Range) called 
Gelyaşin (4136 m) and locally known as Reşko, but also because it 
resulted in the discovery of two of the biggest glaciers – now grad-
ually melting away due to global warming – in Turkey (one of which 
was later revealed to be the oldest glacier in the country). 

 	 Productive years characterized by firsts 

Barutçu’s articles on photography training for teachers published 
in the monthly Primary Education Gazette (İlk Öğretim Gazetesi) 
were compiled and published as a book titled ‘Photo Talks’ (‘Foto 
Konuşmaları’) in 1947.  (see page 33) This compilation consist-
ing of articles covering a range of topics from the history of pho-
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tography to technical issues, from composition to ‘taking candid 
shots without the subjects being aware’, ‘shooting inside a building’, 
and ‘going on animal hunts with a camera’ is Barutçu’s first book. 
Even though the photographs in the book aren’t high quality prints 
due to the use of a printing technique unsuitable for photographic 
printing, ‘Photo Talks’ became an important volume in its period as 
a compact source of information for training would-be photogra-
phy teachers. Though it predominantly focuses on the darkroom, 
certain basic shooting rules, and the composition standards of the 
time, the history section in the beginning on the advent of pho-
tography – starting with the story of how Leonardo da Vinci became 
one of the first to provide a description of a photograph – is also 
quite remarkable. The fact that he elaborates on this context and 
connection is an indicator of Barutçu’s passion for sharing anec-
dotes on photography.

In 1950 a historic event took place and the Amateur Photogra-
phy Club of Turkey (Türkiye Amatör Foto Kulübü – TAFK) was 
founded in Ankara as yet another first spearheaded by Barutçu. 
This is both another step in the self-organizing of photogra-
phers starting with the Photographers Small Arts Cooperative 
(Fotoğrafçılar Küçük Sanat Kooperatifi) also founded upon his 
initiative in Ankara in 1946, and a predecessor of the amateur 
photography associations to follow that are now active practi-
cally all over the country. 

That same year Barutçu established the Educational Films Center 
(Öğretici Filmler Merkezi) at the behest of the Minister of National 
Education of the time, in order to build teachers’ capacities to use 
newer educational tools and to provide them with the necessary 
material. Closely following new developments in the field of pho-
tography, Barutçu also enrolled in two courses in Germany at this 
time so as to improve his knowledge of color photography. Again 
in this same year, he won all three prizes with his photomontage  
works in the photography competition held in connection with the 
Marshall Plan developed by US Secretary of State George Marshall  
for the economic recovery of Europe in the wake of World War II.  

 (see page 35)

In 1953 he went to the United States as a guest of the US govern-
ment in order to observe new developments in the field of pho-
tography and film. During this trip he also represented Turkey in 
UNESCO’s cultural assistance meeting. 

In 1954, he published three booklets which he prepared for the  
Educational Films Center, titled ‘The use of DIAPOSITIVES in 
contemporary education’, ‘The most modern tool for education: 
FILM’, and ‘BRIEF NOTES on education by audiovisual means’ 

 (see page 35). That same year, while working in the newly 
founded Inter-Ministerial Productivity Committee (‘Vekaletlerarası 
Prodüktivite Komitesi’, later to become the National Productivity 
Center – ‘Milli Prodüktivite Merkezi’ – in 1965) in addition to his job 
at the Gazi Institute for Education, he started a photography, dia-
positive and film journal by the name of ‘Light & Sound’ (‘Işık-Ses’). 

In 1955 he accomplished yet another first in Turkey, opening an ex-
hibition consisting of color photographs in Adana. Later, in 1956, he 
held another exhibition featuring black & white and color photos 
in the exhibition hall of the National Library in Ankara. 
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In 1957 he worked to provide the visual material needed for a film 
on Atatürk produced by the US-based Weston Woods Studios. 

In 1958, the Amateur Photography Club of Turkey (TAFK) became 
a FIAP (Federation Internationale de l’Art Photographique/Interna-
tional Federation of Photographic Art) member organization, and in 
1959 an amateur photography club was established in Trabzon as a 
result of Barutçu’s tireless efforts. 

In 1961, he transferred to the Istanbul Atatürk Institute for Educa-
tion and settled in Istanbul. That same year he became a member 
and was elected president of İFSAK (İstanbul Fotoğraf ve Sinema 
Amatörleri Derneği/the Istanbul Amateur Photography and Cinema 
Society) which was founded in 1960 as the Erenköy Amateur Pho-
tography Club and later changed its name. Unable to keep up its 
activities in Ankara following Barutçu’s departure to Istanbul, the 
TAFK moved its managerial office from Ankara to Istanbul in 1967. 
The same year Barutçu resigned from his position as president of 
İFSAK thinking it would be counterproductive to have an adminis-
trative role in both associations at once, continuing as president of 
the TAFK alone. Again in that year, he started a photography club 
under the Istanbul Atatürk Institute for Education.

 	 Retirement Years

In 1970, he requested his retirement from the Istanbul Atatürk In-
stitute for Education, and spent the summer of 1971 in the US mak-
ing various contacts in the field of photography, film and television.

He endeavored for two years from 1973 onwards to establish the 
National Federation of Photography Associations of Turkey (Türkiye 
Foto Dernekleri Milli Federasyonu), but these efforts did not come 
to fruition.(6)

After publishing his book ‘Composition in Photography’ (‘Fotoğrafide 
Kompozisyon’) in 1975, Barutçu returned to his first love in life, i.e. 
painting, and started working with watercolor along with his con-
tinued collaborations and experience sharing in the field of pho-
tography.  (see page 37) Unable to leave his house much from 
1977 to his death due to his progressing illness, Barutçu held his 
first exhibition of watercolors in 1978 at the Akbank Nişantaşı Art 
Gallery and his second in 1982 at the Urart Art Gallery, passing 
away in 1985. 

 	 A never waning amateur’s passion 

As apparent from his biography replete with many firsts, Şinasi Ba-
rutçu is a pioneer in photography in Turkey with his amalgamation 
of multiple identities including that of a photographer, educator 
and editor. It is possible to discern his characteristics including his 
passionate love for photography, devotion to teaching others what 
he knows, curiosity for innovation, and belief in institutionalization 
and permanence from his writing and lifelong work without need-
ing to know him personally. His passion for photography starting at 
a very early age seems to have resulted in him receiving an educa-
tion that ended up determining his career. 

Barutçu’s belief in amateur photography must have developed in 
the photography clubs he took interest in and quickly joined dur-
ing his graduate studies in Germany. He worked very hard for the 
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advancement of amateur photography, which he was deeply com-
mitted to. For this purpose, he concentrated on training beginners, 
strove to increase the membership of photography associations, 
and held various exhibitions in order to bring photography to a 
wider audience. Adding ‘amateur’ next to his name on the back of 
photos  he sent to competitions abroad even after many years in 
the field, Barutçu’s work is truly befitting the dictionary definition 
of the term ‘amateur’ – i.e. carried out with love for photography.  
(see page 37) No matter how we may find it hard to think of him 
as an ‘amateur photographer’ today, he always preferred to define 
himself as such. The fact that he continued participating in interna-
tional competitions and sought appreciation for his work even long 
into his career is also most probably a manifestation of this. 

Another indicator of Barutçu’s openness to innovation and interest 
in staying abreast of global developments is his regular visits to Co-
logne after his return from Germany until the mid-1950s. The rea-
son for these visits was to attend the biennial trade fair Photokina, 
which still remains a focal point of the photographic industry today. 
Featuring up to date technological developments and innovations 
in the field as well as exhibitions of photographic works produced, 
Photokina is indeed one of the world’s leading fairs attracting all 
those who have an interest in photography. In his biography Ba-
rutçu also mentions that he was awarded honorary citizenship by 
the City of Cologne due to the photographs he took during his visits 
there – on top of having studied in the city. 

 	 The representative of a generation open to learning, 
	 teaching, and innovation 

One of Şinasi Barutçu’s foremost identities is doubtlessly that of an 
educator – and since he particularly focused on training teachers, 
it would not be an overstatement to say that he has had an influ-
ence not only on his own students but on generations to come. 
New generation teachers, who were students of Barutçu’s at the 
Gazi Institute for Education founded in order to prepare educators 
– who were to school the new generation – for secondary educa-
tion, were very effective in raising the generation born after the 
establishment of the Republic and its various reforms. We are well 
aware that Barutçu’s work as an educator did not remain limited to 
the Gazi Institute for Education where he was an official member 
of faculty or other state institutions, but that he continued fulfilling 
this role in various associations he was active in founding.(7)

Barutçu’s generation was one that felt an important responsibility, 
left its mark in various fields, and endeavored to work on an in-
ternational level. Sending successful students abroad, having them 
come back to inform their field with the experience and knowledge 
they have accumulated, thus raising existing standards as well as 
developing new ones was a practice the young Republic inherited 
from the Ottoman Empire. Following its founding, in line with the 
aspiration expressed by Atatürk as ‘reaching the level of modern 
civilizations’, the Republic on the one hand continued this tradition 
sending Şinasi Barutçu and others abroad very early on, and on the 
other brought academics from abroad looking for ways to reform 
university education. 

The aim of this university reform starting with Austrian and Ger-
man scholars invited in 1933, most of whom took this invitation 
as an opportunity to flee the Nazi regime, is professed as being to 
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bring the education system closer to global standards starting from 
universities. Despite the shadow cast by the simultaneous purges 
carried out, this innovative and exciting environment created for 
the transformation of the education system overall would bring 
lifelong motivation to a generation that put a lot of care and effort 
into its work. 

It is beyond doubt that this environment also played a part in shap-
ing Barutçu’s approach and making him so very open to innovation 
and eager for new ways to expand his reach. Seyit Ali Ak mentions 
in an article that while manager of the Educational Films Center 
Barutçu had two gas powered projectors made in Vienna for use 
in areas without access to electricity in order to spread visual ed-
ucation all across the country.(8) We are thus presented with the 
impression of an innovative individual coming up with solutions 
for the more effective and productive operation of an institution 
he helped found. 

Again with the books and booklets he prepared during his active 
period, Barutçu is known for having worked to educate the masses 
with regards to technical developments in photography as well as 
its theoretical, aesthetic and artistic dimensions. As a close follower 
and avid implementer of global innovations in photography – in 
areas such as color photography, diapositives, etc., Barutçu’s gener-
osity in sharing his knowledge with others is also abundantly clear. 

 	 Barutçu’s photographic universe 

Before delving into Barutçu’s photographs, it must be mentioned 
that the greatest obstacle in this regard for a researcher or curator 
is the absence of a systematically organized, inventoried archive of 
his work. The fact that there is such an irredeemable black hole in 
parts of the archive of even a photographer who in his autobiogra-
phy speaks of establishing archives in fifteen different institutions, 
and that the material hasn’t been sorted and classified is proof that 
Turkey is unfortunately not a very good example when it comes to 
family foundations, public endowments, or archives handed over to 
museums and other institutions.(9) Though it seems unlikely that an 
artist like Barutçu, a product of the German école known for its em-
phasis on organization and discipline, would not inventory his work, 
even the most basic identifying information – such as year, place, 
etc. – is not available to us with regards to a great majority of his 
photographs at hand. For this reason, in terms of understanding his 
work and areas of interest as a photographer, it makes more sense 
to group his photos under various thematic headings and evaluate 
them as such rather than attempt to chronologically trace the evo-
lution of his photography.

Urban, architectural and industrial photographs make up the bulk 
of Barutçu’s photographs in this exhibit. This group, predominantly 
featuring photographs from Istanbul, involves classical landscape 
photos reflecting the city’s relationship with the sea, as well as cer-
tain examples closer to street photography depicting the old char-
acter of the city slowly fading away. In addition to Istanbul, photos 
from cities such as Ankara, İzmir, Konya and Urfa, as well as Cologne 
where Barutçu spent the most time outside the country, rural settle-
ment photos from various parts of Anatolia, and industrial themed 
photos depicting the technological developments in the modern-
izing Turkey are also part of this group. While some of the works 
in this section are photos taken for documentary purposes for Ba-
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those he took at Mount Cilo – he may easily be thought of as ascrib-
ing to a more documentarist style far from this all. 

Attempting to fit the works of an artist as open to innovation, inter-
ested in experimentation, and committed to preserving his amateur 
spirit as Barutçu into a single genre would be a grievous error. A 
figure constantly trying out and working to internalize the new due 
both to his character and the spirit of the time, whom we may deem 
a veritable polymath with his photographs in many different styles 
as well as his amalgamation of the identities of a photographer, ed-
ucator, manager and traveler, Barutçu clearly deserves wider acclaim 
beyond photography circles and a more in-depth analysis of his art. 
We hope for ‘Şinasi Barutçu: Tracing Photography’ to be a new step 
in this direction, and that – with the resolving of archive troubles 
– it paves the way for many more comprehensive retrospective ex-
hibitions and publications featuring both him and other prominent 
artists of their time now threatening to fade into oblivion.  

NOTES
(1) The advent of the Leica camera, starting to be mass produced in 1924-1925, is one of the important mile-
stones in the history of photography, for having given free rein to photographers, allowed them to take more 
dynamic and spontaneous photographs in closer proximity to their subjects, and for rendering photography a 
quicker and more practical process with it being much smaller and lighter than other cameras available up 
until then.
(2) ‘Modernleşmenin Tasarımı’ (‘Designing Modernity’), Ali Artun, e-skop journal, Issue 14, 27.02.2019 
(3) From the press release of the exhibition ‘Idealist School, Productive Studio’ (‘İdealist Mektep, Üretken Atölye’), 
SALT Galata, 27 November 2018 - 17 February 2019
(4) Another anecdote to mention with regards to this photo is that the Berlin Olympics was also home to the 
first Olympic torch relay, a symbolic ceremony involving the Olympic flame being ignited in Olympia, Greece, 
where the ancient Olympics took place, and transported by athletes in countries along the way to the Olympic 
cauldron in the modern host country. 
(5) ‘Şinasi Barutçu: Sanata ve Öğretime adanmış 79 yıl’ (‘Şinasi Barutçu: 79 years dedicated to art and teaching’), 
Seyit Ali Ak, Cumhuriyet Newspaper, 29 March 1985, p. 4
(6) The Photographic Arts Federation of Turkey (Türkiye Fotoğraf Sanatı Federasyonu) was only able to be 
officially established as the umbrella organization of amateur photography associations in Turkey in 2003, after 
efforts starting in the early 1990s had made some headway.
(7) Among his students who didn’t become photography teachers in secondary schools but photographers them-
selves are Cafer Türkmen, one of the first professors of the Department of Photography in the State Academy of 
Fine Arts (now the Mimar Sinan Fine Arts University), and Hüsnü Gürsel, who taught photography at the Village 
Institutes (Köy Enstitüleri).
(8) ‘Türk Fotoğrafında Şinasi Barutçu’ (‘Şinasi Barutçu in Turkish Photography’), Seyit Ali Ak, Hürriyet Gösteri, 
No:18, May 1982, p. 58
(9) We attempted to discuss this in detail in the article ‘Fotoğrafçı Arşivleri Nasıl Olmalı?’ (‘How Must Photogra-
pher Archives Be?’), focusing on how photographer archives are managed, preserved and maintained based on 
different examples in Turkey and abroad, which we wrote for the 27th issue of IstanbulArtNews in the wake 
of the public debate that was sparked by the Ara Güler archive being sold to the Doğuş Group in 2016. Those 
interested may see: https://www.gapo.org/fotografciarsivlerinasilolmalı
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rutçu’s own archive or the archives of state institutions such as the 
General Directorate of Promotion (Tanıtma Genel Müdürlüğü), oth-
ers are pictorialist photographs palpably seeking to achieve dra-
matic effect through reverse light, reflections and hazy images.  
(see page 41)

Another group featuring heavily in the exhibition is photographs of 
nature and mountains, which include pieces resembling classical 
panoramic shots such as soaring mountains, grand old trees, snowy 
landscapes, the sea and waves, along with manifesting a style once 
again making use of the dramatic effect of reverse light, clouds and 
reflections. Documentary photos seeking to depict all stages of a 
process such as the Mount Cilo expedition also have an important 
place in this category.

His works grouped under the theme of figure photography com-
prise human figures going about their everyday tasks, chatting, or 
existing anonymously on city streets and animal photos taken in 
various zoos. Though not included in this exhibition, Barutçu also 
has certain posed portraits in his book ‘Composition in Photogra-
phy’ and among the prints that inspired this exhibit.  (see page 
41) Some of these appear to have been taken for educational pur-
poses to illustrate how to implement rules of lighting and composi-
tion in photography. In a more general sense, however, it is possible 
to say that Barutçu, who comes into close contact with people in 
his capacity as an educator, prefers to stay at an observing distance 
as a photographer. 

The group involving close-ups of details and his near abstract 
works, on the other hand, is perhaps not what first comes to mind 
when one thinks of Barutçu – but these are possibly the most inter-
esting in his collection. In his close-ups mainly of fish nets, ropes, 
logs, stone piles, plants and branches, Barutçu mostly prefers to 
form decontextualized and repetitive compositions where what the 
object is and its dimensions cease to matter. His photograms bring-
ing together a variety of objects without the use of a camera in 
arrangements where they are rendered indiscernible are Barutçu’s 
most unusual pieces.  (see page 84-89) Unfortunately, we have 
no way of knowing when thesec graphic and plastic-heavy photo-
grams were made, whether they are a product of a particular period 
or were scattered across his career, but nevertheless it is not hard 
to imagine that they must have been among the firsts of their kind 
in Turkey. 

In fact, taking a general look at Barutçu’s photographs, it is possible 
to say that what stands out is an interest in beautiful and aesthetic 
subjects in line with the spirit of amateur photography and techni-
cal matters such as adherence to classical composition rules and a 
wealth of tone, rather than content. Elements we could just as well 
describe as romantic, such as reverse light, reflections, the presence 
of clouds creating dramatic effect bring Barutçu’s photography into 
the territory of Pictorialism. Even though Pictorialism had given 
way to different approaches by the time Barutçu started working 
actively, what we see in Barutçu – as is still common in amateur 
photography today – is the never-ending desire to capture an aes-
thetics and beauty. However, taking into account his photograms in-
dicating his interest in experimentation or his graphically oriented 
close-ups, it would be equally possible to place him amongst the 
period’s Dadaist or Constructivist artists. Or with his various urban 
photos as well as photos of nature and mountains – particularly 


