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Z cyklu Potopa / The Flood - F 69. - 2017 - 230 x 200 cm - komb. tech. na platné / comb. tech. on canvas



Samuel Pauco patfi k neprehlédnutelnym
osobnostem nejmladsi generace pohybujici
se na poli souc¢asné malby. Svym tvaréim
ndzorem nezapre své generacni zakotveni
projevujici se zejména ve zpochybnovani
tradi¢nich konceptd a postupt malby. Neni
to skepse vic¢i malbé jako takové - naopak,
Pauco stale zUstava bytostnym malifem -
jedna se spise o potrebu uvazovat za jeji
konvencéni limity a smérovat k jejimu chapani v otevienéjsim
diskurzu malby v ,,rozsireném poli“. | kdyz svét figurace zcela
neopousti, svou tvorbu rozviji kolem nékolika ustrednich témat
a vytvarnych problém0, mezi nimiz ddlezitou Ulohu pfiznava
zejména barveé, strukture a inspiraci v realité prirodniho svéta.
V tom lze ostatné vidét i jakousi zanrovou uchopitelnost
autorovy prace udrzujici nazivu esenci tradi¢ni kategorie
krajinarstvi.

| pres postupné promény vytvarného jazyka je patrné,

ze odkazy na konkrétni prirodni motivy (¢asto v silné
fragmentarni nebo sofistikované podobé) zlstavaji v kontextu
jeho obrazl pritomny kontinudlné. S tim souvisi i jeho
pracovni metoda. SpiSe nez chronologicky, vyvojovy aspekt
je ddlezitym voditkem Paucova zpUlsobu prace zejména
cykli¢nost: jeho série tvori zpravidla koherentni celek,

v némz pristup k problému tvorivé a takrka systematicky
rozehrava. Neupina se pritom pouze na jedinou cestu, nybrz
soustavné prozkoumava vice moznosti a objevuje rozmanita
alternativni reseni. Pauco se v Zzadném pripadé nespokojuje
s prvoplanovymi mimetickymi kvalitami zobrazeni, ale spise
hleda cestu k reinterpretaci predmétnosti, a to nejen ryze
malifskymi, ale soucasné i konceptualnimi prostredky, jejichz
pomoci si osvojuje okolni svét. Mohli bychom Fici, ze jeho
specifickym pristupem je krehké balancovani mezi tradici

a inovaci, v nezaménitelné kombinaci impulz{ a zkusenosti
¢erpaijicich z bohatych zdrojd moderni malby a v jejich
tematizovani a ovérovani prizmmatem soucasnych postupu.
Autor tak postupné dospiva k sebevédomému malifskému
stylu, ktery osciluje mezi vitalitou expresivniho malirského
gesta, jimz zachovava kontinuitu s klasickou malbou, a jeho
ukotvenim v soudobém diskurzu konceptuédlniho zplsobu
uvazovani. V intencich historické lekce Ize s urcCitou nadsazkou
hovofit o mixu rezidui predmétnosti s postupy abstraktniho
expresionismu. Elementarni pribuznost bychom snad mohli



vidét v pouziti gestickych tahl a energickych stop Stétce

a na né napojenych asociacich zivelné malifské spontaneity.
Nejde ovsem o takovou miru automatismu a improvizace,
jakou nachazime u nékterych malitskych predstaviteld malby
40. a 50. let. Pau¢o ma, zda se, tvarci proces stale pod
konceptuadlni kontrolou. | pres silnou inklinaci k experimentu
a pozoruhodnou malifskou energii autor disponuje souc¢asné
citem pro racionalni redukci - jeho metoda udrzuje napéti
mezi prvkem nahody, &i intuice, a autorskou kontrolou, slozkou
explozivni a reduktivni. V kontextu naseho uméleckého
prostredi bychom jako jistou analogii mohli zminit nékteré
invence strukturalni abstrakce, ovsem v ponékud odliSném
vyznamu, nez jaky se ujal pro ¢eskou malbu informelu 60. let.
Mame na mysli zejména reference k fenoménu abstraktni
barevné textury disponujici svébytnymi expresivnimi

a emocionalnimi kvalitami.

Zkusme se vSak podivat na povahu Paucovy krajiny pozornéji.
Na prvni pohled je patrné, ze neni krajinou idylickou a ze se jeji
kulisy prabézné méni. Zprvu (asi kolem roku 2012) ma povahu
krystalickych struktur majestatnich ledovych horskych masivi
pripominajicich terén pusté mésicni krajiny. Stale vyraznéji se
v ni uplatiuje kontrastni, takrka grafickd, jakoby zasnézena
cerno-Sedo-bila paleta s pestrymi barevnymi stopami, nékdy
v kombinaci s vodni modrou plochou, misty s tendenci

k tlumenému monochromnimu pojeti. Tyto scenérie odkazuji
sice k redlnému svétu, ale de facto vytvareji novou skutec¢nost
vidénou filtrem imaginace.

V poslednich letech se povaha krajiny v Paucovych platnech
proménila. Jeji zvlastni znepokojivy, reknéme dramaticky
potencial, odkryva v cyklu nazvaném Potopa, tedy v krajiné
jakoby zasazené prirodni katastrofou. | kdyz je zcela
oprosténa od lidské pritomnosti, je vyrazné, i kdyz nepfimo,
poznamenanad stopami lidské aktivity. Drevéné pristresky,
chatrce, kllny, konstrukce vytvorené lidskou rukou se vizualné
uplatnuji svou charakteristickou materialovou strukturou. Jejich
dominantni roli v obraze odpovida rovnéz proces malby - na
platné totiz vznikaji v prvnich vrstvach a bez programové
provazanosti s krajinnym pozadim. Védomé zde autor
vystavuje tviréi proces prvku ndhody a ucinek vysledné malby
vibrujicimu napéti mezi obrazotvornosti a autorskou kazni. Co
do vyznamovych asociaci patrné tato platna nezaprou jistou
alegoric¢nost. Drevéné objekty jakoby prebiraly ulohu vizualni



Z cyklu PostPauco - PP 8. - 2016 - 225 x 225 cm - komb. tech. na platné / comb. tech. on canvas



Z cyklu Znak / The Symbol - F 57. - 2018 - 40 x 34 cm - komb. tech. na platné / comb. tech. on canvas




metafory odkazujici ke stretu lidské civilizace s zivelnosti
prirody. Mozna jako mementa jeji svrchované nadrazenosti nad
¢lovékem?

Na zminénych krajinach se rovnéz poprvé setkavame

s kvalitativhé novymi obrazovymi konfiguracemi - jsou jimi
Utvary ve tvaru lambdy, popripadé pismen V nebo A, &i jejich
vzajemné variace. Zpocatku jesté priznavaji genetickou vazbu
na zminéné drevéné stavby nebo spise na jejich pozlstatky

v podobé lati a zborcenych konstrukci, ¢i konstrukénich

Utvard. V pozadi malby tedy z(lstavaji sice pritomny odkazy

na konkrétni krajinné motivy, témér podvratnym konceptudlnim
zasahem vsak malir stale intenzivnéji sméruje k jejich popreni,
zcizeni, ¢i zpochybnéni. Zatimco modernistickd malba vyuzivala
lettristické motivy predevsSim jako prvky hravosti, v tomto
pripadé autor vnasi do obrazu spiSe moment hadanky. O jejich
poutu k prvotni realité ostatné vypovida i pouzivani vrzenych
stind. Ty vSak postupné mizi a zminéné prvky prochazeji
metamorfézou v autonomni znaky, piktogramy, grafémy,
znepokojivé plsobici elementy s vlastni identitou a v obraze
cizorodé svou quasi-realistickou existenci. Jiz ne ve funkci
konstrukéniho ,,ornamentu®, ale s funkci asociativni - jako
podivni vetrelci z jiné planety.

Prestoze platna implicitné odkazuji zejména k existencialnim
vyznamUtm, jsou, zda se, soucasné také projevem spontdnniho
estetického okouzleni. Graficky ostra malba, v niz se autor
vzdal tonédlnich pfechodl a modelace, vyrazna rytmicka
struktura malby svou prizracénosti balancuje na hranici mezi
redlnym a fantasknim, mezi vidénym a podvédomym. Smyslové
vlastnosti textury, povrchu a barvy, naproti tomu oslavuji spisSe
vizualni hédonismus malby. Autor obvykle pracuje také s malymi
formaty, kterym nelze upfit status definitivnich autonomnich
praci, ale v nékterych pripadech funguji také jako vychodiska
pro rozmeérnéjsi kompozice.

Pokud bychom méli dikladnéji analyzovat zpUsob Paucovy
prace, pak metodou, jiz k témto vytvarnym formam dospiva,

je - zda se - na jedné strané zejména princip formalni redukce
konkrétniho vychoziho motivu, ¢i jeho vizualni stopy, zatimco
na strané druhé je to malifska transpozice optické zkuSenosti
do svébytného stupné abstraktni (tedy nepredmétné) vytvarné
textury, jak ji vizualné demonstruje prostrednictvim barey,

linii, rytmu a mnohdy s jejich predmeétnymi asociacemi. Jeho



tvaréi sila spocéiva v tom, ze zachovava spojeni s klasickou
malbou a hodnotou expresivni techniky malby a soucasné
konceptudlnim zasahem sméruje k jejich popreni, zcizeni,

Ci zpochybnéni. Modu ambivalence odpovidaji ostatné mnohé
z dalsich ddlezitych stavebnich principt jeho prace. V tomto
smyslu bychom mohli hovotit o zachovani estetiky obrazu
poznamenané konceptualnim myslenim, gestem, postupem.

Ackoliv autor nevypravi pribéh ani neilustruje néjakou konkrétni
ideu, Paucova tvorba je naplnéna ideou i emocionalnim
obsahem, ktery artikuluje v rGiznych stylech. Jeden

z konkrétnich prikladd takového postupu bychom snad mohli
identifikovat v obrazech, v nichz je horska scenérie takrka
dekorativné transponovana do pravidelného, i kdyz volného
rukopisného vzorce. S horskymi siluetami zde autor pracuje
jako s rytmizovanou strukturou podrizujici se formalnim
pravidldm obrazové plochy organizované do horizontalnich poli.
Jedine¢nost a neopakovatelnost prirodnich elementt tak

de facto popird Ci degraduje na sériovy ornamentalni motiv.

V posledni dobé vznika série obrazl, jejichz spole¢nym
jmenovatelem je postup, ktery bychom mohli zjednodusSené
shrnout pod omezovani, popft. zjednodusovani vytvarnych
prostfedkd. Takovéto formy obrazu dociluje abstrahovanim
motivu, i jesté spiSe redukci predmétu malby na izolovany

a jakoby zvétseny detail. Mlze to byt jak elementarni tah
Stétce, pulzujici barevna plocha nebo jednoducha tvarova
konstrukce cCi jeji fragment. Touto redukci dosahuje neobycejné
monumentality, a to prakticky bez ohledu na konkrétni format
obrazu.

V intencich uvazovani o fenoménu média malby, jez jsme
zminili v Uvodu, Pauco v posledni dobé se stale vétsim
zaujetim prozkoumava jeho povahu a jeho procesy. Obecné
receno - konfrontuje postupy specifické pro tradici obrazu
jako heterogenni discipliny definované predevsSim materidlem
- platnem a barvou - s jeho novymi identitami. Jednou

z konkrétnich moznosti, ¢i strategii, je krok z média obrazu
smérem k prostorovému objektu. U Pauc¢a vSak neni tento
postup samoucelnym, formalistickym gestem, nybrz logickym
pokracovanim dosavadniho smérovani. Nazorné to doklada
prvek, ktery dal i nazev jedné z jeho poslednich vystav
(Znak, v galerii Artikle na poc¢atku roku 2018). Dominantnim
tématem vystavy se staly jiz zminéné geometrizujici Utvary



Z cyklu Potopa / The Flood - F 45. - 2017 - 50 x 43 cm - komb. tech. na platné / comb. tech. on canvas
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ve tvaru lambdy, jimz v platnech povodnovych krajin prislusi
vyrazna role. Zminéné znaky, grafémy, postradaji jakékoliv
literarni nebo narativni reference, ale maji nepochybné znacny
asociativni potencial. Od virtualné odcizené existence, k trhlinam
v realité, k syntaxi borici iluzi skute¢nosti. Osvobozené a plné
emancipované z plochy obrazu zacinaji zit svym aktivnim
prostorovym, ale soucasné i malirskym zivotem.

Prozkoumavani vytvarného prostoru mezi malbou

a trojrozmérnym objektem je v posledni dobé ostatné dllezitou
komponentou autorovych tviréich experimentd. Postupy
smérujicimi za moznosti obrazu tematizuje materidlové kvality
platna, strukturu malby, vlastnosti a funkci obrazu. Vyznamné
misto mezi nimi maji zejména objekty, v nichz autor rozehrava
princip vrstveni v rozmanitych tvarovych, ale i prostorovych
konstelacich (jako nasténny, k obrazu odkazujici objekt, jako
socharsky koncipovany utvar, mimo jiné fascinovany konkavnimi
kvalitami vrstveni atd.). K objektovym strukturam se hlasi také
exemplare, v nichz tematizuje mobilni moznosti ,obrazu“ (jeho
otevirani, princip schranky, pohyblivé oltaricky apod.). | v tomto
pripadé jsou moznosti vyznamového ¢teni ambivalentni.

Vedle konceptualni hry s médiem malby vyvolavaji zrejmé

také asociace na provozni praxi béznou v kontextu muzedlnich
obrazovych sbirek.

Paucova malirska prace ma, i pres jeho mladi, pozoruhodnou
dynamiku, v niz zkouma dialektiku malby nejen jako
specifického média, vyjadrovaciho prostredku, ale také aktualni
zplsoby jeho vnimani. Jeji pritazlivost pro souc¢asného divaka
tkvi mimo jiné v tom, Ze autorovi nejde ani tak o uspokojivé
Feseni (Ci vyreseni) vizudlnich konfliktd, ale o jejich otevirani,
stretdvani, o snahu ponechavat jejich vizualni energii zivou

a viditelnou.

Kaliopi
Chamonikola
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Z cyklu Potopa / The Flood - F 70. - 2017 — 230 x 200 cm - komb. tech. na platné / comb. tech. on canvas
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Z cyklu Potopa / The Flood - F 67. - 2017 - 230 x 200 cm - komb. tech. na platné / comb. tech. on canvas



Z cyklu Potopa / The Flood - F 68. - 2017 - 230 x 200 cm - komb. tech. na platné / comb. tech. on canvas




Z cyklu Potopa / The Flood - F 18. - 2015 - 200 x 250 cm - komb. tech. na platné / comb. tech. on canvas
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Z cyklu Potopa / The Flood - F 16. - 2015 - 200 x 250 cm - komb. tech. na platné / comb. tech. on canvas
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Z cyklu Potopa / The Flood - F 17. - 2015 - 200 x 250 cm - komb. tech. na platné / comb. tech. on canvas
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Z cyklu Potopa / The Flood - F 41. - 2017 - 200 x 250 cm - komb. tech. na platné / comb. tech. on canvas
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Z cyklu Potopa / The Flood - F 25. - 2016 - 120 x 150 cm - komb. tech. na platné / comb. tech. on canvas
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Z cyklu Potopa / The Flood - F 26. - 2016 - 120 x 150 cm - komb. tech. na platné / comb. tech. on canvas
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Z cyklu Potopa / The Flood - F 44. - 2017 - 50 x 43 cm - komb. tech. na platné / comb. tech. on canvas
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Z cyklu PostPauco - PP 19. - 2017 - 50 x 40 cm - komb. tech. na platné / comb. tech. on canvas



Z cyklu PostPauéo - PP 20. - 2017 - 55 x 45 cm - komb. tech. na platné / comb. tech. on canvas
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Z cyklu Potopa / The Flood - F 47. - 2017 - 50 x 43 cm - komb. tech. na platné / comb. tech. on canvas



Z cyklu Potopa / The Flood - F 46. - 2017 - 50 % 43 cm - komb. tech. na platné / comb. tech. on canvas



Z cyklu Potopa / The Flood - F 19. = 2015 - 200 x 250 cm - komb. tech. na platné / comb. tech. on canvas



Z cyklu Potopa / The Flood - F 21. - 2015 - 120 x 150 cm - komb. tech. na platné / comb. tech. on canvas
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Z cyklu Potopa / The Flood - F 27. - 2015 - 120 x 150 cm - komb. tech. na platné / comb. tech. on canvas
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Z cyklu Potopa / The Flood - F 28. - 2015 - 200 x 250 cm - komb. tech. na platné / comb. tech. on canvas




Z cyklu Potopa / The Flood - F 34. - 2016 — 50 x 42 cm - komb. tech. na platné / comb. tech. on canvas
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Z cyklu Znak / The Symbol - F 60. - 2018 - 40 x 34 cm - komb. tech. na platné / comb. tech. on canvas



Z cyklu Znak / The Symbol - F 58. - 2018 - 40 x 34 cm - komb. tech. na platné / comb. tech. on canvas



Z cyklu Znak / The Symbol - F 54. - 2018 - 40 x 34 cm - komb. tech. na platné / comb. tech. on canvas
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Z cyklu Znak / The Symbol - F 74. — 2018 - 40 x 34 cm - komb. tech. na platné / comb. tech. on canvas



Z cyklu Znak / The Symbol - F 75. - 2018 - 40 x 34 cm - komb. tech. na platné / comb. tech. on canvas



Z cyklu Znak / The Symbol - F 66. - 2018 - 40 x 34 cm - komb. tech. na platné / comb. tech. on canvas



Z cyklu Znak / The Symbol - F 65. - 2018 - 40 x 34 cm - komb. tech. na platné / comb. tech. on canvas



Z cyklu Znak / The Symbol - F 59. - 2018 - 40 x 34 cm - komb. tech. na platné / comb. tech. on canvas



Z cyklu Znak / The Symbol - F 61. - 2018 - 34 x 40 cm - komb. tech. na platné / comb. tech. on canvas



Z cyklu Znak / The Symbol - F 76. - 2018 - 34 x 40 cm - komb. tech. na platné / comb. tech. on canvas



Z cyklu Potopa / The Flood - F 35. - 2016 - 50 x 42 x 5 cm - komb. tech. na platné / comb. tech. on canvas



Z cyklu Potopa / The Flood - F 33. - 2016 - 50 x 42 x 5 cm - komb. tech. na platné / comb. tech. on canvas






Z cyklu PostPauéo - PP 1. - 2015 - 34 x 40 x 20 cm - komb. tech. na platné / comb. tech. on canvas



yklu PostPauéo — PP 1. - 2015 - 34 x 40 x 20 cm - komb. tech. na platné / comb. tech. on canvas
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Z cyklu PostPauco - PP 11. - 2017 - 45 x 39 x 15 cm - komb. tech. na platné / comb. tech. on canvas



Z cyklu PostPauco - PP 10. - 2016 - 45 x 39 x 18 cm - komb. tech. na platné / comb. tech. on canvas



Z cyklu PostPauco - PP 5. - 2015 - 26 x 21 cm - komb. tech. na platné / comb. tech. on canvas



80

SDAUDD UO Y93} ‘quiod / auip|d bu ‘Yo8} ‘quIo)| — WD 0SZ x SOZ - 8LOZ - ‘78 4 — Poo|d @Yl / pdojod npjAs 7









85

SDAUDD UO "Yo8} "'quiod / auip|d bu ‘Yoa) ‘quIo)| — WO 0SZ x SOZ - 8LOZ - ‘6L 4 - Poold 8yl / bdojod npjAs 7




Z cyklu Potopa / The Flood - F 81. - 2018 - 205 x 250 cm - komb. tech. na platné / comb. tech. on canvas
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Z cyklu Znak / The Symbol - S 1. - 2018 - 50 % 40 cm - komb. tech. na platné / comb. tech. on canvas



Z cyklu Znak / The Symbol - S 2. - 2018 - 50 x 40 cm - komb. tech. na platné / comb. tech. on canvas



Z cyklu Znak / The Symbol - S 3. - 2018 - 50 x 40 cm - komb. tech. na platné / comb. tech. on canvas

Z cyklu Znak / The Symbol - S 4. - 2018 - 50 x 40 cm - komb. tech. na platné / comb. tech. on canvas






Z cyklu Znak / The Symbol - S 5. - 2018 - 50 x 40 cm - komb. tech. na platné / comb. tech. on canvas




Z cyklu PostPauco - PP 21. - 2017 - 70 x 60 x 15cm - komb. tech. na platné / comb. tech. on canvas



Z cyklu Znak / The Symbol - F 78. - 2018 — 50 x 42 cm - komb. tech. na platné / comb. tech. on canvas
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Z cyklu Potopa / The Flood - F 30. - 2016 - 50 x 42 cm - komb. tech. na platné / comb. tech. on canvas



Z cyklu Potopa / The Flood - F 31. - 2016 — 50 x 42 cm - komb. tech. na platné / comb. tech. on canvas



Z cyklu Znak / The Symbol - F 55. - 2018 - 40 x 34 cm - komb. tech. na platné / comb. tech. on canvas



Z cyklu Znak / The Symbol - F 56. - 2018 - 40 x 34 cm - komb. tech. na platné / comb. tech. on canvas



Z cyklu Znak / The Symbol - F 62. - 2018 - 40 x 34 cm - komb. tech. na platné / comb. tech. on canvas



Z cyklu Potopa / The Flood - F 15. - 2015 - 200 x 250 cm - komb. tech. na platné / comb. tech. on canvas



Z cyklu PostPauco - PP 15. - 2017 - 30 x 24 x 10 cm - komb. tech. na platné / comb. tech. on canvas
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Z cyklu PostPauco - PP 22. - 2017 - 30 x 20 cm — komb. tech. na platné / comb. tech. on canvas
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Z cyklu PostPauco - PP 24. - 2017 - 30 x 20 cm - komb. tech. na platné / comb. tech. on canvas



Z cyklu PostPauco - PP 25. - 2017 - 30 x 20 cm - komb. tech. na platné / comb. tech. on canvas
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Z cyklu Znak / The Symbol - F 72. - 2018 - 40 x 34 cm - komb. tech. na platné / comb. tech. on canvas
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Z cyklu Znak / The Symbol - F 73. - 2018 - 40 x 34 cm - komb. tech. na platné / comb. tech. on canvas
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Samuel Pauco belongs to the
outstanding personalities of
the youngest generation of
contemporary painters. In his
creative opinion, he cannot
deny his generational roots,
particularly in challenging
traditional concepts and
practices of painting. It is

not a skepticism of it as such

- on the contrary, Pauc¢o

still remains fundamentally

a painter - but rather the
need to think beyond its
conventional limits and towards
its understanding in a more
open discourse of painting in
the “expanded field”. Although
he does not abandon the world
of figuration, he develops his
work around several central
themes and artistic problems,
among which an important
role is given to color, structure
and inspiration in the reality
of nature. In this way, one

can also grasp the genre of
the author’s work, which is
keeping alive the essence of
the traditional category of
landscape painting.

Despite gradual changes in
the artistic language, it is
clear that the references to
particular natural motifs (often
in a highly fragmentary or
sophisticated form) remain in
the context of his paintings
continuously. This is also
related to his method of work.
Rather than the chronological
and developmental aspects,
the cyclicality is especially an
important guideline for his
method: his series usually form
a coherent unit, in which he
plays out his approach to the

problem in a creative, almost
systematic way. He does

not take a single path, but
continuously explores more
possibilities and discovers

a variety of alternative
solutions. In any case, Pauco is
not satisfied with the obvious
mimetic modes of display, but
rather seeks a way to reinterpret
the subject, not only purely by
means of painting but also by
the conceptual means, by which
he adopts the surrounding
world. We could say that his
specific style is a delicate
balance between tradition and
innovation, an unmistakable
combination of impulses and
experience, drawing on the rich
sources of modern painting,
and their thematization and
authentication through prism

of contemporary processes.
The author is thus gradually
reaching a self-confident

style that oscillates between
the vitality of an expressive
gesture, preserving continuity
with classical painting, and his
anchoring in the contemporary
discourse of conceptual way

of thinking. In the hyperbole of
a historical lesson, it is possible
to speak of a mixture of subject
matter residues and procedures
of Abstract Expressionism.
Elementary kinship might be
seen, for example, in the use of
gestures, vigorous brush strokes
and the associated unrestrained
natural painting spontaneity.
There is not, however, such

a degree of automatism and
improvisation as we can find

in the artworks of some of the
artists of the 40s and 50s. The
creative process seems to be

still under Pauco’s conceptual
control. In spite of the strong
inclination to experiment and
the remarkable painting energy,
the author has at the same time
a sense of rational reduction -
his method keeps the tension
between the element of
coincidence or intuition, and the
author’s control, its explosive
and reductive element. In

the context of our artistic
environment, we might use as

a certain analogy, for example,
some of the inventions of
structural abstraction, but in
somewhat different meaning
than connected with the Czech
Informalist painting of the 60s.
We refer in particular to the
phenomenon of abstract color
texture, possessing distinctive
expressive and emotional
qualities.

But let’s try to look at the
nature of Pauco’s landscape
more closely. At first glance,

it is obvious that it is not an
idyllic landscape and that its
scene is constantly changing.

In the beginning (around

2012), its crystalline structures
of the majestic ice mountain
massifs resemble the terrain

of a desolate lunar panorama.
Increasingly used there is the
contrasting, almost graphic,

as if snowy black-grey-white
palette with bright traces of
color, sometimes combined with
a blue water surface, sometimes
with a tendency to subdued
monochrome conception. Albeit
these sceneries refer to the

real world, they create de facto
a new reality seen through the
filter of imagination.



In recent years, the nature of
the landscape has changed in
Pauco’s paintings. Its special
disturbing, or dramatic,
potential is revealed in

a cycle called Potopa [The
Flood] - in the landscape as

if hit by a natural disaster.
Although completely free

from human presence, it is
distinctly, however indirectly,
marked by traces of human
activity. Wooden shelters,
huts, sheds, man-made
structures are visually applied
by their characteristic material
structure. Their dominant role
in painting also corresponds

to the process of painting -

on the canvas they emerge

in the first layers and without

a programmatic interconnection
with their background. The
author consciously exposes his
creative process to the element
of coincidence, and the effect
of the resulting painting to

the vibrating tension between
imagination and authorial
discipline. As for the denotation
associations, these canvasses
cannot deny certain inclination
to allegory. Wooden objects
seem to take on the role of

a visual metaphor, referring

to the conflict of human
civilization with the raw nature.
Maybe as a memento of its
ultimate supremacy over man?

In the above-mentioned
sceneries, we also encounter
for the first time qualitatively
new image configurations

- these are components

in the shape of lambda, or
letters V or A, eventually
their variations. Initially, they

may still admit a genetic link
to the wooden structures or
rather to their remnants in

the form of laths and broken
structures or structural units.
In the background of the
painting, the references to
specific landscape motifs
remain, however the artist
increasingly focuses on their
denial, alienation or questioning
via an almost subversive
conceptual intervention.

While Modernist painting

used letter motifs primarily

as elements of playfulness,

the author creates more of

a riddle. Their attachment to
the primordial reality is shown,
for example, by the use of drop
shadows. Nevertheless, they
are gradually disappearing

and the elements are going
through a metamorphosis

into autonomous characters,
pictograms, graphemes,
disturbing components with
their own identity, being
foreign in the image with

their quasi-realistic existence.
No longer in the function of

a structural “ornament”, but
with an associative function - as
a strange invader from another
planet.

Although the canvasses
implicitly refer mainly

to existential meanings,

they appear to be also

a representation of

a spontaneous aesthetic appeal.
The distinctive rhythmical
structure of graphically sharp
painting, in which the author
abandoned tonal transitions
and modeling, balances on
the border of the real and the

fantastic, of the seen and the
subconscious. The sensory
properties of the texture,
surface and color, on the other
hand, celebrate the visual
hedonism of painting. The
author often works with small
formats as well, that cannot be
denied the status of definitive
autonomous works, but in some
cases, they also serve as a basis
for larger compositions.

If we have to analyze more
closely the way of Pauco’s work,
the method by which he
reaches these forms is - it
seems - on the one hand,

the principle of the formal
reduction of a particular
starting motif or its visual trace,
while on the other hand it is

a painting transposition of the
optical experience to a distinct
degree of abstract (i.e., non-
objective) artistic texture, as

he is visually demonstrating it
through colors, lines, rhythms,
and often with their subject
associations. His creative
strength lies in maintaining

a connection with classical
painting and the value of
expressive painting techniques,
and at the same time in his
conceptual intervention aiming
to deny, alienate or challenge.
Many of other important
structural principles of his work
also correspond to the mode of
ambivalence. In this sense, we
could talk about preserving the
aesthetics of a painting, marked
by conceptual thinking, gesture,
and process.

Though the author does not
tell the story, nor does he



illustrate any particular notion,
Pauco’s work is filled with an
idea and the emotional content
which he articulates in different
styles. One of the particular
examples of such a process
might be identified in paintings
in which mountain scenery is
almost decoratively transposed
into a regular, albeit free,
handwritten formula. The artist
works with mountain silhouettes
as with a rhythmized structure
that obeys the formal rules

of the image area organized
into horizontal fields. The
uniqueness and unrepeatability
of natural elements is thus de
facto denied or degraded to

a serial ornamental motif.

Recently, he has produced

a series of paintings, the
common denominator of which
is a procedure that could be
summarized as a limitation or
simplification of artistic means.
He achieves such form of image
by the abstraction of the motif,
or even by reducing the subject
of painting into an isolated (as
if magnified) detail. It can be
either an elementary brush
stroke, a pulsating color surface
or a simple shape, its fragment
even. By this reduction, he
achieves an extraordinary
monumentality, virtually
regardless of the specific image
format.

In the context of the
phenomenon of the media

of painting, which we have
mentioned in the introduction,
Pauco has recently become
more and more enthusiastic
about its nature and processes.

Generally speaking, he
confronts processes specific

to the tradition of painting as

a heterogeneous discipline
defined primarily by material -
canvas and paint - with its new
identities. One of the specific
options or strategies is the shift
from the media of a picture
towards a spatial object. With
Pauco, however, this process

is not just a purposeful,
formalistic gesture, but a logical
continuation of his direction.
This is illustrated by an element,
which also gave the name

of one of his most recent
exhibitions Znak [The Symbol]
in Artkle Gallery in early 2018.
A dominant theme of the
exhibition were the already
mentioned geometric shapes in
the form of lambda, which play
a significant role in the flood
landscapes. These characters,
graphemes, lack any literary

or narrative references, but
undoubtedly have considerable
associative potential. From
virtually alienated existence,

to the cracks in reality, to the
syntax breaking down the
illusion of reality. Liberated and
fully emancipated from the
surface of the image, they begin
to live with their active spatial
but also pictorial life.

Exploring the artistic space
between painting and a three-
dimensional object has recently
been an important part of the
author’s creative experiments.
Through the procedures
reaching behind the possibilities
of the image, he makes a theme
out of, for example, material
quality of the canvas, structure

of painting, properties and
function of the image. An
important place among them
have in particular the objects in
which the author plays out the
principle of layering of a variety
of shapes, as well as a variety of
spatial constellations (such as

a hanging picture-referencing
object, a sculpture-conceived
structure fascinated also by
concave layering qualities,

etc.). Object structures are

also claimed by the artworks
thematizing the mobile
possibilities of a “picture” (its
opening, box-like principle,
movable altars, etc.). Also in this
case, the possibilities of their
understanding are ambivalent.
In addition to conceptual play
with the medium of painting,
they seem to evoke, as well,

the associations of operational
practice common in the context
of museum collections.

Pauco’s body of work, despite
his youth, has a remarkable
dynamic in which he explores
the dialectic of painting not
only as a specific medium

and means of expression,

but also as a means of its
perception. Its attractiveness
for a contemporary viewer is
rooted n the fact that the author
is not seeking a satisfactory
solving (or solution) of visual
conflicts, but their opening,
confrontation, and the effort to
keep their visual energy alive
and visible.

Kaliopi Chamonikola
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