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Cémlek | Pottery
Mayorka, ispanya | Mallorca, Spain

Giimiis jelatin baski | Gelatin silver print
1952, Unique, Vintage, 20x24,5 cm



Toledo Cémlegi | Toledan Pottery
Toledo, Ispanya | Toledo, Spain

Gumts jelatin bask: | Gelatin silver print
1952, Unique, Vintage, 19,525 cm



Bir ispanyol Ditkkaninin Rafindan | From the Shelves of a Spanish Shop
Toledo, ispanya | Toledo, Spain

Giimiis jelatin baski | Gelatin silver print
1952, Unique, Vintage, 20x24 cm



Tipik Bir Hediyelik Egya Diikkani | A Typical Souvenir Shop
Valensiya, ispanya | Valencia, Spain

Giimiis jelatin baski | Gelatin silver print
1952, Unique, Vintage, 20x25 cm



Isimsiz | Untitled
Antalya

Giimiis jelatin baski | Gelatin silver print
1955, Unique, Vintage, 24x18 cm
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isimsiz | Untitled

Side, Antalya

Giimts jelatin bask | Gelatin silver print
1955, Unique, Vintage, 24x18 cm



Galleria Degli Uffuzi
Floransa, italya | Florence, Italy

Giimiis jelatin baski | Gelatin silver print
1952, Unique, Vintage, 27,5%24 cm



isimsiz | Untitled
Alanya, Antalya

Giimiis jelatin baski | Gelatin silver print
1955, Unique, Vintage, Polyptyque, 2418 cm






Richmond Park
Londra, ingiltere | London, England

Giimiis jelatin baski | Gelatin silver print
1952, Unique, Vintage, 24,5x29 cm



The Raven of the Castle
Lizbon, Portekiz | Lisbon, Portugal

Giimiis jelatin baski | Gelatin silver print
1952, Unique, Vintage, 25x20 cm



isimsiz | Untitled
Anadolu | Anatolia

Giimts jelatin bask | Gelatin silver print
1955-1957, Unique, Vintage, 24x18 cm



Deniz Tlurker

YILDIZ MORAN VE
REDDIN ARSIV
YILDIZ MORAN AND

THE ARCHIVE OF REJECTION

Hazirlanmakta olan Moran biyografisinin iskeleti
niteligini tasiyan bu metin!, en basit tanimiyla, sanat¢inin
1950’lerdeki fotograf pratiginden bélimleri, kendi
arsivlerinde yer alan htikUmler araciligiyla bir baglama
oturtma girisimi. Bu arsivler her ne kadar kisisel

olsa da ve Moran’in karakterine dair aciklayici bir

rol oynadiklari varsayilsa da -ki gercekten de Moran
tarafindan saklanmis ve daha sonra oglu Olgun Arun
tarafindan titizlik ve sadakatle muhafaza edilmisler-
tam anlamiyla eksiksiz olduklari séylenemez: ‘Vintage’
baskilarin negatif karsiliklari her zaman mevcut degil,
arkadaslarindan ve tanidiklarindan gelen provokatif
mektuplar, dogal olarak, yalnizca Moran’in yanitlarini
ve isteklerini ima ediyor. Fakat tim eksik negatiflere ve
sanatcinin artik kaybolmus cesitli fotograf projelerine
ragmen Moran’in faal bakisinin harikulade Grind olan
fotograf arsivi, tim zenginligini ve heyecan vericiligini
korumakta. Mektuplar, yasadigi dénemde actigi
sergiler Uzerine yazilmis gazete kupdUrleri, kartpostallar
ve yayinlanmis fotograflardan olusan mevcut metin
arsivinin siniflandirici tonu, aslinda sanatsal iradenin
muhalif bir sekilde korunmasina isaret ediyor. Sonucta
Moran, saklamak istedigi belgeleri digerlerinin
arasindan secerek bir nevi kendi arsivsel temsilinin
klratérliguna Gstleniyor. Bu yazilarda, dinya capindaki
sergilerden bir dizi redde ya da eserleri yanlis anlayan
(pek de sasirtici olmayan sekilde erkek elestirmenlerden
gelen) elestirilere rastlamak epey mimkun: Mevcut
akademik calismalar, hayal edilmis hGzUnll hikayeler
Uzerine insa edilerek ticari basarisizliga ve terk etmeye
dair duygusal bir anlatinin icadina zemin hazirliyor.

I Bu katalog metninin bir versiyonu, Yildiz Moranin
fotograflarindan olusan Gélgenin Nezaketi bagh@iyla, ilk Galeri Nev sergisinin
kapanisg tarihi olan 12 Aralik 2022'de, galeri konugmasi seklinde sunulmustur.

This text is the skeleton of a Moran biography in the
works.'In the most straightforward of ways, it is an
attempt to write out the on-going sentimentality
attached to her historiography by contextualizing
episodes in the artist’s photographic practice through
the provisions of her own archives. No matter how
personal therefore presumed to be most revealing
about her personhood these archives are—and indeed
they were retained by Moran and later meticulously and
faithfully maintained by her son, Olgun Arun—they, too,
are incomplete: vintage prints occasionally do not find
their corresponding negative imprints, or provocative
letters from friends and acquaintances naturally

only imply Moran’s responses and solicitations.
Regardless of missing negatives and various now-lost
photo-centric projects that the artist undertook, the
photographic archive, the wondrous products of her
active looking, is rich and bewildering. The taxonomic
tone of the extant textual archive—that of letters,
newspaper clippings on her exhibitions during her
lifetime, postcards, and published photographs—is
one of a defiant preservation of artistic will. After

all, Moran selected items she wanted to keep over
others; she curated her own archival representation.

It is easy to read in them a collated set of rejections
(from global exhibitions, for instance) or reviews
badly misrepresenting her work (unsurprisingly here
from male critics); the extant scholarship has built on
this imagined and compounded sob-story, and has
invented a sentimental narrative of commercial failure
and giving up.

I A version of this catalogue text was presented as gallery talk on
the closing date, December 12, 2022, of the first Galeri Nev exhibition on Yildiz

Moran’s photographs, entitled Gélgenin Nezaketi (Kindness of the Shadow).



Bu metin, esasen Moran’in tarih yazimina
atfedilmis, sGregelen duygusalligi ortadan kaldirmaya
yoénelik bir girisim. Moran’in sanatina dair reddedilmeler
ve yanlis yorumlamalar arsivi tutma aliskanliginin
meydan okuyan tarafi, kendi sanatina duydugu gltven,
yeteneklerini anlayip tesvik edenlerden aldigi destek,
teknigiyle ilgili tartismalar (‘evrensel bir konu nedir?’
diye sik stk distnUrd() ve 6zellikle savas sonrasi
Turkiye’sinde her zaman cok pahali ve erisimi zor
olan fotograf ekipmaniyla malzemeleridir. Fotograf
makinesini bir kenara birakmamis olsaydi neler
yapabilecegdinin yasini tutmak, burada uzun uzadiya
tartismak istedigim bir konu degdil; onun yerine, bir
sanatc¢i olarak strekli mizakere ettigi seyi, kendi
arsivinden yola ¢ikarak gérinur kilmak istiyorum. Her ne
kadar mevcut arastirmalar onu tek basina cabalayan ve
basarisizliga ugrayan bir kadin sanatci gibi gdsterse de,
aslinda Moran’in profesyonel diinyas! da kisisel diinyasi
gibi kalabalik ve karmasikti. Evet, arkadas arardi, ancak
karakterini en iyi yansitan seylerden biri kendisinin
de ¢evresindekiler tarafindan bir arkadas, akil hocasi,
sirdas ve anne olarak ¢cokca aranmasiydi; arsivin mektup
bolimU bunu oldukga basaril sekilde ortaya koyuyor.

What is defiant in Moran’s habit of keeping an
archive of rejections and misinterpretations is her
trust in her own artistry, the support she garnered
from those that understood and encouraged her
talent, her contestations with her technique (what
was a universal subject, she often pondered) as well
as her photographic equipment and materials (always
very expensive and hard to obtain in postwar Turkey).
Lamenting what she could have done had she not
put away her camera is not a position that | intend
to prolong here, but rather highlight from within the
archive what she was constantly negotiating as an
artist. The extant scholarship also presents her as a
woman artist striving and failing alone. On the contrary,
Moran’s personal and professional worlds were
crowded. She sought company, but most reflective of
her character, she was profoundly sought after as a
friend, mentor, confidante, and mother; the epistolary
segment of her archive is triumphant in exposing
especially that.
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FAMILY

Arsivdeki aile fotograflarindan biri, Moran’in zaman
icinde bicimlenisini ¢ok iyi anlatiyor: K¢k bir kiz
cocugu -muhtemelen ablasi inci- basinda kocaman
bir fiyonk ve kucaginda oyuncak bir kara kediyle,
erken Cumhuriyet’in sabik Pan-Turkc¢l ideologu ve
annesi Nemide’nin kayinbiraderi olan Yusuf Akcura’nin
(6.1935) yadigari empresyonist bir portrenin altinda,
divanda oturuyor. [Fig. 3] Nemide, Osmanli asker
mektebi kdkenli deneyimli bir blrokratla, Turkiye
Cumbhuriyeti’nin ilk Tarkce-ingilizce sézllk yazari olarak
taninan Ahmet Vahid Moran ile evlenecek. Babasinin
sdzcUklerin dinyasina ve farkli dil yapilarina duydugu
derin ilgi, Yildiz’in daha sonra ingilizce yazmasinin,
babasinin yaygin olarak kullanilan s6zIGgunU
glincellemesinin ve profesyonel bir cevirmen olarak
gecimini saglamasinin baslica sebebi olacak.

Boyle varlikli entelektlUellerden olusan ailenin,
Tlarkiye Cumhuriyeti’nin poster aileleri Gzerine yakin
bir calisma icin epey elverisli oldugunu séylemek
mUmkldn: Nemide’nin ablasi Mifide (daha sonra
Mufide Ferit Tek olarak anildi), Fransiz egitimi almis bir
doktor olmasinin yani sira, Turkiye’de kadin haklarini
ilk savunan erken dénem milliyetci feministlerdendi.
Yusuf Akcura’ya danisarak kaleme aldigir Aydemir
(1918) basta olmak Uzere, Carlik Rusya’si rejiminde
yasayan Turklerin micadelelerini konu edinen ve
bircok agidan Akgura’nin kurgulanmis biyografisi
niteligini tastyan Turanci romanlar yazdi. MUfide’nin
kizi ve Yildiz’in kuzeni Emel Esin, Anadolu ve Orta
Asya’da islam &ncesi ve sonrasi Tlrk sanati Gizerine
oncl calismalara imza atmis UnlU bir sanat tarihgisi
olmayi basardi. Pan-TUrkcU ve Pan-Turanist kaliplar,
bu genis ve nidfuzlu ailenin sofra sohbetlerinin blylk
boIUmMUNG olustururdu; fakat Yildiz’i sanat ve sanat
tarihine dair yorumcu ve evrensel bir yaklasimla

One of the family photographs in the archive is
singularly telling about Moran’s formation. A little girl
-probably her older sister inci—with an oversized bow
on her head and a toy black cat on her lap sits on a
divan below a large commemorative, impressionist
portrait of Yusuf Akcura (d. 1935), the early-Republic’s
erstwhile pan-Turkist ideologue, who happened to be
the brother-in-law of her mother, Nemide.

[Fig. 31 Nemide would marry Ahmet Vahid Moran, a
seasoned bureaucrat with an Ottoman military school
background, best known as the first Turkish-English
lexicographer of the Turkish Republic. The exactitude
with which Yildiz would later write in English, update
her father’s widely used dictionary, and make ends
meet as a professional translator all have to do with
her father’s more than amateur interest in the world of
words and structures of languages.

This affluent family of intellectuals could easily
make for a close study of Turkish Republic’s poster
families. Nemide’s older sister Mifide (later MUfide
Ferit Tek), was a French-trained physician and early-
nationalist feminist, who was among the first to
advocate the rights of Turkish womanhood. She also
authored Turanist novels such as Aydemir (1918) in
consultation with Yusuf Akcura, which was based on
the strife of Turks living under Tsarist Russia—in many
ways it was a fictionalized biography of Akgura himself.
MUfide’s daughter and Yildiz’s cousin Emel Esin would
become a renowned art historian, who left behind
pioneering studies of pre-as well as post-Islamized
Turkic art across Anatolia and Central Asia. While a pan-
Turkish, pan-Turanist model constituted a large part
of the table conversations of this illustrious extended
family, a hermeneutic, universalized approach to art
and its history was introduced to Yildiz by her uncle
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tanistiran kisi, istanbul Universitesi’nde sanat tarihi
profesdérligu yapan ve estetik felsefesine yogunlasan
dayisi Mazhar Sevket ipsiroglu’ydu. ipsiroglu, eski
6grencisi Yuksel Arslan’a yaptidina benzer sekilde,
ergenlik cagindaki yedeninin sanatsal egilimlerini
“kesfetti”; ona ilk Rolleiflex fotograf makinasini hediye
etti, Gniversiteden bir ekiple Anadolu uygarliklarini gin
ylUzUne ¢ikarma godrevine giderken Moran’i da yanina
aldi. Bu ekipte, Moran’in dinyasina Azra Erhat, Cevat
Sakir, Yavuz Abadan ve daha pek ¢ok kisiyi katacak
olan ¢cok yonlU akademisyen, cevirmen, film yapimcisi
ve halkbilimci Sabahattin EyUboglu da vardi. Yildiz’'in
-6zellikle Anadolu séz konusu oldugunda- kendine 6zgU
fotografik duyarhliklarini tam anlamiyla kavrayabilmek
icin, etrafini saran, gézline yardim ve rehberlik

eden Turancilarin, Turk milliyetcilerinin ve Hegelci
(Heideggerci) estetiklerin etkisini dikkate almak gerekir.

Mazhar Sevket ipsiroglu, the philosopher of aesthetics
and professor of art history at the Istanbul University.

It was ipsiroglu who “discovered” his teenage niece’s
artistic inclinations (akin to his discovery story of his
student and artist YUksel Arslan), gifted her the first
Rolleiflex camera, and took her along his quest to
unearth Anatolian civilizations with a crew from the
university. This crew also included Sabahattin Eylboglu,
a multi-dimensional scholar, translator, film producer,
and folklorist, who would also bring in Azra Erhat, Cevat
Sakir, Yavuz Abadan and others into Moran’s world.

To fully understand Yildiz’s particular photographic
sensibilities, especially when she cast her glance at
Anatolian subjects, one needs to weave in the Turanists,
Turkish nationalists, and Hegelian (and Heidegerrian)
aesthetes that surrounded her, aided and guided her
eye.
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KADINLAR

WOMEN

Moran ailesine ait efemeralar arasinda, Nemide ve
Ahmet Vahid’in, savaslar arasi ingilteresinin Alman
sosyete fotografcisi Carl Vandyk tarafindan, hem
birlikte hem de ayri ayri cekilmis heykelsi digun
fotograflari da mevcut. Nemide, karanlik bir fonun
o6nlnde, 20’li yillarin alametifarikasi olan kit saclariyla,
modern bir karyatit gibi profilden poz vermis.
[Fig. 4-5] (ikinci evliligini yapan ve gelininden cok daha
yasli olan Vahid, Kemalist entelektUellerle 6zdeslesen
basik astragan sapkalardan takmis). Nemide’nin 1928
vilinda, izmir'deki evinde otururken cekilmis ilgin¢ bir
fotografi daha var; elinde tuttugu oyuncak bebekle hi¢
gulimsemeden, dogrudan objektife bakiyor. [Fig. 6]
Fotograflar, Moran ailesinde 6zel bir yere
sahipti, cinkld 6nemli olaylarin anisini saklamak Uzere
cekilmislerdi. Hayati boyunca bir fotograf éznesi olmay!
deneyimleyen Nemide, ileriki yaslarinda, Yildiz’'in portre
fotografciligi denemelerine dair de fikirlerini paylasti
ve kizinin sectigi meslegi desteklemeyi arzuladi.
Londra’daki kizina yazdigi bir mektupta, Moran’in
iki blytk kardesi inci ve Tosun’u cektigi bir grup
fotograf Gzerine elestirilerini dile getiren Nemide, bu
fotograflar araciligiyla, cocuklarinin neden olduklari
gibi olduklarina dair sanstrstz goérisini aktariyor.
Bu, kizinin sanatini tesvik etmekle ilk isleri karsisinda
hayal kirikligina ugramak arasinda gidip gelen, ayni
anda hem sevgi dolu hem de acimasiz bir mektup.
Nemide, inci’nin patavatsiz pozlarindan (“Anormal
basi havada olan bUtln blst onu hi¢c sevmedim”)
o6zellikle rahatsiz oluyor, hatta Yildiz’'i ablasi tarafindan
basitce manipule edildigi gerekcesiyle azarliyor
-modelin sinir bozucu satasmalari, fotograf¢cinin
6znesi Gzerindeki kontrolinU kaybetmesine neden
olur, Yildiz'in bir zamanlar akil hocasi ve Londra’daki

Moran family ephemera contains statuesque wedding
photographs of Nemide and Ahmet Vahid, both
together and separate, which were taken by Carl
Vandyk, the German society photographer of interwar
England. Like a modern Caryatid, Nemide is in profile
view donning the 20s trademark bob, against a dark
backdrop. [Fig. 4-5] (Vahid, entering his second
marriage and much older than his bride, wears the low
astrakhan hat associated with Kemalist intellectuals.)
There is another, stranger photograph of Nemide from
1928, seated in her home in Izmir, where she is looking
at the camera, no smiles, while holding a female doll.
[Fig. 6]

Photographs had an important place in the Moran
household because they commemorated important
occasions. With experience throughout her life as
a photographic subject, in her later years, Nemide
wanted to support her daughter’s chosen profession
by offering her reflections on Yildiz’s photographic
trials in family portraiture. In a letter to her daughter
in London, Nemide offers her critique on a batch of
photographs of the two older Moran siblings, inci and
Tosun. Nemide reads through these photographs her
uncensored view on why her children turned out the
way they did. The letter is both loving and cruel, one
that wavers between encouragement of her daughter’s
art and disappointment over its early results. Nemide
is particularly irked by inci’s indiscrete poses (“The
complete bust with her head extremely high”), chides
Yildiz for being easily manipulated by her older sister—
the sitter’s disconcerting badinage would cause the
photographer to lose control over her subject, which
John Vickers, Yildiz’'s one-time mentor and pre-
eminent photographer of the Old Vic in London, also



Old Vic’in 6nde gelen fotografcisi John Vickers da bu
durumdan son derece nefret edenlerden." [Sayfa 42]
Yildiz’'in Vickers’'in stidyosundaki staji sona erdiginde
Nemide, Vickers’tan kizinin istanbul’da kendi ayaklari
Ustinde durmaya hazir olduguna dair kanit istiyor.
Vickers’in 1952 yazinda Nemide’ye “[Yildiz] tutkusunu
Ustlenecektir, ki anladigim kadariyla bu sayede, portre
fotografciligi konusunda memleketinde bir 6ncl
olacak” diyerek kaleme aldigi glivence mektubu da
arsivde yerini aliyor. Vickers, mektubun devaminda
ekliyor: “Kendine yasamak icin bir daire veya stidyo
niyetine kullanabilecegdi élctide genis odali bir mekan
edinirse, arkadaslarini ve tanidiklarini fotograf
cektirmeye davet edecektir ve bdylece, isin kisisel
olmasi gereken ve alisilmis yollarla ‘6gretilemeyecek’
yonlerini kendi kendine 6Jrenebilecektir.”"

Yildiz, Vickers’in tarifine uygun mekani, 1955
yilinda Beyodlu’nda, Kallavi Sokak no:20’de, Adalet
Cimcoz, Sabahattin Eyltboglu ve Orhan Veli tarafindan
bes yil 6nce kurulan kiclUk ama hareketli Maya Sanat
Galerisi’nin hemen Ustlnde buldu. Tasindigi siralarda
temelli kapanan Maya’da islerini sergileme firsati
olmadi. Sonradan arkasinda tek bir fotograf birakacagdi
stidyosunu kullanmaya basladidi ilk glnlerde, sokagin
hemen kosesinde hikimet destekli Yunan karsiti
siddetli ayaklanmalar bas gdsterdi. TiUm bunlara ragmen
Yildiz, Vickers’in tavsiyesine uydu ve stlidyosunda
sUrekli arkadaslarini, tanidiklarini agirlayarak portre
konusundaki becerilerini gelistirmeye basladi. istanbul’un
birbirine son derece kenetlenmis entelektlel cevresi

I John Vickers, “Photography in the Amateur Theatre,” Drama 17
(Yaz, 1950), 20.

111 John Vickers’tan Nemide Moran’a, 24 Haziran 1952.

Fig. 4,56

deeply abhorred." [Page 42] When Yildiz’s internship
in Vickers’s studio ended, Nemide needed proof from
Vickers that her daughter was ready to start off on her
own in Istanbul. The archive retains that letter from
Vickers to Nemide written in Summer 1952 assuring
her that “[Yildiz] could undertake this ambition which |
understand would make her a pioneer in fine portraiture
at home.” He added that if she “were to take as a place
to live, a flat or premises with one room large enough
to be treated as a studio, she could invite friends and
acquittances to be photographed and thereby learn
for herself those aspects of the work which must be
personal and cannot be ‘taught’ in the ordinary way.
Yildiz found just the place on 1955 in Beyodlu, on
Kallavi Sokak no:20 right above the tiny but bustling
Maya Art Gallery, founded five years ago by Adalet
Cimcoz, Sabahattin Eytboglu and Orhan Veli. She never
had a chance to exhibit her work in Maya, which closed
for good around the time of her move. The government-
backed, vicious anti-Greek riots took place around
the corner from her studio (about which she would
leave behind a single photograph) around the time she
started using it. Nevertheless, she followed Vickers’s
advice and started to hone her skills in portraiture by
hosting a steady stream of friends and acquittances
in her studio; Istanbul’s incredibly close-knit network
of public intellectuals sat in front of her camera; one-
time movers and shakers of the mythologized gallery
downstairs, humanist scholars, theater impresarios,
musicians, and even politicians.

211

I John Vickers, “Photography in the Amateur Theatre,” Drama 17
(Summer, 1950), 20.

111 John Vickers to Nemide Moran, June 24, 1952.
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Fig.7

Moran’in kamerasinin karsisina gecti; alt kattaki efsanevi
galerinin duayenleri, himanist akademisyenler, tiyatro
produktorleri, mizisyenler ve hatta politikacilar. Yildiz,
bir réportajinda, gbérdigl en iyi portre fotografcisinin,
mesledi -kendisi de Ermeni bir gé¢cmen olan- Bostonlu
John Garo’nun yaninda égrenen Ermeni sanatci
Yusuf Kars (Kanadali Kars) oldugunu séylemisti."V
Kars belki de en cok Winston Churchill portreleriyle
taninsa da, Moran’in, seramik sanatcisi Flreya Koral’l
cObmlekgi ¢carkinda, devasa bir pencerenin 6ninde isinin
basinda, profilden poz verirken resmettigi portresi,
Kars’'in 1956’da cektigi Georgia O’Keefe portresini
animsatiyor. Kars’in Amerikali sanatglyi profilden
resmettigi portresinde de ayni sakinlik hissi hakim; bir
el, Koral’in kilinin yerine, bir aga¢ kabugunu oksuyor.
Moran, modelinin nasil fotograflanmak
istedigini fazlasiyla i¢sellestirmis bir sanatci. Meshur
Adalet Cimcoz serisi, Moran’in, portrelerini tiyatro
performanslari 6ncesi yapilan fotograf cagrilarindaki
karakter ¢alismalari gibi géorddgint anlamak icin
iyi bir 8rnek. Yildiz’in istanbul’daki stiidyosunda
uyguladigi taktiklerin ortaya cikmasinda, Vickers’in
danismanhgi kilit rol oynuyor. Vickers, tiyatro
sanatcilarini ve performanslari fotograflamakla ilgili
bircok makalesinden birinde sdyle diyor: “Bir fotograf
cagdrisi cok 6zel bir gdsteridir... iki kisilik bir izleyici
kitlesi, siz ve kameraniz”¥ ilerleyen yillarda annesinin
portre calismalarini yaptiginda Moran, Nemide’yi tam
da Vandyk tarafindan fotograflandigi bicimde, profilden
ve metanetle, tipki bir kameo gibi resmediyor. [Fig. 7]
Moran’in koleksiyonundaki en samimi mektuplar,
Bloomsbury’de ayni pansiyonda kaldiklari dénemde

v Yiiksel Séylemez, “San’at aleminde: Kapanmiyacak Bir Sergi,” Son
Saat, 6 Mart 1955, 4.

A% Vickers, “Photography in the Amateur Theatre,” 20.

She once said in an interview that the best portrait
photographer was Yousuf Karsh (“the Canadian
Karsh”), the Armenian artist who learned his trade
under the Boston-based John Garo, an older Armenian
émigré. VThough Karsh is perhaps best known for
this portraits of Winston Churchill, Moran’s portrait of
the ceramic artist Flreya Koral in profile view on the
pottery wheel, her hands in action, posing in front of
an enormous window, is most reminiscent of Karsh’s
1956 portrait of Georgia O’Keefe. Karsh’s portrait of the
American artist also presents the sitter in profile, the
same sense of calm pervades the space, one hand is
feeling the tree bark, in place of Koral’s clay.

Moran wonderfully internalized the ways in which
her sitters wanted to be photographed. Her better
known Adalet Cimcoz series is exemplary of the way
she saw her portraits as character studies in a theater’s
pre-performance photo-call. Vickers’s mentorship was
key in unpacking the tactics in operation in her own
Istanbul studio. “A photo-call is a very special show...
with an audience of two, you and your camera,” advises
Vickers in one of his many articles on photographing
theater performers and performances.Y When Moran
made portrait studies of her mother in her later years,
she presented Nemide exactly the way in which she
was photographed by Vandyk, in profile and stoic, like a
cameo. [Fig. 7]

In Moran’s collection of letters, the most intimate
ones are from her friend Sue Cook (later Fairfield), an
impassioned woman of Javanese and Maltese heritage
(with both professional and familial links to Delhi as an
only recently collapsed British Raj) from their time living

v Yiiksel Séylemez, “San’at aleminde: Kapanmiyacak Bir Sergi,” Son
Saat, March 6, 1955, 4.

v Vickers, “Photography in the Amateur Theatre,” 20.



tanistigil, Cava ve Malta kékenli (yakin zamanda
yikilan ingiliz Raj’i Delhi ile hem profesyonel hem de
ailevi baglari bulunan) coskulu arkadasi Sue Cook’un
(daha sonra Farfield olarak anildi) yolladiklari. Sue,
mektuplarinda iliskiler, ask, sevgililer, cok eslilik,
evlilik, etik ve bosanma, kayinvalidesinin dinyeviligi,
isten duyulan hosnutsuzluk, ortak arkadaslarla ilgili
sanslrslz son gelismeler, Moran’in ézverili arkadashgi,
irk Gzerine dusunceleri (Batili olmanin aksine Asyali
olmak) hakkinda detayl bilgiler veriyor. Moran’in
Sue’yu cektigi portreler, Sue’nun cepheden verdigi
pozlardaki yogunluk, dogrudan objektife yonelttigi
bakislari ve samimi gtulimsemesi dikkate alindiginda,
annesinin fotografik temsillerinin kasith karsitlari gibi
gérinlyor. [Fig. 8] Sue gibi kadinlar, Moran’i cektigi
fotograflarda cesurca oyunbaz olmaya tesvik ediyor;
asagida tartisilan balonlu bacaklar buna birer érnek
olarak dusunulebilir. “Nietzsche de Roma cesmelerini
severdi” baslikli, (erkek) heykelsi Roma ¢cesmelerinin
inkar edilemez derecede erotik, suyla islatiimis
fotograflarindan olusan bir dizi fotografa sebep
Moran’in zeki oyunbazligindan baska ne olabilir?

Fig.8

in the same Bloomsbury boarding house. Sue lavishes
details on affairs, on love, lovers, polygamy, marriage,
morality, and divorce, on the mundanity of her in-laws,
on discontentment with work, on uncensored updates
about mutual friends, on Moran’s devoted friendship, on
race (that of being “Asiatic” as opposed to “Western”).
Moran’s portraits of Sue are deliberate opposites of

her mother’s photographic representations with the
intensity of Sue’s frontal pose, the directness of her
gaze, and frankness of her smile. [Fig. 81 Women like
Sue encouraged Moran to be boldly playful in her
photographs, legs with balloons discussed below is one
such example. What else but Moran’s smart friskiness
engender a set of undeniably erotic, water-drenched
photographs of (male) sculptural Roman fountains titled
“Nietzsche also liked Roman fountains.”
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SINIRLAR
BORDERS

Turkiye Cumhuriyeti’nin kurulusunu takip eden
on yil icinde ortaya ¢ikan devletin pihtilasmis
cografyasi olarak Anadolu, hem devlet gorevlileri
hem de yerli ve yabanci maceraperestler (Albert
Gabriel ve Josephine Powell bunlardan birkacidir)
tarafindan gezildi, belgelendi, tarihsellestirildi,
toplandi ve tasvir edildi. Anadolu kesiflerinin belki
de en bilinenleri, 1933-1937 yillari arasinda “Yurt
Gezileri” adi altinda devlet tarafindan finanse
edilen sanatcilar tarafindan Ustlenildi.V' Her yil,
devletin glzel sanatlar akademilerinden cogunlugu
erkek olan yaklasik on sanatci, ulusun halklarini,
cografyasini ve yerlesim alanlarini temsil etmek UGzere
6nceden belirlenmis bolgelere génderiliyordu. Bu
sanatgilarin ortaya koyduklari eserler, daha sonra
devlet muzesi koleksiyonlarini olusturacak ve blyuk
sehirlerde yasayanlara sergilenecekti. ideolojik
olarak bu girisim, kdy enstitllerinin kurulmasinin
yani sira, Anadolu mirasinin kesimlerine dogrudan
hitap eden Greko-Romen edebiyati da dahil olmak
Uzere, dUnya edebiyatini TUrk vatandaslarinin ¢cok
daha genis bir kusagdi icin erisilebilir hale getirmeyi
amaclayan devasa bir edebi ceviri projesiyle
birlesti. Devlet destekli bu kalkinma/medeniyet
projelerinin tarihini siyasilestirmek adina cok sey
yazilmis olsa da, birbiriyle baglantili bu girisimlerin
her biri tam anlamiyla entelektlellestirilmis dedil.
Ufuklar (daha sonra Yeni Ufuklar ismini aldr)
dergisinde, ulusal himanizma kavramini ilk formule
edenlerden biri olan genc girisimci ve Uretken ingiliz
akademisyen Orhan Burian (6. 1953), llkenin c¢esitli
yerlerine tek basina geziler dlzenledi, bu geziler
hakkinda yazdi ve c¢izdi. Bu provasiz geziler, Cevat
Sakir’in Anadolu Himanistleri adi altinda bir grup
arkadaslyla birlikte yaptigr mavi yolculuklarda karsiligini

VI Bu gezilerle ilgili bir¢cok yayin arasinda bkz. Amelie Edgt, Yurt
Gezilerive Yurt Resimleri (Istanbul: Milli Reastirans, 1998); Burcu Pelvanoglu,
“Cumhuriyet Ideolojisi ve Yurt Gezileri”, Mimar Sinan Universitesi Fen
Edebiyat Fakiiltesi Dergisi 5 (2006): 155-163

Within a decade of the Turkish Republic’s founding,
Anatolia as the newly congealed geography of the
nascent state was traversed, documented, historicized,
collected, and depicted both by state agents, as well
as adventurous individuals, local and foreign (Albert
Gabriel and Josephine Powell, to cite a few). Perhaps
the most well-known of the Anatolian discoveries were
undertaken by artists, financed by the state under
banner of “Country Tours” (yurt gezileri) between
1933-1937.V' Every year approximately ten, mostly male
artists from the state’s fine arts academies, were sent
to predesignated regions to represent the peoples,
geographies, and sites of the nation. Their works would
then constitute the state museum collections and be
exhibited to inhabitants of big cities. Ideologically,
this initiative coalesced with the founding of village
educational institutes (k6y enstitdleri) as well as
the Herculean literary translation project to make
global literature, including but not limited to Greco-
Roman literature which spoke directly to segments
of the Anatolian heritage, accessible to a much
larger swathe of Turkish citizenry. While much has
been written to politicize the history of these state-
endorsed developmental/civilizational projects, each
of these interlinked initiatives have not been fully
intellectualized.

Orhan Burian (d. 1953), a young, enterprising,
and prolific scholar of English and one of the first to
formulate the notion of a national humanism in his
journal Ufuklar (Horizons, later New Horizons), would
undertake solo trips to various parts of the country,
sketch and write about them. These unrehearsed trips
found their corollary in Cevat Sakir’s blue voyages
along with his friends, loosely constituting a group
called the Anatolian Humanists. They, too, relayed their

VI Among many publications on these trips, see Amelie Edgti, Yurt
Gezilerive Yurt Resimleri (Istanbul: Milli Reastirans, 1998); Burcu Pelvanoglu,
“Cumhuriyet Ideolojisi ve Yurt Gezileri,” Mimar Sinan Universitesi Fen

Edebiyat Fakiiltesi Dergisi 5 (2006): 155-163.



buldu. Onlar da Ege deneyimlerini Burian’in gdnliGgundn
sayfalarina aktardilar. Muhsin Ertugrul’un oyunlarinin
yorulmak bilmez ¢cevirmenligini Gstlenmesinin yani
sira bir edebiyatci da olan Burian’in kdy romani yazma
egilimi hakkindaki distnceleri gogunlukla séylemseldi.
Amerika Birlesik Devletleri’nin dogusundaki kentli
yazarlarin, batidaki konu ve mekanlari ele alis biciminde
tespit ettigi yeni-dncltlige ‘sinir edebiyati’ adini verdiV"
Ardindan, Anadolu’nun ge¢cmisinin ve buglUninln artik
sadece romancilar tarafindan degil, cografyacilar, sanat
tarihcileri, sanatcilar, ozanlar ve hekimler tarafindan da
sorgulaniyor olusunun hizi ve éfkesinin, kendi basina bir
Tark sinir edebiyati biriktirme araci oldugunu éne surdu.
ipsiroglu, Eylboglu, harika kameramanlari Aziz
Albek, zaman zaman Adnan Benk (Fransiz edebiyati
profesodrlu ve elestirmeni) ve Ruhi Su (besteci), cesitli
yabanci katilimcilar ve heniiz cok genc olan Yildiz'in
50’li yillarda Tarkiye’nin dért bir yanina yaptiklari
organize belgesel gezileri, Burian’in sinir edebiyatinin
disiplinlerarasi ve multimedya érneklerini olusturdu.
istanbul Universitesi Edebiyat Fakultesi’nin sagladigi
imkanlarla gerceklestirilen bu geziler, cesitli akademik
yayinlarin yani sira Hitit GUnesi (1956), Ahtamar (1959)
ve Karanliktaki Renkler (1959) gibi uluslararasi Gne
sahip belgesellerle sonuglandi. Ayni zamanda Universite
bUnyesinde bir film merkezi kurma sUrecinde olan bu
ekip, Anadolu’nun bircok “uygarligi” Gzerine benzer kisa
belgeseller cekmeye devam edecekti.V"" Bu vesileyle
Moran, ¢cok uzak mesafelere seyahat etti ve aralarinda
Van ve Kars’in da bulundugu, yakin tarihte akil almaz
siddet olaylarina sahne olmus yerlere giderek cokca

VII Orhan Burian, “Ozanlarimiz Ustiine (On Our Bards), 8limiinden
sonra yayinlanan deneme antolojisinde, Denemeler, Elestiriler (Istanbul: Can
Yayinlari, 1964), 83-88.

VIII Istanbul Universitesi Film Merkezi ve belgesellerine iligkin bagarili
bir genel bakis igin bkz. Muhammet Oytun Elagmaz, “Imaginations of the
Anatolian Landscape: The Films of Sabahattin Eyiiboglu”, Yiiksek lisans tezi,
Sabanci Universitesi, 2020; ayrica bkz. Cenk Demirkiran, Filmlerle Anadolu
Destant Yazmak (Istanbul: Derin Yayinlari, 2011).

Aegean experiences on the pages of Burian’s journal.
Principally a literary scholar (though a tireless translator
of plays of Muhsin Ertugrul’s productions), Burian was
thinking discursively about the fictional trend of writing
village novels. He called the neo-pioneerism that he
identified in the way that urban writers of the eastern
United States were handling subjects and sites in the
American West sinir edebiyati (“border literature”).V"
He then suggested that the speed and fury with which
Anatolia’s past and present was now queried, not only
by novelists, but geographers, art historians, artists,
bards, and physicians, was means of accumulating a
Turkish border literature in its own right.

In the trajectory of organized documentary
trips across Turkey, those undertaken in the 50s by
ipsiroglu, Eytboglu, their wonderful cameraman Aziz
Albek, occasionally Adnan Benk (French literature
professor and critic) and Ruhi Su (composer), various
foreign collaborators, and a very young Yildiz, became
the cross-disciplinary and multimedia examples of
Burian’s border literature. Istanbul University’s Faculty
of Arts and Letters facilitated these trips, which
resulted in a variety of scholarly publications as well
as internationally renowned documentaries including
but not limited to Hitit Ginesi (“The Hitite Sun,” 1956),
Ahtamar (1959), and Karanliktaki Renkler (“Colors in
the Dark,” 1959). The team was also in the process of
setting up a film institute within the university, which
would continue to make similar documentary shorts on
the many “civilizations” of Anatolia.¥"" Moran traveled
far and wide and photographed prolifically alongside

VII Orhan Burian, “Ozanlarimiz Ustiine” (On Our Bards), in his

posthumous anthology of essays, Denemeler, Elestiriler (Istanbul: Can

Yayinlari, 1964), 83-88.

VIII For an accomplished overview of Istanbul University’s Film Center
and its documentaries, see Muhammet Oytun Elagmaz, “Imaginations of the
Anatolian Landscape: The Films of Sabahattin Eyiiboglu,” Master’s thesis,
Sabanci University, 2020; also see, Cenk Demirkiran, Filmlerle Anadolu
Destani Yazmak (Istanbul: Derin Yayinlari, 2011).
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Yildiz Moran
Kalamis, Kadikay, Istanbul

1950
Fotografc¢i bilinmiyor | Unknown photographer

fotograf cekti: Harabe halindeki anitlari, ylce ve vahsi
guzellikteki manzaralari, en mahrem ev ortamlarindaki
kadinlari ve cocuklari, rafya ve keceleri, yabani bitki
o6rtlsinl, glindelik nesneleri ve arkeolojik parcalari,
sergilenmek ve ayni zamanda Tlrkiye Uzerine akademik
yvayinlara katkida bulunmak amaciyla fotografladi.
Hareketli gérintlinin potansiyelinden ve Albek ve
digerleriyle yasadigi deneyimlerden ilham alan Moran,
50’li yillar boyunca sergiyle ilgili réoportajlarinda film
yapimcisl olma arzusunun da sinyallerini veriyordu.
Yildiz’in kitap raflarinda, film yapimciligina dair

o dénemden kalma pek ¢cok kitap bulunuyor.

Moran’in sinirlarla ilgili vizyonunu anlamak yogun

bir analiz gerektiriyor, ancak simdilik onun Anadolu
hUimanizmasi projesinin 6nemli fotografcilarindan

biri oldugunu soéylemek yeterli olacaktir.

Moran, istanbul Universitesi grubuyla yaptidi
seyahatlerden bir fotograf serisi olusturduktan sonra
yeni calismalarini istanbul ve Ankara’da sergilemeye
basladi. Anadolu sinirina iliskin vizyonlarinin Amerika
Birlesik Devletleri’nde izleyici bulacagini biliyordu.
Kendi gelecegdini saptama konusundaki kararliligiyla
MoMA’nin Fotograf Direktdéri Edward Steichen’a bir
mektup yazarak “Turkiye, Turk halki ve yasam bigimleri

Uzerine” bir portfolyo génderdi.”X [Fig. 1] Esi o dénemde
BM diplomatik misyonunda ve New York’ta gorev yapan

kuzeni Emel Esin, Streichen’in fotograflari gdérmesini
saglayacakti. Moran, Steichen’in “calismalari hakkinda
yetkin ve yapici elestiriler” yapmasini istiyordu;

clnk( Steichen, savas sonrasi hUmanist fotograf
uygulamalarini baslattigini iddia ettigi ve insanhgi
yasamdan 6lime dldnyanin dért bir yanindaki temsiller
araciligiyla yeniden birbirine baglayan 1955 tarihli

The Family of Man (insanlik Ailesi) adli sergisiyle artik
dlnya ¢apinda taniniyordu. Yaklasik sekiz ay sonra,
Ocak 1959’da, Steichen kisa, zaman zaman imla hatalari
iceren, cesaret kirici bir mektupla yanit verdi: [Fig. 2]

IX Yildiz Moran’dan Edward Steichen’e, 25 Haziran 1958.

this group and ventured into spaces that had seen
incomprehensible violence in recent history, among
them Van, and Kars. She photographed monuments
in ruin, landscapes of sublime and savage beauty,
women and children in their most intimate domestic
settings, raffia and felt, wild flora, quotidian objects,
and archaeological fragments with intention to exhibit,
but also to contribute to scholarly volumes on Turkey.
Inspired by the potential of the moving image and
her experiences with Albek and others, Moran, in her
exhibition-related interviews throughout the 50s, was
also signaling her desire to become a film producer.
Her bookshelves retain books from the time on movie
production. Moran’s border visions require intense
analysis, but for now it should suffice to argue that
she was one of the pioneering photographers of the
Anatolian humanist project.

After Moran had developed a set of photographs
from her travels with the Istanbul University group,
she started exhibiting her new work in Istanbul and
Ankara. She knew that her Anatolian border visions
merited audiences in the United States. With self-
determination, she penned a letter to Edward Steichen,
the Director of Photography at MoMA, enclosing a
portfolio of “material on Turkey, Turkish people and
their way of life.”* [Fig. 1] Her cousin Emel Esin, whose
husband was a part of the UN diplomatic mission at
the time and in New York, would ensure that Streichen
saw the photographs. Moran wanted Steichen to give
“authoritative and constructive criticism of [her] work,”
especially because he was now globally renowned
for his 1955 exhibition, entitled, The Family of Man,
which claimed to have instigated postwar humanistic
photographic practices to reconnect mankind through
representations from life to death across the world.
After about eight months, on January 1959, Steichen
responded with a brief, occasionally misspelled,
discouraging letter: [Fig. 2]

X Yildiz Moran to Edward Steichen, July 25, 1958.



Bu fotograflar teknik ve resimsel acidan ilging
olmakla birlikte, bir sergiyi hak etmeyecek kadar
glnUimuz fotografciliginin blyudk bir kisminin
standart kaliplarina uymaktadir. Bireysel olarak,
sanat eseri olarak, bir sanat araci olarak fotografin
itibarina pek bir sey katmadiklari distndlddaginde,
mlize standartlarina ulasmalarr mimkdn degil.

Sahip olduklari teknik degerlerin yani
sira, TUrkiye’nin topraklari ve insanlari
hakkinda daha derin ve nGfuz edici bir
anlayisa sahip olmalarini gerektirecektir.

...Calismalariniz yetenek ve ilgiyi ortaya
koyuyor, ancak basariya ulasmak icin
6nldnlzde uzun uzun ve zorlu bir yol var.X

Mektupta pek ¢cok konuda varsayimlarda
bulunuluyor; bunlardan en GzUlcU sekilde anlasiimaz
olani, Steichen’in “fotografin bir sanat araci olarak
itibarin1” olusturan belirli kosullar oldugunu 6ne
sirmesi. Moran’in, kendisinden yapici elestiri
istediginde, bunu paylasamayacak kadar amatér
oldugunu disiinmus. Ote yandan Steichen, 1955’teki
sergisine hepsi Amerikali olan sadece bir avuc
kadin fotografciyr dahil etmisti. Steichen, Moran’in
fotograflarindaki tarihsel ve ulusal 6zgulligu biraz fazla
bulduysa, bu, bu, Barthes, Berger ve Sekula’nin The
Family of Man’i (insanlik Ailesi) populist etnografik ve
estetik sdbmurgecilik olarak kinamalarinin da temelinde
yatan eksiklikten kaynaklaniyordu. Moran fotografcilik
yolunda ylrimeye devam etti ve ardinda Soguk
Savas Turkiye’sine dair panoramik bir arsiv birakti.x

X Edward Steichen’dan Yildiz Moran’a, 8 Ocak 1959.

X1 Roland Barthes, “The Great Family of Man,” Mythologies (New
York: Hill and Wang, 1972), 100-102; Allan Sekula, “The Traffic in Photographs,”
Art Journal 60, no: 2 (1981): 220-222.

While these photographs are technically
and pictorially interesting, they are too much in
the standard pattern of a great mass of present
day photography to warrent [sic] an exhibition.
Individually, as works of art, they do not achieve
museum standards in so far as they do not add
anything to the stature of photography as an art
medium.

In addition to the technical merits that
they have, they would require a deeper more
penetrating understanding of the land and the
people of Turkey.

..Your work reveals talent and interest, but you
have a long hard hard road ahead of you to reach
achievement.X

The letter is presumptive about many things,
the most frustratingly opaque one being Steichen
suggesting there were certain conditions, which made
up “the stature of photography as an art medium.” He
deemed Moran too much of an amateur to share them,
when she had asked him for constructive feedback.
Then again, he had included only a handful of women
photographers, all American, to his 1955 exhibition. If he
found a little too much historical and national specificity
in Moran’s photographs, it was the lack thereof that
Barthes, Berger, and Sekula’s based their eventual
denouncement of The Family of Man as populist
ethnography, and aesthetic colonialism. Moran, the
photographer, held course, and left behind a panoramic
archive of Cold War Turkey.”!

X Edward Steichen to Yildiz Moran, 8 January 1959.

X1 Roland Barthes, “The Great Family of Man,” Mythologies (New
York: Hill and Wang, 1972), 100-102; Allan Sekula, “The Traffic in Photographs,”
Art Journal 60, no: 2 (1981): 220-222.
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BACAKLAR
LEGS

Tarkiye’nin 50°li yillarinin aylik “fikir ve sanat”
dergilerinden biri olan Yenilik’in Ocak 1957 sayisinin

6n kapadi icin Moran’in dekor olarak balon kullandigi,
pointte duran bir balerinin bacaklarini gésteren
fotografi secildi. [Fig. 9] Buglnun izleyicisi i¢in bu pek
hafif bir gérintd degil, cinkd kadin vicudunu kasith
olarak kirpiyor ve dénem ic¢in inanilmaz derecede
normallestirilmis bir fetisi ima ediyor. Kompozisyon

bir dergi reklamini taklit ediyor fakat fotografta tam
olarak neyin indirimde oldugu belli degil: Terlikler mi?
Moran bu kareyi ve benzerlerini Londra’da bir fotograf
6grencisiyken ¢cektiginde muhtemelen farkli dokulari en
iyi nasil elde edebilecedi lUzerine calisiyordu; balonlarin
lastik parlakligina karsi bale ayakkabisinin sateni,
resimde paralel capraz cizgilerle isaretlemeyi andiran
file coraplar, daha 6nceki fotograflarinda ag Uzerindeki
kagit yarasalarla denedigi versiyonlar. [Fig. 10]

Modelleriyle arkadas oldugu kesindi;
stidyoda sakalasiyor ve sigaralar, kartlar, fistiklar
ve plaklar Gzerinden bag kuruyorlardi.

Ancak, 1957 yilinda bir dergi kapagdi olarak
sttun gibi bacaklar, ddnemin erkek sanatgilarini
baslik yapan bitisik sGtunlari goésteriyordu: Fazil
HUsnU Daglarca (Burian’in dedigi gibi sadece sair
degil, modernist-milliyet¢i bir “ozan”*"), Fikret
UrgUp (psikiyatrist, yazar, Sait Faik Abasiyanik’in
arkadas!), Ozdemir Asaf (sair, Moran’in aski), Ara
Guler (6nde gelen foto muhabiri) ve digerleri...

Ara sira kadin sanatcilara da yer veren bir derginin
Moran’in 1957°deki kapsamli fotograf koleksiyonu
arasindan bu kareyi secmesi Uzerine sdylenecek cok
sey var —Ara Guler’in Resat Nuri GUntekin ve Cemal
Ekrem Tolu portreleri, bu derginin entelektlel aidiyet
¢emberine isaret eden iki kudretli yazar. Necip Fazil
Kisaklrek’in kadin bacaklarina yazdigi alenen cinsel

XII Orhan Burian, “Ozanlarimiz Ustiine”, Denemeler, Elestiriler, 83-88.

The January 1957 issue of Yenilik (Novelty), one of the
many monthly “ideas and art” journals of Turkey’s 50s,
chose Moran’s photograph of the legs of a ballerina
on pointe with balloons as props.[Fig. 9] For today’s
viewer, it is not an easy image as it deliberately crops
the woman’s body, implying a fetish so incredibly
normalized for the period. The composition mimics

a magazine ad but without signaling what in the
photograph is exactly on sale: slippers? When

Moran took this photograph and analogous others

as a photography student in London, she was likely
practicing how best to achieve different textures, the
satin of the slippers against the rubbery sheen of the
balloons, the fishnets standing in for crosshatchings

in a painting, versions of which she attempted with
paper bats on netting in earlier photographs. [Fig. 10]
She was certainly friends with her models, there was
banter in the studio and bonding over cigarettes, cards,
peanuts and records.

However, as a journal cover in 1957, the columnar
legs were indexing the adjacent column headlining
the male artists of the era: Fazil HisnU Daglarca (a
modernist-nationalist “bard” not a mere poet, as
Burian calls him)*" Fikret Urglp (psychiatrist, writer,
friend to Sait Faik Abasiyanik), Ozdemir Asaf (poet,
Moran’s lover), Ara Gller (preeminent photojournalist)
among others. There is a lot to be said about a journal
that occasionally makes room for women artists
choosing this from among Moran’s diverse selection
of photographs in 1957—Ara Gller’s portraits of Resat
Nuri Glntekin and Cemal Ekrem Tolu, two towering
writers indicate the circle of intellectual belonging
for this journal. Necip Fazil Kisaklrek’s overtly sexual,
blatantly voyeuristic eulogy to women’s legs—a poem

XII Orhan Burian, “Ozanlarimiz Ustiine” (On Our Bards), in Denemeler,

Elestiriler, 83-88.



Fig.9 Fig. 10

ve pervasizca réntgenci methiye -islamci olduktan
sonra sairin kendisi tarafindan iptal edilen ama VenuUs
de Milo’dan 50’lerin pin-up’larina uzanan basit bir
Romantik-Surrealist ¢cizgide gezinen bir siir: Moran’in
fotografinin dergiye katkida bulunanlarda ve okurlarda
uyandirdiklarini hayal etmek igin yeterli. Kisaklrek, bu
siiri Freud-Bergson-(William) James hayrani, cevirmen
ve felsefeci Mustafa Sekib Tung¢ (6. 1958) icin yazmisti.
Sairden filozofa gecisin, erkek egemen erotizmi
acisindan pek orijinal olmadigindan eminim. Moran’in
istanbul ve Ankara sergilerini elestirenler, onu sosyetik
glzellerin fotograflarini cekmeye ¢agiranlar, Moran’in
cektigi Svetlana Kassasinova (kirpik bacaklarin sahibi
olan dansci) fotograflarini mansetten indiren gazeteler,
KisakUrek ve Tunc¢’la ayni temsil dlizeninin parcasiydilar.
Moran’in kiz arkadaslarindan gelen mektuplarin
altinda yatan glclU feminist elestiriler, nesnelestirilmeye
karsi kolektif bir farkindalik ve mutlak bir direncle
doluydu. Moran’in sarsici Kapadokya manzaralarindan
birinin Gzerinde bacaklarini iki yana acmis devasa
kadini, cinsel organinin dis hatlarini olusturan
vagonu ve vagonun arkasindan iki tepenin arasindaki
bosluga dogru kosan minik erkek koyliyl gérmemek
mUmkdn ma? [Fig. 11] Dahasi, Anadolu’da cektigi
kadin fotograflarinin codu riza dahilindeydi: Kadinlar
onu ya evlerine alirlar, ya arkalarini dénerler ya da
bedenlerinin ne kadarini gbstermek istediklerini
Ortuleri ile isaret ederlerdi. X" Yildiz, fotografini
cekmek istedigi kisilerden s6zll ya da yazili izin
alma konusunda da son derece kararliydi.*V Moran’in
niyetini anlamak icin baska yollar da var; ilk etapta

X111 Ayten Tartici, “Turkey’s Photography Doyenne,” New York Review
of Books (9 Mart 2019), https://www.nybooks.com/online/2019/03/09/turkeys-
photography-doyenne/ 5 Nisan'da erisgildi, 2023).

X1V “Bir Konugumuz Var: Tiirkiye’nin Ilk Kadin Fotografcis: Yildiz
Moran,” Ses Dergisi, 26 Haziran 1983, 37.

A

rescinded by the poet himself after his Islamist turn but
one straddling an easy Romantic-Surrealist line from
Venus de Milo to 50s pin-ups—is enough to imagine
what Moran’s photograph awakened in the journal’s
contributors and readers. Kisakilrek had written it
for Mustafa Sekib Tung¢ (d. 1958), a Freud-Bergson-
(William) James fan, translator, and philosopher. | am
certain the hand-off from poet to philosopher was
unoriginal in its androcentric eroticism. The critics of
Moran’s Istanbul and Ankara exhibitions, who urged her
to take photographs of society beauties, newspapers
that put Moran’s photographs of Svetlana Kassasinova
(the dancer and owner of the cropped legs) below
the masthead, were participants of the same
representational world order of Kisaklrek and Tunc.
The powerful feminist critiques that underlie
letters from Moran’s girlfriends are filled with a
collective awareness of and absolute resistance to
being objectified. How can one not see the colossal
woman'’s legs spread-eagled over one of Moran’s
subversive Cappadocia landscapes, a wagon as outline
of her genitalia, and the tiny male peasant running
behind the wagon and into the cavernous space of the
two hills. [Fig. 11] Moreover, so many of her Anatolian
photographs of women are about consent: women
either let her in to their domestic worlds, have their
backs turned, or utilize their veils to control what is
revealed of their bodies.X"" She was also adamant
about getting verbal or written consent from people
she wanted to photograph.XV There are other routes to
understanding Moran’s intent, not necessarily in taking

XIII Ayten Tartici, “Turkey’s Photography Doyenne,” New York Review of
Books (March 9, 2019), https://www.nybooks.com/online/2019/03/09/turkeys-
photography-doyenne/ (accessed April 5,2023).

X1V “Bir Konugumuz Var: Tiirkiye’nin Ilk Kadin Fotografeisi Yildiz
Moran,” Ses Dergisi, June 26,1983, 37.
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illaki bu fotograflari cekmek degil, onlari cogaltmak
ve gazetecilik dolasimina girmelerine izin vermek gibi.
Dilleri disarida kadin portreleri cektiginde yaptigi gibi,
ayni altist etme duygusu burada da séz konusu. Moran,
ciplak bacaklarin sinir bozucu niteliginin farkindaydi.
Balonlar patladiginda, bosta duran erkek izleyiciyi
kendi farkindaligina sevk edecekti: Bakmayi kes!
Adalet Cimcoz de kirpilmis bacak goérintllerine
kafayi takmis gibiydi. Bircoklari gibi Cimcoz’un cinsiyet
ve yonelimlere meydan okuyan karizmasiyla sarhos
olmus genc kusak yazarlardan Bilge Karasu, élimUinden
sonra Cimcoz’'un bir portresini yazarken, ona ne zaman
yeni bir ¢eviri (anonim B. Traven’den ya da Ephraim
Kishon’dan) gdnderse, bu hediyeleri 60’larin sonlarina
ait Almanca ya da Fransizca dergi sayfalarina, isirilmis
bir elmanin icinden firlayan kadin bacaklarinin pop-art
goruntlleriyle paketledigini hatirlayacakti!XV Karasu,
bu imgeleri tarihsel olarak Joseph Losey’in 50’lerin
sonu ve 60’lardaki Harold Pinter film uyarlamalari ile
Stanley Kubrick’in Otomatik Portakal’indaki (1971)
parcalanmis kadin bedenlerinin vahsice cizilmis resimleri
arasinda bir yere yerlestirilebilir olarak degerlendirdi.
Moran’in girift fotograf imgelemi, KisakUrek’in Tung
icin aracsallastirdigi mulayim ve ylzeysel erkek
bakisindansa, kesinlikle Cimcoz’un ¢ok katmanli sUrrealist
cagrisimlarina daha yakin bir yerde konumlaniyor.
Cimcoz’un en yakin entelektlel yoldaslarindan biri,
Uretken bir edebiyat ve sanat tarihgisi, huysuz bir
sair ve deneysel 6ykl yazari olan Ahmet Hamdi
Tanpinar’di. Burian, Tanpinar’in “Abdullah Efendi’nin
Rayalar” (1943) adl kisa 6ykUslne isaret eder; bu
Urkek efendinin bilingaltiyla, cinselligiyle ve bir yabanci
olarak kendini disardan gézlemlemenin imkansizligiyla
yuzlesmeye calisirken gérdigu kabuslar dizisiXV' Bu

XV Bilge Karasu, “Bendeki Adalet Cimcoz,” Oteki Metinler (Istanbul:
Metis, 1999), 137.

XVI Ahmet Hamdi Tanpinar, “Abdullah Efendi’nin Riiyalar1,” Hikdyeler
(Istanbul: Dergah Yayinlari, 2017), 11-51.

Fig. 11

these photographs at the first instance, but reproducing
them and allowing their journalistic circulation. The same
sense of subversion with which she shoots portraits of
women with their tongues out is at play here. Moran
knew the unnerving quality of exposed legs: the balloons
if popped would prompt the idle male onlooker into self-
awareness: stop staring!

Adalet Cimcoz, too, seemed to fixate on images
of cropped legs. When writing a posthumous portrait
of Cimcoz, Bilge Karasu, a younger generation writer
who was like many others intoxicated by Cimcoz’s
gender and orientation-defying charisma, would recall
that whenever she sent him a new translation (from the
anonymous B. Traven, or Ephraim Kishon) she would
wrap these gifts up on German or French magazine
pages of the late-60s with pop-art imagery of women’s
legs bursting out of a bitten apple!*¥ Karasu considered
these images as historically locatable somewhere in
between Joseph Losey’s Harold Pinter film adaptations
in the late-50s and 60s and the savagely poppy
paintings of mutilated female bodies in Stanley Kubrick’s
Clockwork Orange (1971). Moran’s complex photographic
imaginary is certainly positioned closer to Cimcoz’s
layered surrealist connotations than the blandly and
superficially motivated male gaze instrumentalized by
Kisakurek for Tunc. One of Cimcoz’s closest intellectual
companions was Ahmet Hamdi Tanpinar, the prolific
historian of literature and art, a disgruntled poet and
an experimental writer of short stories. Burian would
signal out Tanpinar’s short story “Dreams of Abdullah
Efendi” (1943), a sequence of nightmares that this timid
efendi goes through in struggling to come to terms with
his subconscious, his sexuality, and the impossibility of
observing himself fully from the outside as an outsider.xV'

XV Bilge Karasu, “Bendeki Adalet Cimcoz,” Oteki Metinler (Istanbul:
Metis, 1999), 137.

XVI Ahmet Hamdi Tanpinar, “Abdullah Efendi’'nin Riiyalar,” Hikdyeler
(Istanbul: Dergah Yayinlari, 2017), 11-51.



oykulde, karakterin benliginin parcalanmasini tetikleyen
sey, bir restoranda gérdigu bir kadinin acikta kalan
bacaklaridir. Cimcoz ile Tanpinar ve akil hocasi olarak
Cimcoz ile Moran arasindaki karsilasmalar, 50’lerde kadin
bedeninin gostergebilimi, Freud, psikanaliz, Koptagel ile
bilingaltini 6n plana ¢ikarmaktan zevk alan dostluklar,
Moran’in fotograflarinin aylik dergilerin kapaklarinda
degil, iclerinde yer aldigi, birbiriyle ilintili baglamlardir.
Moran, mesledine mutdahil olan ¢cocuklarin
tekrarlanan biyografik eklemelerinde 6ne struldtgu
gibi, kamerasini keskin bir kararla rafa kaldirmadi: Bacak
damarlarindaki iyilesmemis enfeksiyon, ¢alismalarina
devam etmesine engel oluyordu. Dogal olarak,
sadece bale danscilarinin degil, Karya yollari boyunca
uzanan epigrafik taslara giden kicUlk kiz cocuklarinin
da kirpilmis bacak fotograflarini cekmeye yonelmis
olmasi muhtemel. [Sayfa 68] Onu Anadolu’daki coklu
seyahatleri slresince tasiyan, portre stidyosunda
dik ve hareketli kalmasini saglayan bacaklari, artik
olmasi gerektigi gibi calismiyordu. Kendisine ait olan
bir avu¢c mektuptan birinde Moran -kayitlari icin bir
kopyasini saklamis olmali- bir Amerikan tibbi malzeme
sirketinden Ulserini hafifletecek tlrden, daha blyuUk
gazli bezler talep ediyordu: “46 yasindayim, 12, 15 ve
16 yaslarinda Uc¢ erkek cocuk annesiyim ve mesledim
fotografgilik. 200 metre zor yurUyebiliyorum.”>xV!
Daha da 6nce yakin bir arkadasina yazdigdi bir
mektupta, fotografciliga dénmek icin Camlica’daki
aile evlerinin insaatinin bitmesini bekledigini, ¢inkl
bu sayede ogullarinin bahcede kosturabilecegini ve
ayni evde kendisinin de fotograflari icin Fotograflari
icin bir karanlik oda kurabilecegdini sdyltyor.XV"

XVII Yildiz Moran’dan Duke Laboratories’ e, Inc., 30 Ocak 1979.

XVIII Yildiz'in biyografik girigi, Ozdemir Asaf, To Go To (Diinya Kagtt
Géziime) (Istanbul: Sanat Basimevi, 1964), 7.

It is the exposed legs of a woman which he observes at
a restaurant that triggers the fracturing of his selfhood.
Encounters between Cimcoz and Tanpinar, between
Cimcoz as mentor and Moran, the semiotics of women’s
bodies in the 50s, Freud, psychoanalysis, friendships with
Koptagel that delight in foregrounding the subconscious
are interlinked contexts in which Moran’s photographs
are situated, not on covers of monthly journals.

Moran did not lock away her camera in a single
decisive act as has been suggested in the repeated
biographical interjections of children interfering with
her profession. An unresolved infection of the veins
on her legs that was the source of her inability to
continue her practice. She might have naturally veered
towards taking images of cropped legs, not only of
ballet dancers, but little girls feet leading to epigraphic
stones along the Carian routes. [Page 68] The legs that
carried her through the multiple trips in Anatolia and
ones that required her to remain upright and in motion
in her portrait studio were not cooperating. One of a
handful of letters that are by her—she must have kept a
copy for her records—she pleads an American medical
supply company for larger gauzes of a kind that seem
to alleviate her ulcers: “| am 46, mother of three boys
aged 12,15 and 16 and a photographer by profession.
| can hardly walk 200 yards.”*V!' Even before then, a
letter to a close friend, discloses that she is waiting for
the construction of their family home in Camlica—never
realized—to return to photography, because it would
allow her boys to run around the garden and give her
space to set up her developing room xV!!

XVII Yildiz Moran to Duke Laboratories, Inc., January 30, 1979.

XVIII Yildiz’s biographical entry is in Ozdemir Asaf, To Go To (Istanbul:
Sanat Basimevi, 1964), 7.
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isimsiz | Untitled
Antalya

Arsivsel pigment baski | Archival pigment print
1955, 5 ed. + (2 ae), 120x80 cm




CEVIRILER
TRANSLATIONS

Tarkiye’nin kultirel imgeleminde Moran’in sanatcihigi,
kacinilmaz olarak, soyut modernist siirin Frankofil
duayenlerinden Ozdemir Asaf (né Halit Ozdemir

Arun) ile yaptigi evlilikle eslestirilir. Moran’in aktif bir
fotografci oldugu dénemde hig isbirligi yapmamis
olsalar da, kendisinin ve Asaf’in eserleri bahsi gecen
Yenilik gibi kaltlr dergilerinin sayfalarinda yan yana yer
alirdi. ikilinin profesyonel cevreleri, evlilik dncesi yari-
gizli asklarindan haberdardi ve ayni cevreler en azindan
yazil basinda bu ikilinin ortakliklarina yer actilar.

Moran profesyonel bir ingilizce-Tlrkce cevirmeni
oldugunda -Turkiye’'de kendi kusagindan c¢ok dilli pek
cok kadin gibi, bu is epey cinsiyet gbzetiyordu- 60’larda
fotograflarindan ziyade kelimeleri ucusa gectiginde,
Asaf ile is birligi yapmaya basladi. Ailesinin gecimini
saglamak adina &nce kocasinin siirlerini ingilizceye
¢evirerek uluslararasi Unine katkida bulundu; sonraki
yillarda ise bir ticari sirketin tim ingilizce irtibatini
gerceklestirdi. Asaf’in ilk siir kitabi olan ve daha
sonra 7o Go To (1964) adiyla cevirecedi DlUnya Kacti
Goézime (1955) icin cevirilerini, 6nce el yazisiyla kagida,
sanki ¢oktan basil bir kitap sayfasina yerlestirilmis
gibi yazdi. Bunu, bircok dizenlemeye yeniden yer
verecek sekilde yapiyordu, clnkl Asaf’in Tlrkce
sozclkleri secerken gosterdigi hassasiyet ve dlculaligu
ingilizce’de de yakalamasi elzemdi. Moran, kitabin
girisinde, kocasinin biyografisinde sdyle yazmis:

Tark dilini kullanisi, bicim ve igerikteki
canliliga yardimci oluyor, cok az sézcUkle
blylk bir anlatim alani yakaliyor.
Ozdemir Asaf’in bicimi de icerigi kadar yogun. X

XIX Adnan Benk, “Ozdemir Asaf’in Siir Kitabi: Diinya Kact1 Géziime,”
Cagdas Elegtiri: Séylesiler Yazilar (Istanbul: Dogan Kitap, 2001), 491-495.

In the Turkish cultural imaginary, Moran’s artistry is
often inevitably paired with her marriage to Ozdemir
Asaf (né Halit Ozdemir Arun), one of the Francophile
doyennes of abstract modernist poetry. During Moran’s
time as an active photographer, though they never
collaborated, their works would appear alongside one
another on pages of culture journals like the Yenilik.
Their professional networks knew about their semi-
clandestine, premarital romance and made room for
their partnership, at least, on print.

When Moran became a professional English-Turkish
translator—like many multilingual women in Turkey
of her generation, the job was fairly gendered—when
her words rather than her photographs took flight in
the 60s, she began to collaborate with Asaf. In order
to provide for her family, she translated her husband’s
poems into English, which attented to his international
reputation; much later she also worked for a trading
company, helming all its English correspondences.
For Asaf’s first poetry collection, Dinya Kacti Gézime
(1955), which she would translate to 7o Go To (1964),
she first handwrote her translations on paper, but as
if they were already placed on a printed book page.
She would go through multiple iterations, because
she needed to approximate in English the precision
and restraint with which Asaf chose his Turkish words.
In the pithy biography of her husband at the book’s
introduction, Moran wrote:

His use of the Turkish language helps the
stimulation in his form and content, in that he
achieves great field of expression with very few

words.
Ozdemir Asaf’s form is as condensed as his
content. XX
XIX Adnan Benk, “Ozdemir Asaf’in Siir Kitabi: Diinya Kact1 Géziime,”

Cagdas Elestiri: Séylesiler Yazilar (Istanbul: Dogan Kitap, 2001), 491-495.
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Simdi, teybi basa saralim. 1955 yilinda, yeni
cumbhuriyette, kendilerini kuvvetli bir edebiyat elestirisi
gelistirmeye adamis bir grup akademisyenden biri olan
Adnan Benk, Dinya Kacti Gézime’nin ilk siiri (“Yakin™)
Uzerine sert ve bicimci bir elestiri kaleme alacakti.**

Bir 1sik dUserse Ustlne basma.
Daha yakinlasir, korkarsin.

Bir leke, silmeye-gor

Leke kalir, sen ¢ikarsin.

Bir gblge, nereye gider.
Gozlerince gider, bakarsin.
Bakarsin girer gbézlerinden.
Leke onun pesinden, bakarsin.

Bir 1sik dUserse Ustlne basma,
Gozlerine basarsin.

Asaf siiri 1sik, leke, gblge ve gdzlerin karsilikli
etkilesimi Gzerine kuruyor. Benk, “sairin verisi” olarak
adlandirdigi siirin temel konularini tanimliyor ve i1sik-
g6z benzerligini artik kliselesmis bir siirsel konvansiyon
seklinde okuyor. Sairin, siiri baslatan ve bitiren ‘basmak’
fiilini se¢mesi Uzerine birkag¢ paragraf harciyor ve bu
fiilin, siirin anlamlandirilmasindaki yerini reddediyor.
Asaf’l, anlam isaretleri niyetine kelimelerin Uzerine
vuruslar yaparak okuyucusunu yanlis yénlendirmekle
sucluyor. Bu sert fakat siirin kisa ve 6z bicimiyle
eslesen bir elestiri; Asaf, her kelimeyi, her cimleyi
ve emir Kipini, ima ettigi seyler i¢cin ele aliyor.

Asagida Moran’in, siiri nasil daha fazla simgelem
ile ilgili noktalama isareti, kasitl ve tekil bir bluyuk
harf (fotograflarindaki balonlar gibi, bir uyari
isareti olarak ‘Korku’) ve -ince eki icin zarif bir
“iken” secimi kullanarak c¢evirdigini goérebiliriz:

XX Benk’in 50’ler Tiirkiyesi’'nin kiiltiir sahnesindeki merkezi konumu
icin bkz. Fatih Altug, “Adnan Benk’in Elestiri Eylemi” (Adnan Benk’s Act of
Criticism), Punctum (7/22), https://www.punctumdergi.com/post/adnan-benk-
in-elestiri-eylemi_fatih-altug (5 Nisan 2023’te erisildi).

Now let’s rewind the clock. In 1955, Adnan Benk, one
of a handful of academics who dedicated themselves to
the development of robust literary criticism in the new
republic, would pen a scathing formalist review of the
first poem (entitled “Yakin”) of Dinya Kacti G6ziime **

Bir 1sik dUserse Ustlne basma.
Daha yakinlasir, korkarsin.

Bir leke, silmeye-go6r

Leke kalir, sen cikarsin.

Bir golge, nereye gider.
Gozlerince gider, bakarsin.
Bakarsin girer gézlerinden.
Leke onun pesinden, bakarsin.

Bir 1sik dUserse Ustline basma,
Gozlerine basarsin.

Asaf structures the poem on the interplay of light,

a mark, shadow and eyes. Benk identifies the poem’s
elemental subjects, which he calls the poet’s data (“sairin
verisi”), and reads the light-eye likeness as one of now
cliched poetic convention. He expends a few paragraphs
on the poet’s choice of the verb basmak (to step on), which
begins and ends the poem, and denies its place in the
poem’s meaning making. He accuses Asaf of misguiding
his reader by stringing along words as beats over words

as signs of meaning. It is a scathing review but one that
deliberately matches the poem’s succinct form, taking each
word, phrase and imperative for what it implies.

Below is how Moran translates the poem, including
more notational punctuations, a deliberate and singular
capitalization (‘Fright’ as a warning sign like the
balloons in her photographs), and the elegant choice of
“whilst” for the -ince suffix.

XX On Benk’s centrality to the cultural scene of 50s Turkey, see Fatih
Altug, “Adnan Benk”in Elestiri Eylemi” (Adnan Benk’s Act of Criticism),
Punctum (7/22), https://www.punctumdergi.com/post/adnan-benk-in-elestiri-
eylemi_fatih-altug (accessed April 5,2023.)



CLOSE

If a light falls don’t step on it.

It gets nearer, you’d enter Fright.
A mark, try rubbing out,

The mark remains, you’d get out.

A shadow, where does it lead;

It leads whilst your eyes, you’d look.

You’d look to see it enter through your eyes
Followed by the mark, you'd look.

If a light falls don’t step onit,
You’d step on your eyes.

Bir cevirmen olarak Moran, Benk’in Tlrkce
orijinalinde kayboldugunu 6ne strd(gl anlamlari geri
kazandiriyor Asaf’in siirine. Siir bu haliyle daha canli,
¢clnkl Moran, dilin malzemesini bilmekle kalmiyor,
‘sairin verisini’ de yakindan taniyor ve onu ustalikla
manipule ediyor: Fotografcinin vefasiz yoldasi isik,
Moran’in bir fotografi banyo ederken uzak durmak
isteyecegdi lekeler, en sevdigi konu olan golgeler (bir
fotografina “Goélgenin Nezaketi” adini vermisti) ve tim
bunlarin sGzuldigu goézler. Belki ‘basmak’ fiili de bir
fotografi banyo etme eylemine isaret ediyor ve Benk’i
bu denli siliklestiren fiilin anlamini ikiye katliyor. Flértleri
boyunca Asaf’in Moran’i stidyosunda gézlemledigine
ve fotograf teknigini tartistigina inanmak icin cokga
neden mevcut. (Asaf’in kitabinin ilk sayisi ¢iktiginda
Moran, elinde kitapla baldizi GUlen’in portre fotografini
cekmisti). Eger bu sessiz bir isbirliginin kanitiysa,
Moran’in Asaf’in pratigini kendi pratigine aktarmasi,
gucla ve ihtiyatl bir kapanistir, fakat sanatciliginin sonu
degdildir: Fotograflarda degilse, o zaman kelimelerde.

CLOSE

If a light falls don’t step on it.

It gets nearer, you'd enter Fright.
A mark, try rubbing out,

The mark remains, you’d get out.

A shadow, where does it lead;

It leads whilst your eyes, you’d look.

You'd look to see it enter through your eyes
Followed by the mark, you’d look.

If a light falls don’t step on it,
You’d step on your eyes.

The translator recovers meanings that were lost to
Benk in its Turkish original. The poem is crisper because
she knows the material of language, but she is also
intimately familiar with ‘the poet’s data’ and an expert
manipulator of them: light as the fickle companion
to the photographer, marks that Moran would not
want while developing a photograph, shadows which
were her favorite subjects (she had titled one of her
photographs “Kindness of the Shadow”), and her eyes
through which all of these are filtered. Perhaps basmak
too indicated the act of developing a photograph and
doubled the meaning of the verb that so elided Benk.
There is every reason to believe that throughout their
courtship, Asaf observed Moran in her studio, and
discussed photographic technique. (When the first
issue of Asaf’s book was out, Moran took a portrait
photograph of her sister-in-law Gulen, holding it.) If that
is evidence of quiet collaboration, Moran’s translation
of Asaf’s transference of her practice into his, is a
powerfully discreet closure, but not an ending to her
artistry: if not in photographs, then words.
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Yanki | Echo

(Norah Ethel Gaussen ve Yildiz Moran’in Yansimast)
(Reflection of Norah Ethel Gaussen and Yildiz Moran)
Londra, ingiltere | London, England

Arsivsel pigment bask: | Archival pigment print
1952, Triptyque, 6 ed. + (1 ae), 80x80 cm






Isimsiz | Untitled
istanbul

Arsivsel pigment bask: | Archival pigment print
1955-1962, 5 ed. + (2 ae), 80x80 cm



Isimsiz | Untitled
Kalamis, Kadikay, Istanbul

Arsivsel pigment bask: | Archival pigment print
1950-1951, 5 ed. + (2 ae), 80x80 cm



isimsiz | Untitled
(Kiz Kardes) Londra, Ingiltere | (Sister) London, England

Arsivsel pigment bask: | Archival pigment print
1952, 5 ed. + (2 ae), 80x80 cm




Isimsiz | Untitled
Eros of Piceadilly, Londra, ingiltere | London, England

Arsivsel pigment bask: | Archival pigment print
1952, 5 ed. + (2 ae), 80x80 cm



isimsiz | Untitled
Kapadokya | Cappadocia, Nevsehir

Arsivsel pigment baski | Archival pigment print
1957, 5 ed. + (2 ae), 80x80 cm




isimsiz | Untitled
Hierapolis, Pamukkale, Denizli

Arsivsel pigment baski | Archival pigment print
1955, 5 ed. + (2 ae), 80x80 cm



isimsiz | Untitled
Bafra, Samsun

Arsivsel pigment bask: | Archival pigment print
1957, 5 ed. + (2 ae), 80x80 cm



Isimsiz | Untitled
Prens Adalar | Princes’ Islands, Istanbul

Arsivsel pigment bask: | Archival pigment print
1954, 5 ed. + (2 ae), 80x80 cm



isimsiz | Untitled
Nazan Ipsiroglu, Istanbul

Arsivsel pigment bask: | Archival pigment print
1958, 3 ed. + (1 ae), 14x14cm



isimsiz | Untitled Isimsiz | Untitled

Ahlat, Bitlis Antalya

Arsivsel pigment bask: | Archival pigment print Arsivsel pigment bask: | Archival pigment print
1957, 3 ed. + (1 ae), 14x14cm 1955, 3 ed. + (1 ae), 14x14cm



isimsiz | Untitled Isimsiz | Untitled
Seyitgazi, Eskisehir Kiz Kardes | Sister

Arsivsel pigment bask: | Archival pigment print Arsivsel pigment baski | Archival pigment print
1957, 3 ed. + (1 ae), 14x14cm 1950-1951, 3 ed. + (1 ae), 14x14cm



isimsiz | Untitled
Hasankeyf, Batman

Arsivsel pigment bask: | Archival pigment print
1955, 3 ed. + (1 ae), 14x14cm



Isimsiz | Untitled Isimsiz | Untitled
Anadolu | Anatolia Erzurum Ulu Cami | Erzurum Grand Mosque

Arsivsel pigment bask: | Archival pigment print Arsivsel pigment bask: | Archival pigment print
1955 - 1957, 3 ed. + (1 ae), 14x14cm 1955, 3 ed. + (1 ae), 14x14cm



Isimsiz | Untitled
istanbul

Arsivsel pigment bask: | Archival pigment print
1955, 3 ed. + (1 ae), 14x14cm






Isimsiz | Untitled
Istanbul

Arsivsel pigment bask: | Archival pigment print
1954 - 1956, 3 ed. + (1 ae), 14x14cm

Isimsiz | Untitled

Arsivsel pigment bask: | Archival pigment print
1950-1951, 3 ed. + (1 ae), 14x14cm

Isimsiz | Untitled

Istanbul

Arsivsel pigment bask: | Archival pigment print
1954, 3 ed. + (1 ae), 14x14cm




Isimsiz | Untitled
Bodrum, Mugla
1955

Isimsiz | Untitled
Antalya
1954-1956

Isimsiz | Untitled

(Norah Ethel Gaussen) Londra, Ingiltere | London, England
1952

Arsivsel pigment baski

Archival pigment print

3ed.+(1ae), 14x14 cm



isimsiz | Untitled
Pamukkale, Denizli
1955

Isimsiz | Untitled
Erzurum
1956

isimsiz | Untitled

(Jackie Cook) Londra, Ingiltere | London, England
1952

Arsivsel pigment bask:

Archival pigment print

3ed.+ (1 ae), 14x14 cm




isimsiz | Untitled

Prens Adalar | Princes’ Islands, Istanbul
Arsivsel pigment bask: | Archival pigment print
1954, 3 ed. + (1 ae), 14x14cm

Isimsiz | Untitled
Diliskelesi, Kocaeli

Arsivsel pigment baski | Archival pigment print
1955, 3 ed. + (1 ae), 14x14cm



Isimsiz | Untitled
istanbul

Arsivsel pigment bask: | Archival pigment print
1955- 1962, 3 ed. + (1 ae), 14x14cm



Isimsiz | Untitled
(Norah Ethel Gaussen), Londra, ingiltere | London, England

Arsivsel pigment bask: | Archival pigment print
1952, 3 ed. + (1 ae), 14x14cm

Isimsiz | Untitled
Uludag, Bursa

Arsivsel pigment bask: | Archival pigment print
1950 - 1951, 3 ed. + (1 ae), 14x14cm

Isimsiz | Untitled
Istanbul

Arsivsel pigment bask: | Archival pigment print
1955 -1962, 3 ed. + (1 ae), 14x14cm









Isimsiz | Untitled
Isparta

Arsivsel pigment bask: | Archival pigment print
1955, 3 ed. + (1 ae), 14x14cm

Isimsiz | Untitled

Fatih Cami | Fatih Mosque, Istanbul

Arsivsel pigment bask: | Archival pigment print
1954, 3 ed. + (1 ae), 14x14cm

Isimsiz | Untitled

Istanbul

Arsivsel pigment bask: | Archival pigment print
1954 - 1956, 3 ed. + (1 ae), 14x14cm



isimsiz | Untitled

Istanbul

Arsivsel pigment baski | Archival pigment print
1957, 3 ed. + (1 ae), 14x14cm



isimsiz | Untitled

Mugla

Arsivsel pigment bask: | Archival pigment print
1955, 3 ed. + (1 ae), 14x14cm

Isimsiz | Untitled
Istanbul

Arsivsel pigment baski | Archival pigment print
1955-1962, 3 ed. + (1 ae), 14x14cm






Isimsiz | Untitled
Ani, Kars

Arsivsel pigment bask: | Archival pigment print
1957, 3 ed. + (1 ae), 14x14cm

Isimsiz | Untitled

Kapadokya | Cappadocia, Nevgehir

Arsivsel pigment bask: | Archival pigment print
1957, 3 ed. + (1 ae), 14x14cm

Isimsiz | Untitled

Antalya

Arsivsel pigment baski | Archival pigment print
1955, 3 ed. + (1 ae), 14x14cm






Isimsiz | Untitled
Mugla

Arsivsel pigment bask: | Archival pigment print
1955, 3ed. + (1 ae), 14x14cm

isimsiz | Untitled

Kalamis, Kadikay, Istanbul

Arsivsel pigment bask: | Archival pigment print
1954, 3 ed. + (1 ae), 14x14cm

Isimsiz | Untitled

Cennet Kaya, Uludag, Bursa

Arsivsel pigment bask: | Archival pigment print
1950-1951, 3 ed. + (1 ae), 14x14cm



isimsiz | Untitled
Erzincan

Arsivsel pigment bask: | Archival pigment print
1956, 3 ed. + (1 ae), 14x14cm

Isimsiz | Untitled
Afyon

Arsivsel pigment bask: | Archival pigment print
1955, 3 ed. + (1 ae), 14x14cm

Isimsiz | Untitled
Istanbul

Arsivsel pigment bask: | Archival pigment print
1954-1956, 3 ed. + (1 ae), 14x14cm









iIsimsiz | Untitled
Afyon
1955

Isimsiz | Untitled
Ege Bélgesi | Inner Aegean Region
1955

isimsiz | Untitled
Ingiltere

1951

Arsivsel pigment bask:
Archival pigment print

3ed.+ (1 ae), 14x14 cm
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Kapak / Cover

isimsiz | Untitled
Erzurum Ulu Cami | Erzurum Grand Mosque

Arsgivsel pigment bask: | Archival pigment print
1955, 3 ed. + (1 ae), 14x14cm

Arka Kapak / Back Cover
isimsiz | Untitled
Anadolu | Anatolia

Arsivsel pigment bask: | Archival pigment print
1955 - 1957, 3 ed. + (1 ae), 14x14cm
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