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Aydinlanmis Gdorintiler

Fotograf sanati, 150 yillik
gegmiginin blyik bir bélumiinde
artistik kaygilarla hareket etmistir.
Ginumidzde ise fotografin bir sanat
oldugunu yadsiyabilmek mimkan degil.
Giderek bu sanat dah resme dayall
estetik alaninda en 6nemli yaratic
faaliyet haline gelmistir.

Ekim 1992 'de Ankara'da
gerceklestirilecek olan uluslararase
"Kimlik-Sinirsallik-Mekan™ konulu
sempozyum ve sanat etkinliklerinin
kavramsal gergevesi olugturulurken
SANART'92 etkinlikleri arasinda bir
fotograf sergisinin de yer almasi
gerektigine karar verildi. Ancak
fotograf sanatimin ginimdzde ortaya
koydugdu yogun yaratl kalabalidi iginde,
kimlik, marjinalite ve mekan kenularina
uygun yapitlar Greten bir sanatg
butabilmek oldukga zor bir ugrast.
Ankara gevrelerine igerikli bir ilgi alans
sunacak birkag alternatif igerisinden,
Paris "FotoFolie" galerist direktér
Esther Woerdehoff'un énerdigi sanatgi
Evgen Bavcar ve yapitlar tim dider
alternatiflerin bir kenara birakilmasina
neden oldu.

Evgen Bavcar 1946 yilinda
Slovenya'nin ltalyan sinirina yakin bir
bélgesinde doddu. 12 yasinda evinin
yakinlarindaki bir ormanda oynarken,
bir mayin patlamasi sonucu timdyle
ve kalici olarak kér oldu. Karanhk
diinyasinda higbir zaman kolay yola
gitmedi ve felsefe, tarih ve estetik ile

ilgilenmeye baglad!. Ljubljara
Universitesini bitirerek 1876 yilinda
Paris'e gitti. Burada Ernst Bloch ve
T.W. Adorno Ozerine doktora
calismalarini tamamladi. O zamandan
beri Bavcar "gagdas estetik",
"edebiyat" ve diger alanlardaki
aragtirmalarin strddrdii ve bu
konularda aranan bir kigi oldu.

Evgen Bavcar yarat) ve deneyi
akademik arastirma faalivetlerinin
tamamlayicilan olarak gordd. 80%
yillarin orialarinda, onu en temel teknik
denetiminden yoksun birakan gérme
6z 0r( ile belki de en zor dal segti ve
anlatm arac olarak fotografi
kullanmaya basladi. Ote yandan,
fotograf sanatgilaninin genelde
yapitlaninda kavrama, imgeden daha
fazla dncelik vererek
mekaniklesmeye kargi koymalanna
karsilik, Evgen Bavcar'in {fotograflari
onun kendine ¢ok daha ince bir yol
gizmig oldugunu ortaya koyar. Segimi
akilcidir; ¢inku fotografta maddenin
yoklugu olan ve iki boyuta indirgenmis
1sik, nesneieri gcevreleyen ve bdlen
mekandan ayrigtinlamaz ve boylelikle
1s1g1n yoklugu demek olan karanlhk ve
gélge, pozitif ve kavranabkilir hale gelir.
Bavcarin olumlu ve somut diinyasinin
karanligt, onun gocuklugunun gérsel
anilarinin, ryalarinin ve hayallerinin
ylzeye gikti§l karanhk bir kaynak
gibidir. Bavcar'a gore gézleri, fotograf
makinasinin kara kutusu gibidir, diger

duyulan ise onu dig diinyaya
odaklayan objektifidir.

Sanaic#'nin "Dokunsal Manzaralar”
baglikl fotegraf dizisi kigik ve
tamamen karanlik bir odada
gergeklestiriimig; degisik 151k
kaynaklar burada yagl boya fircasinin
darbeteri gibi kullaniimigtir. Bavcar,
modellerinin: ilerleyen dokunsal
kegiflerini film Uzerine zaptetmistir.
Paris'e ait gorintilerinde ise, bir
sesin, bir dokunusun, bir kokunun
gbrintiterin kaynagimi olusturdugunu
kolayca hissetmek mamkandir.
Hatirladigi tek yer olan Siovenya'ya
yaptid geziler ite, gocuklugunu
yeniden kesgfeden sanatgi, ge¢misgin
garintulerini, cektidi kir manzaralarinin
listine monte etmektedir. Bundan
sonraki agama, diger insanlarin yardimi
ile hergeyden 6te dogadstl bir iggldl
gerektiren, resimlerin iglenen kavrama
denk dilsiip dilgmediginin
saptanmasidir,

Eder Alain Sayag'in séyledigi gibi
folograf sanat "iginde sakladig
belirsizlikleri agtda gikarrken Rosalind
Krauss'un degindigi gibi ayni zamanda
onlari yaratici ugraglar olarak hizla
geligtiriyor” ise Bavcar'in sectigi ifade
bigimi buna en uygun olandir.
Cartier-Bresson'un da dedigi gibi
Bavcar'in fotograflan objektifin
gergevesi igideki goriintiyd tim
acikhds ile ortaya koydugu igin bize
yagama ait bir takim tatlar

vermekiedir. Bavcar'in fotograflar
giirsel ve bagimsiz plastik tavirlar ile,
yalnizca teknik "nasillik"larin bir
gdsterimi ya da estetik felsefenin
aksesuarlan degildir, izleyiciyi
sorgular, igine alir ve onlann gérmekle
gérmemek arasindaki aydinhg)
kegfetmelerine neden olur. Bigimsel
iceriklerinin, kligik éykdlerinin yanisira
yagami yansitiriar. Bavcarin
fotograflan resimler, heykeller gibi
insanin &zand ortaya gikaran bir
etkinlik olarak, sanatin zaman
tanimayan Gzelligi iginde
varpimaktadirlar. Bu bir sanatg! igin
gok olagan(st(l bir cabadir,

SANART'92 Evgen Bavcar'a bu
serginin gerceklesmesine olanak
tamidig ve degerli igbirligi igin sonsuz
tegekklrl borg bitir, ayrica Esther
Woerdehoff'a serginin Ankara'ya
gelmesini sagiadig, Bernard
Matignon'a Evgen Bavcar hakkindaki
makalesini yayinlamamiza izin verdigi,
Faruk Yoneyman ve Roche A.S.'yve bu
katalogun basimini finanse ettikleri,
Swissair ve Ankara biirosu magari
Rolf Friedldender'e serginin ulagimi ve
sanatgimin SANART'92 Sempozyumu
igin Ankara'ya gelmesine yardimet
olduklan ve Nejat Eczacibagi'na
degerli katkiiari nedeniyle tegekkir
eder,

Benoit Junod
SANART 'a2 Koordinatéri




Enlz‘gbténed Visions

For a great part of its
hundred-and-fifty years of history,
photography aimed at being artistic;
rare is the person, today, who would
deny that it is an art in itself. It has
become a major creative medium at
the service of an essentially pictural
aestheltics,

When defining the conceptual
framework of the international
symposium and art events which are
taking place in Ankara in Qctober
1992, it seermed obvious to SANART
‘92 that a photography exhibition
should be on display. However, within
the dense jungle of creativity which
characterises this popular medium
today, a rare pearl had to be found
amongst endless oyster beds whose
situation and nature fitted the
thematics of “identity - marginality -
space”. Several alternatives were
carefully studied, each of which would
have been of substantial interast to
the Ankara public, but none seemed
perfectly adequate. Then a casual
conversation with Esther Woerdehoff,
director of the FotoFolie Gallery in
Paris, who was in Ankara for a few
days in May, brought a soiution which
caused all other projects to be put
aside.

Evgen Bavcar is a Slovenian, born
near the ifalian border in 1946. At the
age of 12, while playing in the forest
near his home, he prodded a metalfic
object he saw on the ground with his
foot. It was a mine; if exploded. As
a resull, during the following months,

Bavear became totafly and
permanently blind. But he chose fo
follow a challenging path in his world
of darkness: he developed an
interest in philosophy, history and
aesthetics. Having obtained two
degress from Ljubljana University, he
moved fo France in 1976 and
produced a remarkable PhD thesis at
the Université de Paris-Sorbonne on
the aesthetics of Ernst Bloch and
Theodor Adorno. Since then, Bavear
has pursued his studies and research
on contemporary aeshetics, on
fiterature and various other fields, and
has become a much respected
authorfty on these subjects.

For Evgen Bavcar, creation and
experimentation had to complement
academic research. In the mid-1980s,
he started to use photography as an
expressive medium, choosing perhaps
the most difficuit discipiine for
someone with his handicap, lack of
sight depriving him of ail but the most
elementary technical control.
Howaever, if photographers today tend
to demechanise their work by giving
priority to concept cver imags,
Bavcar’'s photographs show that he
chose a more subtle path. His choice
was logical: in photography, the
absence of matter which is normally
fight, reduced to two dimensions,
cannot be distinguished from the
space which surrounds and separates
the objects, and the absence of light
which is shadow and darkness
becomes positive and tangible.

The darkness of Bavear's positive and
tangible world is like an inkwell through
which his visual memories of
childhood, his dreams and fantasies,
surge. Obviously, his blindness is
decisive in his choice of working
methods. “My eyes,” says Bavcar,
“are like the black box of my camera,
and my other senses are like the
objective through which | fix the
outside worid.”. The series entitled
‘factile views’, for example, are taken
in a small, completely blacked out
room; using different sources of
fightlike paintbrushes, Bavcar fixes his
progressive factile discavery of his
modeis on the film. QOne feels that in
his views of Paris, the images are
triggered by a sound, a smell, a factile
experienice. He rediscovers his
childhood during visits to Siovenia, the
only worid he has ever seen, and
superimposes pictures of the past on
landstapes he knows he has known,
Then comes the delicate task of
assessing, through other eyes but
more than anything through almosi
supernatural intuition, whether the
image stistains the concept.

{f photography, fo guote Alain
Savayg, “reveals and exploits all ifre
ambiguities it contains and makes
them ‘burgeon int the form of creative
preoccupalions’ as Rosalind Krauss
put it so well”, then the medium which
Evgen Bavecar chose was perfectly
appropriate. To paraphrase
Cartier-Bresson, Bavcar's photographs
give a feeling of the world, because he

is implicated in what he frames in his
objective. Not being mere illustrations
of technical know-how, nor just
accessories of an aesthetic
philosophy, Bavcar's photographs
question and implicate the observer,
make him explore far beyond the
non-twilight world of the seeing and
non-seeing, from their autonomous
plastic and poetical stance. Bayond
their formal content, beyond the
anecdote, one perceives life. No
different from paintings or sculptures,
they merge in the timeless definition
of arf as that which reveals the human
being. This is an outstanding
acheivement for any artist.

SANART ‘92 wishes to thank
Esther Wosrdehoff for suggesting the
exhibition and sending it to Ankara,
Nejat Eczacibagi for his generous
help, Roche A.S. and its director
Faruk Yoneyman for financing this
catalogue, Bernard Matignon for
allowing that his article on Bavcar be
inciuded and Swissair and the director
of its Ankara office, Rolf Friedldender
for transporting the exhibitiors and
enabling the artist io be present at the
SANART 92 Symposium. And more
than anyone else, we would like to
thank Evgen Bavcar for his
unasstming and generous cooperation
irr making this exhibition and himself
available io us.

Benoit Junod
Coordinator SANART ‘82




Baska yerlerin goriintiileri

Ben bir fotografg degilim; yalmz
fotograf gekiyorum. Ganka, ne
nesneleri, ne de sonuglar kontrol
edebiliyarum. Eger fotodraf bir
gerceklik dilimiyse, bu gergeklik benim
igin aynt gizgilere oturmuyor. Benim
bakis agim, 151k kuraliarina dayanan
tim ahgiimig algl yasalanm gigniyor.
Benim yapitlanmin kaynaklandigi
karanlk s&z konusu olunca, dnceden
gdrilenleri, bilinenleri dikkate almayan
degigik bir mantik ortaya gikiyor. Ve
hoylece yapitlanm geleneksel
fotograftan ayniliyor.

Gorebildigim ginlerde fotograf
gekemiyordum, ¢link(l kameram yoktu,
Simdi kériém ve hayaller yoluyla
fotograf gekiyorum. Aslinda yaptigim
sey onlarn bagka insanlarin gézleri -
ondne sermek. Boylece yapitlarimin
varclabilmeleri igin insanlara onlari
bana anlatma ayricali@in tamyorum.
Ortaya koydugum ise zihinset
gériintlniin somutlagmasi, yani hayal
edilen yapita en uygun somut gizgilerin
olugumu.

Ben Eros'a yakin bir fotografg
clarak onun, gérintiler dinyamizi
niteleyen Psyche'nin gdzalici 1gigindan
kagarken kanatlarsnda hissettigi agirhd
kabul ediyorum. Daha $zgiin bir
gergedin taklidinden bagka bir sey
olmayan bir evrenin, nesnelerine
digen gblgelerden kurtulmak igin,
Malevitch'in siyah karesinin ardinda
bagka bir gtk bulmaya ¢aligiyorum.

Isik benim igin saplantiysa, bu,
gdriinen ve goriinmeyen arasindaki

iliskiye farkll bir bakig agisi dzerine
kuruludur. Giniimizde gériis dinyass
genigliyor. Fakat bu, gdrinmeyenter
dinyasinda da karsilikli bir
geniglemeyi doguruyor.

Belki de, teknoloji ideclojisine
kélelik eden ve ¢gagdag insanin
kendinde varoldugunu sandigi sonsuz
gbris yetened kavramini
yadsiyabilmek i¢in, bu amansiz
diyalektikler kabul edilmeti. Gagdas
yontemlerin drettiginden farkl olan
11k, her zaman agik algi alaninin
digina sdrilmagtir; yéntemlerimizin
zayifigina karsin, ona ulag:imalidir.

Her portre bir bagkasinin bakiginin

_ yansimasi oldugu gibi, 6z-portre de

yanilsamadan bagka bir sey

dedildir. Buna kargin, benim
portrelerim gok farkll ve kesindir.
Cunku her kigi soyundugu zaman,
fotografemin kendisine gliven verecek
aynasin umutsuzea arar durur. lste
bu nedenle, benim ¢iplak modelerim
ortllerini atarlar. Kargilarindakiler de,
fotografel ile model arasinda agilan ve
kapanan gizli bakiglarin dogal olarak
paylasildi@ kargilikh dedigim
anlagmasint bulamazlar.

Benim fotograflanim aliskanlk
hakne gelmig gdris kurallarina
uymazlar. Onlar ayni zamanda hem
dehsetin hem de clasi bir
bagiglanman:n, yani bagka bir gériis
olasdiginin, ortaya kondugu bir Yunan
mitinde dogarlar.

Evgen Bavcar

Images of elsewhere

[ often say that { am not a
photographer, but a taker of
photographs, as | have no real control
efther of the object or of the result. In
fact, if photography is a slice of
reality, this reality in my case doesn’t
belong to the same register, as my
own perspective transgresses all the
usual laws of perception based on the
imperatives of light. in conditions of
obscurity - from which my work surges
- a different logic imposes itself, which
does not take into account the already
seen, the already known, and
therefore distinguishes itself from
traditional photography.

The persan who could see, which |
was, couldn't take photographs,
because | didn't have a camera; blind,
as I now am, ! take them in an illisory
manner: in fact, | submit them only to
the eyes of cthers, giving them the
privilege of narrating them to me, in
order for them to exist. What |
propose is the creation of a mental
image, the physical trace which best
corresponds fo the work of what is
imagined.

As I am a photographer situatad
ciose to Eros, | accept the weight of
his wings to escape all the over-bright
lights of Psyche which characterise
our world of appearences. I iry to find
another fight behind the black square
of Malevitch, to overcome the
shadows cast on the objects of a
universe which is but the pretense of
another, more authentic, reality.

If light is still my obsession, it is

founded of a different viewpoint on the
relations between what is visibie and
what is invisible: nowadays, there is a
widening of the worid of vision, but its
expansion provokes a reciprocal
expansion of the invisible world.
Perhaps these implacable dialectics
must be accepted to be able to reject
the notion of modern man’s supposed
capacity for infinite vision, too
subservient to the ideclogy of
technicity. The light which differs from
the one produced by modern methods
is always exiled beyond the field of
obvious perception : it has to be
attained, despite the weakness of our
means.

Although self-portrait is nothing
but an illusion, as each portrait is a
reflfection of the other’s glance, my
own portraits are different, direct,
because each subject seeks
unsuccessfully the operator’'s mirror
which could reassure him, when he is
being stripped. For the same reason,
my nudes abandon their veils; they
do not find in the other the complicity
of exchange, that naturally shared
secret glance which is veiled and
unveiled between the photographer
and his model.

My photographs are not subjected
fo those laws of sight which have
become a habit, they are staged in
the Greek myth which manifests at
the same time horror, and its possible
redemption: the possibility of another
vigion.

Evgen Bavcar




Fotograf-doku

"Fotograt henim gdren ve
gormeyen insanlar arasinda oclusmus
alg: ydéntemini degigtirmemi sagliyor”
(1) diyor, Evgen Bavcar. Yani, kér
oldugunu unutarak fotograflarine
anlamaya caligmanin yersiz oldugunu
kabul ediyor. Yapittar, hayranlk ile
zevksiz tahrik arasinda tereddit editen
"kér adamin cektigi fotograflar” olarak
degil, korlikte mimkin ¢lan kesif
yontemlerinin bir sonucu olarak
gbriilmelidir (2).

Fotograftarl, Bavcar'in acilari ile
olan karmagik iliskisini anlatiyor.
"Gorme yetisini kaybedenler bunu
duygusal gdrisleriyle kapatirlar" gibi
sOzler sGylemeyi bagkalarina
birakalim. isteyebilecedi en son sey
olarak kérligi sayan Bavcar igin
umursamazca yapilan bu gézlem gok
yetersiz (3). Gozlerin dyle gok islevi
var ki. Oysa dogustan kér olmadign; 12
yaginda gecirdigi bir kaza sonucu
gozierini kaybettigi icin Evgen Bavcar
gdrmenin ne demek oldugunu biliyor.
Yan:nda biraz yiyecek, dinyasin
saydamilktan kurtaran ve konusu her
zaman gérilenlerin incelidi olan
yaratic) yapiitar vermesini saglayan
yetarsiz kaynaklanylla bitinmeyen bir
adaya gikan Crusoe gibi. Ote yandan,
fotograf, Evgen Bavcar igin
xaybettiklerine karg! savagmanin bir
yolu. Yapay, mekanik bir organ gibi
degil —¢inkd kamera géremez— ama
gdrenler ve gdrmeyenler arasinda

iletisimi yiriiten, gérmeyi saglayan bir
arag gibi.

Bu nedenle, Bavcar'in yapitlar her
zaman bir ayrimin, 1siktan rahatsiz
olanlar ile géz gbze kurulan iletigsimin
tamamlayicisi olmugtur. Fotograf
cekmek aslinda ayn olan iki diinyanin
arasinda habercilik yapmak gibi kutsal
bir gérev haline geliyor.

Evgen Bavcar'in fotograflar
grintiler ya da gorisler ile ilgilidir.
Gorantdlerinin "hammaddeleri® (4)
dogdudu yer olan Slovenya'dan
kaynaklaniyor. Dogustan kor olan
biri heykel yapabilir, hatta resim bile
yapabilir, ama fotograf ¢ekemez.
Ressam igin, en kdtd durumda
vazgegilebilir olan 151k, fotodrafg igin
esastir. Bu dali segerken Bavear,
kolay yola gitmeyerek; plastik
sanattarin en gok sayisallagtirilmig
olanim benimsemigtir.

Parmagin neredeyse soyut bir
hareketi olan deklangore basig, kér bir
insana yakisacak ustalik ve
elbecerisine olanak saglayacak
"profesyonelliginin” gelisimine izin
vermez. Bu hareket patlayici ile -sanki
g&zlerini kaybettiren metal aletin bir
benzeriyle giizlerini tekrar
kazanacakmig gibi- oynayan bir
cocugunkine benzer. Evgen Bavcar,
gocuklugunun yainiz diinyasindan
gelen sekii ve renk kaynaklarini disa
d&ker. Fakat fotograflarindaki 1g1k

hichir zaman siradan bir 11k degildir;
yapitlarina hep karanlik hikmeder.

Resimlerinde g1k sanki bir
dokunugun benzetmesi gibi; bir el
fenerinin, duraksayarak arayan,
kivrimlan oksayan, dokunan ve
belirleyen isisindan gelir gibidir. lgik
ilkin, Bavcar'in stidyonun loglugunda
sarnp sarmaladi§ kadin bedenlerini
kesfeder.

Bu fotograflar, Evgen Bavcar'in
cektigi pek gok cephe portrelerden
farkli olarak, sanatci ile modeli
arasindaki iliskiyi gok daha acimasizca

_sorgularlar. Burada giplakhk, sanki

gériinmeden ¢ipiak olmanin bir gieligl
varmigcasina, degisik bir nitelik
kazanir. Gergekte bu bedenier dogru
diizgln bir bigim almazlas, poz
vermemiglerdir ve eti bir dlglide
estetiklestiren akademik ciplakhigin
tipik 8rnekleriyle kaynasmazlar.
Bavear'in soluk nii'leri, sanki onlan
seyrederek narsisizmlerini tatmin
edecek gdzlerin yoklugundan, kendileri
de kdrlesmiscesine bir rahatsizlik
igindedirler.

Yine de Bavcar, kadin fotografan
ve kendisinin bu kadinlara
dokunustarinin fotograflarini cekmeyi
sever. El, bir arzu benzetmesi gibi, her
yerdedir. "Ozirli insanlardan,
tutukunun disinda her geyin beklendigi
bi.{\ teplumda” kendi arzusunun bdylece
sahnelenmesi kaginilmazdir (). Bu

ortamda Bavcar'in avantaji, kameranin
arkasinga durmak zorunda
olmamasidir; gézleri onu orada
wtmaz. Eger "kadinlar gorlimedikleri
zaman hizinlenir'lerse,(6) gartlmeyi
vaadeden fotograf, bu hilznlin
ertelenmesini saglar. Eller, gozieri
gdrmeyen adami tanimaya yardim
eder. J.L. Parant soyle yazar : "Eller
geceden giindlze gegisi simgeler;
bedenin hicbir pargasi, tutkunun
atesini eller kadar ¢abuk ortaya
gikarmaz"(7}.

Evgen Bavcar'in fotograflarinda,
timiyle mekansal olan bir bagka
yakinlik daha hissedilir. Insanlar ve
objeler, sanki sanatgidan hir kol, ya da
bir elin uzanabilecegi
mesafedelermis gibidir. Bavcar,
kérligin yasanan mekanlasda bir
kiigllmeyi ima ettigini anlatir : "Bir seyi
tanimak igin ona dokunmaliyim, ya da
sesiyle yerini beliremeliyim"(8).

Insarun elinin étesindeki ditnya
nastldir? Bir gece, bir tir teleskopik
nostaljinin etkisiyle Bavcar, yildizlarin
fotografin: cekmek istemigtir -ama
yildizlarin gdkylzinden gecip
gittiklerini ve ardlannda sadece yok
olustarinin izini biraktiklarini
unutmustur. Evgen Bavcar'in
fotograflarindaki karanhk, ikincil
dizlemlerin, uzak mesafelerin
yoklugunu duyumsatir.

Ne var ki yaganan mekanin




kiiglilmesi ayn1 zamanda gérmeyen bir
insanin yavaglamis hareket yetisinin
de bir sonucudur. "Artik eskisi gibi
kogsamiyorum. Daha az hareket
ediyorum”(2) diyor Bavear. Paris'te
gezinirken gekilen fotografiar, gézin
temel niteliklerinden birini; sayesinde
gérmenin bakmaya déniistigo
“hareket’i sorguladiklar igin
blyuleyicidir. "Gorilg, harekete bagimii
ve onunla iligkilidir. Insan yainszca
bakhidt seyi gériic” der Merleau-Ponty
{10). Gz, motor unsuruna bagdlanir ve
Evgen Bavcar gézlerini geviremiyorsa,
basint déndirerek kamerasin kol
mesafesinde tutar, tipki yuvasindan,
oyugundan kurtulmus ve sokagin
uyarilarina cevap veren bir géz gibi.
insan sanki katiksiz, hayvansal bir
merak, bir tr "gdrsel icglidid" duyar.
Resim baskilarinda, bize gergekten
gdrinmez olan olaylar yazimlanir —hir
glvercinin kanat girpiniglar, Seine
nehrinin muriltilar, ayak sesleri, gelik
bir kapinin sogugu, bir Gauloise
sigarasinin kokusu. Jean-Luc Parant'in
dedigi gibi "eder insan
dokunabildijinden uzagni
gobrebiliyorsa, sadece gidebilecegi
dinyay degil, hi¢ bir zaman
gidemeyecedi, bedeninin giremeyecegi
diinyalar gérilyor demektir" {12), o
haide kor insan, sadece oldugu yeri,
bedeninin bulundugu ve hareket ettigi
yeri "derisiyle gorir" (13). Bu nedenle,
bu fotograflarin gergek konusu,

fotodrafginin kendi pozisyonu ve
hareketidir; kendi bedeninin tipki bir
bakig gibi olan hareketi.

Evgen Bavcarin bastaki ifadesine
doénelim: "Fotograf bana, géren ve
glérmeyen insanlar arastnda kusulu
olan algilama y&ntemini saptirma
olanagi verir". ligkilerin saptirimasi
Bavcarin yapitlarinin esasidir. Bu
diigtinceyi nasil anlayabiliriz? Lacan'in
sapma tanimim biliyoruz. "Sapkin bir
insan, kendini bir bagkasinin zevkine
alet edendir”, kendi zevkini
karsindakine geri vermedikge zevk
alamayan insandir. Bu anlamda
Bavcar'in uygulama yéntemi, énce
bize kendisinin neleri géremedigini
gésterdigi icin daha da sapkin olur.
Kendisini bizim gorisimiziin arac
haline getirerek, yorulmadan bizi
fotograflarla saptamaya galisir, yani
hizim retinamiza 1g1kla yazmaya
ugrasir. Kamerasi bizleri, gérsel
aggozlGltgiinden birinci derecede
yaralanan insanlar haline getirir. Ayni
zamanda, onun yarari igin, enun
yerine gormeye davet ediliriz. Onun
goremedikierinden aldiimiz zevki ona
dding vermeliyiz. "Benim gérisim,
bagkalarinin gdrdiigl fotograflardaki
benzerlikte varolur” {14} diyor Bavcar.
Ote yandan biz neyi gdriyoruz?
Fotograflar garip nesnelerdir; onlari
tipki kérlerin gézlerindeki gibi, ¢iplak
ve hareketsiz "et" haline galinceye
kadar yani yakisiksiz kagacak kadar

uzun inceleyebiliriz.

Luther gibi, Jacques Derrida'da da:

"Bagkalarindan daha giplak olan kér
insan, sanki kendi cinse! grgant haline
gelir; onu géremedidi icin ondan
farksiz olur ve kendini baskalarnin
bakigina sergiledigi zaman sanki ar

duygusunu bile yitirmis gibidir'(15) der.

Bence Bavcar'in fotograflan fetig islevi
gdrar: Kendi gocukluk yizi olmasa
bile, her zaman bize sundugu kendi
bedeni, ya da daha dedrusu, yitik bir
nesne olarak, kendisinin pargalaridsr.

Bu Evgen Bavcar'in yapitlarimn
o6zginligidir. Ne bir basari, ne bir
tahrik, fakat géren ile gérmeyen
arasindaki iliskiden giderek, gériinenle
gbriinmeyen arasindaki temas
nektalarinin rahatsiz edici sekilde
ortaya gikariimasidir, Bu baglamda
sapkiniik, arzu etme ve arzu edilme
sanatina igaret eder. Oyleyse,
Bavcar'in yonteminde, yaratan ile
izleyicileri arasinda hiperbolik bir iligki
bigimi gdrmeli miyiz? Bu kisa yazi
héylesi bir soruyu yeterince
irdeleyecek bir ortam oclusturmasa da,
Evgen Bavear'in fotograflan
kullanarak, béyle bir iligkiyi kurmaya
gaiigtigini ortaya ¢ikariyor.

Bernard Matignon, 1991,
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Photography-skin

"Photography”, says Evgen
Bavcar, "enables me to pervert the
method of perception established
between seeing and non-seeing
persons’(1). Thus, he admits, if would
be pointiess to try and understand his
photographs independantly of his
blindness. Not that they should be
taken as photos-done-by-a-blind-marn,
hesitating between admiration for the
feat or a provocation in bad taste, but
rather as works which result from a
method of exploration of what is
possibie in blindness (2).

The photographs express the
complex relation of Bavcar with his
affliction. Let us leave the
responsibility to others for stating that
one can compensate the loss of sight
by an interior vision. This sort of
complacent ohservation is inadequate
for Bavcar, according to whom
blindness is the last thing he would
have wished for (3): ayes have so
many practical uses. However, not
having been blind from birth, but
deprived of his sight by accident since
he was twelve, Evgen Bavcar knows
the meaning of "to see". Like Crusoe,
he fands on an unknown isfand with a
certain stock of food, slim reserves
which at least prevent the world from
being transparent, and which enable
him to carry out creative work of which
the theme is always the fragifity of
what is visible. On the other hand,
photography is a means for Evgen
Bavcar to fight dispossession. Not as
a artificial mechanical limb, but as a

communication between those who
see and those who don't, as a tool to
make-ses.

For this reason, Bavcar's work is
aiways the implementation of a
difference, of an eye-to-eye
relationship with those who can be
hurt by light. To photograph becomes
an angelic activity, the fask of a
messenger between fwo worlds which
precisely reminds us that they are one
and the same.

The photographs of Evgen Bavecar
relate either to visions or fo views. The
“raw materfals"” (4) of his visions
are given by his memories of Sfovenia
where he was born. Someone biind
from birth could sculpt, or even draw,
but not photograph. The concept of
fight, which for a painter, at worst can
be discardetd is esseniial for a
photographer. In choosing this
discipline, Bavear did not choose the
path of facility, as he adopted the
most digitalized of plastic arts.

The nearly abstract gesture of a
finger pressing the irigger does not
allow the development of a
"orofessionalism” in which the
dexterity or manual skifl would suit a
blind person. This gesture is like that
of a child playing with a detonator, as
if one could recuperate sight thanks
to a metallic object similar to the cne
which took it away. Evgen Bavcar
taps a reservoir of shapes and
colours which come from the solitary

world of his childhood. But the light, in
his photographs, is never from
ordinary lighting. Darkness dominates.
in them, light is rather a metaphor of
touch, it seems to come from a
flashlight of which the beam is a finger
which hatingly fumbies, marks
contours, caresses, pin-points, elc.
The light explores, for example, the
bodies of women which Bavcar first
envelops in the obscurity of the
studio. These photographs, more
brutally than the numerous fronfal
portraits which Evgen Bavcar takes,
question the relationship of the artist
and his model. Here nakedness takes
a strange character, as ff it was
difficult to be naked without being
seen. In fact, these bodies don't
shape up well, don't pose, don't gel in
to the stereotypes of academic nudity
which always makes flesh more or
lass assthetic. The pale nudes of
Bavcar seem struck by awkwardness,
as If, in turn they were blinded by the
absence of eyes watching them which
would comfort their narcissism.
However, Bavcar likes to photograph
women and to photograph himself
touching them. The hand is present
everywhere, a metaphor of desire.
This staging of his own desire is
essential in a society where "one
accepts everything from handicapped
persons, except desire” (5). Bavcar's
advantage, in this set-up, is that he
doasn't need to stay behind the
camera, his eyes don't keep him
there. if "women are sad when they

are not seen” (), photography -which
holds the promise of being seen-
enables this sadness to be deferrred.
The hand helps to know the man
whose eyes don't see. "The hands”,
writes J. L. Parant, "are the places of
passage from night to day: there is no
part of the body which more quickly
{eads fo fire" (7).

in Evgen Bavear's photfographs,
another proximity, purely spatial, can
be feft. Persons and objects are never
far from the camera, as if at arm's -or
hand's- lenght from the artists. Bavecar
explains that blindness implies a
shrinking of living space: "I must
touch it to recognize it, or situate It by
its sound” (8).

What does the world beyond one's
hands ook like? One night, moved by
a sort of telescapie nostalgia, Bavcar
wanted to photograph the stars
-forgetting that they pass in the sky
and leave only the trace of their
disappearance. The darkness in
Evgen Bavcar's photographs implies
the absence of secondary pianes, of
far distances.Buf the shrinking of the
living space aiso comes from the
non-seeing person’s decreased
mobility. "l can no longer run as {
used to. | move about less” (8) says
Bavcar. The photographs taken while
strolfing through Paris are fascinating,
because they question a fundamental
aspect of the eye. movement, thanks
to which seeing is fransformed into
looking. "Vision", says Merleau-Ponty.




"is dependent on and attached to
mavement. One only sees what one is
looking at” (10). The eye fastens onto
the motor element and if Evgen
Bavcar does not move his eyes, he
turns his head, holding his camera at
arm's length, like an eye freed from its
socket, its cavern and which responds
to the stimulus of the street. One

feels a sort of unadulterated, nearly
animal curiosily, a "scopic instinct”
(11). On the prints, evenis are .
recorded which are literally invisible to
us, such as the rustle of a pigeon’'s
wings, the murmur of the Seine river,
the sound of footsteps, the coldness
of a steel gate, the smell of a
Gauloise cigarette. If, as Jean-Luc
Parant writes, "Man sees further than
he can touch, he not only sees the
world where he can go, but also the
worid where he will never be abie to
go, where his body cannot enter” (12},
then the blind man sees "through his
skin" (13} only where he is, the place
where his body is situated and moves.
Thus the real subject of these
photographs is the position or
movement of the photographer
himself. The movement of his own
body as a glance.

Let us return to Evgen Bavcar's
statement at the beginning:
"photography enables me o pervert
the method of perception established

between seeing and non-seeing
persons”. The perversion of relations
is the sense of Bavcar's work. How
can one understand this idea? We
know Lacan's definition of perversion:
a petverse person is one who "makes
himself the instrument of the pleasure
of the other", ane who cannot attain
pleasure except by giving back o the
other, his own. In this sense,

Bavcar's way of proceeding is doubly
‘perverse: First, he shows us that what
he himself does not sea. He makes
himself the instrument of our sight and
exerts himself tirelessly to photograph
us, i.e. to write on our retina with light.
His camera furns us into the first
beneficiaries of his scopic avidity. At
the same time, we are invited to see
for him, as eyes, to instrumentalize
ourselves to make him in turn find his
profit. We have to lend him our
pleasure in what he cannot see. "My
vision", writes Bavcar, "exists by the
likeness of the phofagraph seen by
others" (14). But on the other hand,
what do we see? The photographs are
strange objects: we knaow we can
scrutinize them 1o the point of
indecency, that they are naked,
motioniess flesh, as in the eyes of the
blind themselves.

Following Luther, Jacques Derrida
insists on this point: "More naked than
anyone else, a blind man virtually

becomes his own sexual organ, he
becomes indistinguishable from it
because he does not see it, and as he
does not see when he exhibits himseif
fo the sight of others, it is as if he had
fost even the feeling of prudery itself”
{15). It seems fo me that Bavcar's
photographs function like fetishes:
even when it is not his face as a child,
it is always his own body that Bavcar
reveals to us, or, more accurately,
fragments of himself in the position of
a lost object.

This is the originality of Evgen
Bavcar's work. Neither a feat nor a
provocation, but the disturbing
exploration of the points of contact
between those who see and those who
don't. In this context, perversion
indicates an art of desiring and of
being desired. Should one then see in
Bavicar's way of proceeding a
hyperbolic form of any refation
between a creator and his public? This
short text does not provide sufficient
context to treat such a question, but it
sustaing that Evgen Bavcar, in his
way of using photography, seeks fo
implement such a relation.

Bernard Matignon, 1991
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Radyo ve Televizyon Yayinlar:
Radio and Television Programmes

1985
1986
1987
1988

1989
1990

"Slovenie entre Vienne et Trieste" (Viyana ve Trieste arasinda Stovenya / Slovenia, Between Vienna and Trieste), Alpen Adriee Prog., Radio Capo d'Istria-Koper
"Narcisse Sans Miroir" {Aynasiz Narsis / Narcissus without a Mirrar}, Ljubljana T.V.

"Le regard ébloul” (Kamagan Bakig / The Biinded Vision), Jacques Descamps, Antenne 2 T.V.

"Le vent" (Riizgar / The Windj, Colette Fetlous, T.V. Prog.

"Les droits des aveugles” (Korlerin Haklar / The rights of the blind), Antcine Spire, T.V. Prog.

“La peinture les yeux fermés" (Kapall Gozlerle Resim / Painting with eyes closed), T.V. Prog.

“La Littérature triestine d'expression Slovene" (Slovak diliyle Trieste Edebiyati / Triestinen Literature in Slovenian), Panorama, T.V. Prog.

Fotograf Calismalar:i ve Sergiler
Photography Works and Exhibitions

1988
1989
1989

1980

191

"Mois de la Photo" (Fotograf Ay / Month of Photography}, Paris {Fransa/France)

"lci et afllewrs. Carré noir sur vos nuits blanches” (Burada ve orada. Beyaz gecelerdeki sansOr / Here and there. Black square an white-nights)), Sunset Caz KliibU-Paris (Fransa/France)
"Narcisse Sans Miroir" (Aynasiz Narsis / Narcissus without a Mirror), Finnegan's-Strasbourg (Almanya/Germany)

“Evgen Bavcar fotografije" {Evgen Bavcar, fotedrafgl / Evgen Bavcar, photographer), Gorizia (ltalya/italy)

“Photographies” (Fotograflar / Photographs), Fransiz Kiltir Merkezi / French Cuitural Institute-Ljubljana {Slovenya/Slovenia)

"Innen und Ausses” (lgerde ve Digarda / Inside and Qutside), Ruine der Kunste, Akademie der Kunste-Beriin (Almanya/Germany)

"Evgen Bavear, le photographe aveugle" (Evgen Bavear, Kor Fotografe / Evgen

Bavear, the blind photographer), FotoFolie-Zurich {lsvigre/Switzerland)

"Evgen Bavcar, le photographe aveugle” (Evgen Bavcar, Kor Fotograigl / Evgen

Bavcar, the biind photographer), Photoferum Pasguart-Bienne (|svigre/Switzerland}

"Les Images d'ailleurs" (Bagka Yerterin Gorintlleri / Images of Elsewhere), Metz v.b. FNAC forum-Paris (Fransa/France)

"Evgen Bavcar, le photographe aveugle” (Evgen Bavcar, Kér Fotografgl / Evgen Bavcar, the blind phetegrapher), Boulogne-sur-Mer (Fransa/France)

"Licht ohne Schatten” {Golgesiz 1sik / Light without a shadow), Braunschweig der Museum fir Fotografie-Braunschweig (Almany/Germany)

"Photographies” (Fotograflar / Photographs), Galerie Espace Saint-Cyprien-Toulouse (Fransa/France)

"Photographies" (Fotografiar / Photographs), Chatellereault (Fransa/France)

“Fotografias de Evgen Bavcear” (Evgen Bavcar'in Fofograflan / Photographs of Evgen Bavcar), Escuela de Artes Aplicadas y Oficios Artisticos de Almeria-Almeria {lspanya/Spain)

The copyright of the photographs in this catalague belangs to Evgen Bavear and the FotoFolie Gallery, Paris. Unauthorised reprodiciion, pubiication or sale is forbidder.

Bu katalogdaki fotograflarin tellf hakki Evgen Bavear ve FoloFolie Galerisine alttir. zinsiz goBaltimasi, yayinlanmast yada satimas yasakhr.
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