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KOCANOVE FANTAZEE
) sci intton...ar time and space.."*
Ikko Narahara, in: Contemporary Phatography, NY, 1982, p.553

1 PORTRETY - HRA S IDENTITOU

- The notion of the camera's ‘uthfuiness' has become suspect, as the photographers

fabricated, , freeing

role as a documentary record, No longer operating under the pretense of the camera

as a ‘mimor with a memory’, and selfportrat as mersly the capturing of personaity or
images ask us to that icentiy is &

straightforward process.” * ( In: “FICTIONS OF SELF - Portrait in Contemporary.

Photography’, essay by Trevor Richardson, 1993, p.12)

Kocanova poreina foograi vichadza 2 pindipov whvame posimodemy: ra sa s
identtou, manipule. obsahy fommou nteraklnych pristoroweh instalaci, kolazi
montaz a prekadaria negatov. Tvar sa stava primamym subjektom foografovel
oy miesa rasy (Black & Whte Banetton, 1993, lud  psov (Liko Mastr - Lke
g or Lie Dog - Lie Maste, 1995), are: bizkych pribuznych a znamyeh (Farily
Puzo 1. I, 1952, 1985; Fale Horoscope, 1994; Robin, 1992), ako | histarickych
oscbnost (Scomion, 1996). V pincpe iada podsbnosii a indviduaine 2iastnost,
houl keufe nove ienty. Manipulacioreaity, Kamin o sebe a ruhych provakuje
oty o zmysie abjekiy, Kora v tomto pripade nie j krterom poznania, Thers is
o onger a rth of the sof, but - (0 use. Lacan's for - ol s imaginary. Anyono
loaking i a miror, even i soeking to dscover thi o Kenty, discovers fstof ol a
ced image of her o himsal. Every setportit s neviabl, by s very nature, a
doubiing, an image o tho tter.Bele i the nth of tho solf and bole! in tho

t ic record have
even the simplest and least staged, is the portait of another.” * In: S!ngmg the Self,
essay by Jean-Francois Chevier, London, 1986, p.9.)

V monumentalnych figuralnych koripoziciach sa Kocan sustreduje na seba: multpluie
sa v roznych teatrainych inscenaciach pri dihotvajucich expoziciach. Vznikaju nocne
veduty mesta, s metaforami  svojho viastneho obrazu - stylzovane iluzie o sebe a o
svete (cyklus ciemo-bielych fotografi Svetiom do my / From Light into Darkness, 1989-
1993)




V prestorove] a zvukove] instalaci ‘VYRUSIL SI MA alebo OBKLUCIL SOM TA' sa
spajaju obidve formy fotografovej autoportretne] projekcie - mixovana tvar a figuraina
kompozicia. Dominuje prieskum viastej identity, metafora, spochybnenie objekiivne]
reaiity: “vidite moj vonkajsok - moje druhe ja, az potom vchadzate do mojho vnutra'
Obvodove fotografie are; dvanast autops prekey-
vaiju grimasy - iba posledny obraz je praveivy. Prava tvar nam udava smer - nasledne
Vehadzame do autorovho ‘vnulra'.

1L IMAGIN/ 1Y - KRE

a i record what often
is ot seen - by the unaided eye. Night photographs remind us of the fundamental
nature of a
agency of ight. ion of surfaces,

whole.”*(in: NIGHT LIGHT, essay by Keith David, 1989

Kocana od zaciatku fascinovala praca so zaiadnym principom media: so svetlom. Pri
dinyeh expoziciach resli do tmy ', snima zaznamy viastnych fantazi v otvorenei kra-
jne. Re-konstruie realitu, inscenuie: tvorba je interaktivaym happeningom, pr Klore]
ma autor kontrolu iba nad prostriedkom ‘kresby - svetelnym zdrojom; finalny obraz jo
vysledkom tejto interakeie

Krajinarske vizie maiju naslednu chronologiu: koncom 80, rokov vznikaju ciemo-bisle
‘noktuma’ mesta, kiore neskor vystrieda farba a novy zaner: krajina (cyklus Kreslenic
svetiom: Navraty / Drawing with Lights: Retumings, od 1993). “Zacal som vyhiadavat
nove, inspinjuce prostredia - z mesta som presiel do hor a voinej prirody. Dihymi
expoziciami a  farebnymi svetiami si kresiim vysnivanu, fitivnu krajinu, v Ktorej oziva
wmyseina fauna a flora.” X

Na pohiad banalne krajiny maju vsak zavaznejsie obsahy - referuju o navrate k prirode
a natursinym zdrojom. Su viziou © mutacii civiizovaneho sveta a vysiedkom

podobne ako v p

Lucia Benicka - Founder and Curator of The Houss of Phtography af Talranska galeria in
2 3 1998/1997
Schola in photography.
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*Robo Kocan follows in the footsteps of artists such as Cindy Sherman in using
photography as a means to manipulate, transform, and examine identiy. The result of
artist's explorations is both a humorous and insightful commentary on the satie of
physical appearance in the creation of human identity.”

Kell

*Robo Kocan is the complete postmodemist, to the point of defying the arbitrary
restictions of politcal correctness that tumed postmodemism into'a set of predictable
conventionalized genes. He is ot afraid to speculate visually about a new humanism,
50long as itincludes a diversit that deconstructs it

Kocan is a photographic Jacques Derrida. An understanding o his work can b gained
through that most elusive term in the Denridian lexicon, differance, which refers to the
vacancy that opens up when there are no longer any master signifiers regulating
discourse. Every repetion of the same prolferates diversity, but somehow retains an

red Derida and K ka unity of
diversity (a contradicton in terms), not the familiar modem formula of diversity witin
unity.

A28, Kocan is sl engaged in the fist perod of hs creative Ife, which has been
dominated by experimentation with the stark headshot porirait. He usss the widest
diversty of photographic tactcs and techniques (collaging, montaging, photo- grics,
time exposure, mulple exposure, negative layering, and multle projection) to croate

ly merging them. This
is the basis of Kocan's neo-humanism, which proferates diversity while suggesting a
non-conceptual unty.

Al of Kocan's portait experiments, some of which are further diversified into elaborate
installations, teach the undecidable lesson of differance. Those experiments range
from serious to playful, and from insightful to banal.”

Michael A. Weinstoin, professor of phiosophy and poltical science at Purduo Universty.
Wiiter on photography, his photographic contributions aro woekly published in magazine NEW
CITY of Chicago.




N
* Robo Kocan combines the faces of peaple dlose to him, or-in one particular series--
people and the animals close to them. ~Resisting digital technology to o so, he
creates collages which seem occasionally rather rough around the edges. His lack of
the current obsession wih things technological is refreshing, however, and the images
often touching. The ambiguity with which he invests the visual identiies of these real
people is both liberating and unsettling, as are the tenuous ways in which the faces are
mixed ding himself and his
image around, in mixing up what he-and we—already know in order to_playfully

emphasize both the ubiquitousness and the fragiity of inimate interpersonal
connections.”

Andanette Brush, Manager of Collctions and Educalion al the ~ Museum of Contemporary.
Photography in Chicago.
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