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Wprowadzenie biograficzne

Urodzitem sie w 1971 r. w Warszawie. Studia na Wydziale Prawa i Administracji
Uniwersytetu Warszawskiego przerwatem po trzech latach aby zdawaé na Wydziat
Malarstwa Akademii Sztuk Pieknych w Warszawie. Malarstwo studiowatem od

1994 r. Dyplom malowany pod kierunkiem Profesora Rajmunda Ziemskiego
obronitem z wyrdznieniem w 1999r. Po ukonczeniu studidw zajmowatem sie
malarstwem sztalugowym a takze malarstwem $ciennym i dydaktyka. W latach
2005 - 2008 razem z Arturem Winiarskim i Wojciechem Cie$niewskim prowadzitem
galerie Oficyna Malarska, w ktérej organizowatem wystawy promujgc w ten sposéb
idee sztuki i macierzysty Wydziat Malarstwa. Od 2006 r. pracuje na Wydziale
Malarstwa Akademii Sztuk Pieknych w Warszawie, poczgtkowo na stanowisku
asystenta. W 2014 roku uzyskatem stopien doktora sztuki w dziedzinie sztuk
plastycznych w dyscyplinie artystycznej- sztuki piekne (tytut rozprawy doktorskiej:

. Cyniczni mordercy zabijajg w ciszy. Obrazy stawiajg pytania.”). Od 2016 r. pracuje

na stanowisku adiunkta.

Otrzymatem nastepujgce nagrody i wyrdznienia:

- Dyplom z wyréznieniem; pod kierunkiem Prof. Rajmunda Ziemskiego, Akademia
Sztuk Pieknych w Warszawie, 1999 .

- Wyréznienie Honorowe w dziedzinie Malarstwa; Miedzynarodowy Festiwal
Sztuki- Zdarzenia Tczew - Europa 2000; Tczew 2000 r.

- Specjalna Nagroda Rektora Akademii Sztuk Pieknych w Warszawie, 2008 r.
(Za zaangazowanie w prace przy organizacji obchoddéw 60- lecia Wydziatu
Malarstwa)

- Nagroda Rektora Akademii Sztuk Pieknych w Warszawie, 2009 r. (Za osiggniecia
dydaktyczne , artystyczne i organizacyjne oraz zaangazowanie w prace na rzecz
Uczelni)



Opis dorobku

przed doktoratem

Jakis czas po zakonczeniu studiéw zaczatem pracowaé cyklami. W kazdym

z nich koncentrowatem sie na cztowieku. Nie zajmowata mnie kontemplacja natury.
Moje malarstwo nie byto spotecznie zaangazowane. Zawsze w polu
zainteresowania pojawiata sie natura jednostki ludzkiej. Wydaje mi sie, ze cata moja
dziatalnos$¢ twdrcza obraca sie wcigz wokdt otwarcia i co za tym idzie poszukiwania
wewnetrznej wolnosci i sity. By¢ moze jest to forma podswiadomej autoterapii,
préba uczynienia siebie lepszym, ale na pewno skierowana takze do odbiorcéw
mojej sztuki. Kazdy moze by¢ lepszy. Opisuje to $wietnie Patrycja Pustkowiak,
przyblizajagc w swoim artykule posta¢ niemieckiej psychoanalityczki i psychiatryczki
Karen Horney:

.Formutuje optymistyczne tezy: czfowiek musi chcie¢ sie otworzyd, przede
wszystkim na prawde o sobie. Czfowiek musi chcie¢ zmiany, przede wszystkim
siebie, musi podjac dziatanie rozumiane jako praca nad soba. Splatanie, zagubienie,
cierpienie to tak naprawde stany, z ktérych mozemy odniesc korzysci. Jesli sie na nie
otworzymy, zyskamy wewnetrzng wolnosc i site. "Tylko wtedy, gdy bedziemy gotowi
wzig¢ na siebie najtrudniejsze zadania, mozemy zblizy¢ sie do ideatu zostania
kapitanem okretu, ktéorym jestesmy my sami" - pisze w "Naszych wewnetrznych

konfliktach”"1

Pierwszy z cykli powstat po podrézy do Chin. Na motywie gtowy Buddy
rozwazatem site woli, wewnetrzng potrzebe ale i walke, ktérg musiat stoczy¢ ksigze
Siddartha aby podja¢ decyzje o porzuceniu wtasciwie wszystkiego co wydawacd by
sie mogto w zyciu wazne: zony i nowo narodzonego syna, wtadzy, bogactwa i zycia
w luksusie. Siddartha uczynit ten krok wkraczajac na $ciezke ascezy i medytacji,
ktéra miata doprowadzi¢ go w koncu pod drzewem Bodhi do osiggniecia nirwany
i pozniej nauczania jako Budda. A moze byto to rozwazanie nad tym co w zyciu

cztowieka jest najwazniejsze?

! Patrycja Pustkowiak, Karen Horney: wredna psychoanalityczka, Wysokie Obcasy.pl,
5 marca 2016
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Nastepnym cyklem byt zbiér obrazéw inspirowany postacig i twdrczoscia
amerykanskiej fotografki Diane Arbus. Diane, wcigz niespetniona, cérka wtasciciela
jednego z pierwszych nowojorskich domdéw towarowych, nieszczesliwa w domu
rodzinnym, natychmiast po maturze wychodzi za maz za fotografa mody
pracujgcego dla jej ojca. Po kilkunastu latach zwigzek rozpada sie. Diane
rbwnoczes$nie zaczyna penetrowac z aparatem nowojorski underground.
Fotografuje freakow- kartow, transwestytow, nudystéw. W Ameryce potowy lat 60-
tych robi to wrazenie. Nikt wczesniej nie wyciggat na $wiatto dzienne obrazéw tych
ludzi. Tuz przed samobdjczg Smiercig jest uczestniczka pierwszej w nowojorskim
Museum of Modern Art wystawie fotografii. To miedzy innymi dzieki niej fotografia
zyskata range sztuki. Jednak, co ciekawe, dla niej samej wazniejszy od samych
odbitek byt sam proces- kontakt z drugim (fotografowanym) cztowiekiem.

,She made her subjects look as angry and alone and depressed and anxious as she
was. They recorded her feelings. She created a visual world that reflected her and, in
process, consoled her.”2 / Sprawiata, ze fotografowane osoby wygladaty na tak samo
wsciekte, samotne, depresyjne i niespokojne jak byta ona sama. Rejestrowali jej
uczucia. Stworzyta wizualny swiat, w ktérym sie odbijata i w procesie, podtrzymywat
ja na duchu.)3

Na moich obrazach pokazywatem proces. Przedstawiaty one fotografie Arbus ale

z nig sama wkomponowang na pierwszym planie- uchwycong w trakcie robienia
zdjecia, ktdére byto inspiracjg. Drugim wariantem byto odtwarzanie przeze mnie

na obrazach momentéw w ktérych powstawaty fotografie bedgce inspiracjami

do poszczegdlnych ptécien. Podczas malowania tego cyklu nastgpita powazna
zmiana w moim podejsciu do obrazu. Wychowany w postkapistowskiej pracowni,
wigzanego z nurtem informel, Profesora Rajmunda Ziemskiego, obrazy z cyklu
Louddyjskiego”, trzymatem na granicy abstrakcji i figuracji z przechytem w kierunku
braku przedstawienia. Natomiast ptdtna na motywie fotografii Arbus byty juz

$miatym krokiem w kierunku malarstwa figuratywnego.

2 William Todd Schulz: An emergency in slow motion / the inner life of Diane Arbus str. 183

3 ttum. Pawet Nocun
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Kolejng grupa obrazéw byt cykl prac, ktéry pokazywatem przy okazji
przewodu doktorskiego pod znamiennym tytutem: , Cyniczni mordercy zabijaja
w ciszy. Obrazy stawiajg pytania.” Obnazatem w nich miedzy innymi stabos¢
powojennej Europy ktéra nie dos¢, ze pozwolita Heinzowi Reinefarthowi catkowicie
bezkarnie ujs¢ z pozogi wojennej, to wyniosta go do sprawowania (do $mierci)
stanowiska burmistrza miasta Westerland na pdtwyspie Sylt, oraz prowadzenia
kancelarii adwokackiej. Chciatem réwniez pokaza¢ mentalnosé¢ i moralnosé tego
cztowieka, ktéry szesé lat przed objeciem stanowiska burmistrza dowodzit
oddziatami, ktére w ciggu kilku dni wymordowaty 50 000 cywilnych mieszkancow

warszawskiej Woli, a w czasie catego Powstania okoto 100 000 ludzi. Mierzytem sie

w nich, na przyktad z postacig niemieckiego aktora Klausa Kinskiego, ktéry

kiedys byt dla mnie waznym punktem odniesienia jako ekspresyjny,
ekstrawertyczny aktor grajgcy w filmach Wernera Herzoga, mojego ulubionego
poddwczas rezysera. Wzér dla drzemigcego we mnie i jeszcze nieobjawionego
artysty? Malowanie tych obrazéw zbiegto sie w czasie z opublikowaniem
autobiografii Poli Kinski, starszej coérki aktora. Okazato sie bowiem, ze od
dziecinstwa Kinski molestowat seksualnie swojg coérke. Pojawity sie pytania. Czy
przy oczywistym potepieniu aktora, dyskredytowaé jego dokonania w filmie?
Dzisiaj,

po ujawnieniu pedofilskich zachowan Michaela Jacksona, niektére stacje radiowe
zrezygnowaly z emitowania jego piosenek. W cyklu pojawit sie réowniez obraz
przedstawiajgcy Martina Heideggera, Adolfa Hitlera i Hannah Arendt. Heidegger-
profesor i Arendt- studentka, byli kochankami. Po dojsciu Hitlera do wtadzy
Heidegger zaczyna sympatyzowaé z nazizmem, Arendt natomiast jako Zyddwka,
jest zmuszona do przerwania pracy nad doktoratem i emigracji. Heidegger zas
pfaci sktadke na NSDAP do 1945 roku, do kapitulacji Niemiec. Po wojnie zaczynaja
jednak znowu ze sobg korespondowad. Fascynacja intelektualna bierze gére nad
ideologiag. Skala poruszanych tematéw i chec sktonienia odbiorcéow do refleks;i
sprawity, ze zdecydowatem sie na zastosowanie duzych formatéw ptdcien.

Omawiany obraz ma rozmiar 4 x 4 metry.
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po doktoracie

Z kolei cykl pokazany na wystawie zatytutowanej ,NOCUN- rozmowy

z poetami w dni powszednie oraz swieta” sktadat sie z czterech wielkoformatowych
portretéw oraz zespotu mniejszych obrazéw. Jednym z tytutowych poetéw jest
Amiri Baraka. Afro amerykanski poeta i aktywista Black Power. Posta¢ nietuzinkowa.
Pamietajagc czasy segregacji rasowej, w swoich wystgpieniach sam prezentuje
postawy rasistowskie, skierowane przeciw biatym. Ten znany i nagradzany poeta,
wyktadowca uniwersytecki, pod koniec zycia byt szeroko potepiany za wiersz,

w ktérym pytat kto powiedziat czterem tysigcom ,Israeli workers” aby w dniu ataku
na World Trade Center nie szli do pracy. Pokazuje réwniez portrety Jidi Majia,
wspotczesnego poety chinskiego, ktérego wiersz juz niedtugo stanie sie inspiracjg

do nowego cyklu obrazéw a takze Zbigniewa Herberta- poety jak zaden inny

piszgcego o sztuce.
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Z perspektywy czasu widad, ze interesowaty mnie zawsze niejednoznaczne
osobowosci i postawy ludzkie. Podejmowatem je w swojej sztuce. Na swéj sposdb
odnoszac sie do tych indywidualnosci i indywidudw, szukatem caty czas
odpowiedzi na nurtujgce mnie podstawowe egzystencjalne pytania. Staratem sie
znalez¢ droge do zrozumienia tego kim jestem i w ktérym kierunku zdgzam, liczac
na to, ze wszystkie historie nad ktérymi sie pochylam rozjasnig moje horyzonty.

Te poszukiwania sprawiaty, ze tak trudno byto mi pokazywaé obrazy na wystawach.
To przez nie zastanawiatem sie, czy malujac obraz w zupetnie innej niz dotychczas
stylistyce wcigz jestem sobg i czy ma on jakgkolwiek wartos¢. Teraz jest juz jednak
inaczej. Poznaje, odkrywam siebie i swojg prawdziwg nature. Wiem, ze s3g takie
kluczowe momenty w zyciu, kiedy pozwalam mojej duszy w petni rozwing¢ skrzydta.
Tak byto na przyktad kiedy po trzech latach rzucitem studia na Wydziale Prawa

i Administracji Uniwersytetu Warszawskiego, z zamiarem zdawania na Wydziat
Malarstwa. Nikt w mojej rodzinie nie miat wczesniej nic wspdlnego ze sztuka.

Taki ruch wydawat sie by¢ szalony. Ja jednak pod$wiadomie wiedziatem

i czutem, ze musze tak zrobié. Datem dojs¢ do gtosu mojej duszy, mojemu
dajmonowi, mojemu powotaniu.

, Jesli chcemy zdobyé oczywisty dowdd na istnienie dajmona i powofania,
wystarczy, ze raz sie zakochamy. Racjonalne wyjasnienia, powofujace sie na wptywy
gendw i srodowiska, nie wystarczajag do tego, by zrozumiec prawdziwe przyczyny
udrek i pasji towarzyszacych namietnej, romantycznej mitosci. Oto znajdujesz sie

w samym centrum wydarzen i wszystko zalezy od ciebie. Nigdy nie czufes sie réwnie
wazny i potezny, nie miates poczucia, ze dziatasz tak catkowicie w zgodzie ze swoim
przeznaczeniem. / Dochodzi do tego samego rodzaju zauroczenia i oczarowania,
rodzi sie w nas tego samego rodzaju przeswiadczenie, ze do korca Zzycia
moglibysmy zy¢ z nim lub nig bez wzgledu na to, czy ,ona/on” jest osoba, miejscem
czy wykonywang przez nas praca.”

Sadze, ze znajduje sie teraz w przestrzeni i czasie wgladu w mojg dusze.
Wydarzenia, ktére do tego doprowadzity sg $cisle zwigzane z obrazami,

stanowigcymi cykl ,habilitacyjny”.

4 James Hillman, Kod Duszy/ w poszukiwaniu charakteru cztowieka i jego powotania, str.
232/235



Osiagniecie artystyczne

tytut:

.Sciezka Canoe” - indywidualna wystawa autorskiego cyklu obrazéw oraz instalacja

artystyczna pod tym samym tytutem.

autor, miejsce, data upublicznienia:

Pawet Nocun / Siedziba Orkiestry Sinfonia Varsovia, Warszawa, Polska / 15 - 31llI
2019 r.

omoéwienie osiagniecia:

Cykl obrazéw oraz instalacja, ktére prezentuje, jako swoje osiggniecie
artystyczne zatytutowatem ,Sciezka Canoe”. Méwig one o nadziei a sg inspirowane
wydarzeniami i stanami ducha, ktdére nastgpity po rozpadzie najpierw relacji a
potem zwigzku. Cykl sktada sie z dwdch czesci. Pierwsza to obrazy malowane w
2017 i 2018 roku. Dotyczg one traumatycznych emocji zwigzanych z rozstaniem, a
potem skierowaniem uczu¢ w kierunku kobiety, ktéra je odrzucita. Klamrg spinajaca
cykl jest jego druga czesc - trzy obrazy namalowane w 2019 r. i wyrazajgce moja
wiare w dobrg przysztos¢. Obrazy tworzace ekspozycje byty jednoczesnie
elementami sktadowymi instalacji. Sala w ktérej eksponowane byty obrazy
przedzielona byta podiprzezroczystg folig ktdéra jednoczes$nie przestaniata i
umozliwiata widok z jednej czesci do drugiej. Punktem wyijscia, ktéry potem

rozwinagtem, byt wiersz chinskiego poety Jidi Majia pt. Wyspa.



Wyspa

Wyspo, gdy przyjdzie dzier i skonczy sie
Ta dtuga podrdz zycia

Dobije w koncu do portu w twej zatoce
Wyspo, ty jestes poza czasem i zyciem
W jakiejs innej, nieznanej przestrzeni
Wyspo, ty jestes wiecznym wotaniem
Ktéremu nie moge odmowic

Tak jak nie moge odmowic mitosci
Wyspo, czy widziatas?

Ptyne w twoim kierunku

A tédka mojego zycia

Kotysze sie na wielkim oceanie 5

Poczatkowo odczytatem ten wiersz w wymiarze czysto eschatologicznym.
Jako piekne rozwazania nad tym jak konczy sie ,dtuga podréz zycia”. Zwazywszy
na dramatyczny moment, w ktérym wtedy akurat sie znalaztem- rozpad zwigzku -
postanowitem wykorzysta¢ w obrazach motyw fodzi pojawiajacy sie w wierszu.
Zaciekawity mnie poruszane przez poete problemy drogi oraz przeznaczenia.
Znalaztem w nich odniesienie do mojej wlasnej sytuacji. Z jednej strony poczucia
porazki i konca czegos waznego, z drugiej wyptyniecia z waskiego kanatu
i znalezienia sie posrodku wielkiego oceanu. Moja tédka nie jest juz chroniona
bezpiecznymi, uregulowanymi brzegami. Spokojny bieg wéd kanatu nie bedzie
juz wyznaczac kierunku rejsu. Teraz kotysze sie posrodku wielkiego oceanu czujac
respekt przed jego ogromem ale tez czujgc wiatr we wtosach. Majac potrzebe
i silng che¢ odniesienia sie do wiersza Jidi Majia na obrazie, maluje pierwsza t6dz.
Zdaje sie ona by¢ moim alter ego. Prawdopodobnie, malujac chce zobaczy¢ jakby
z zewnatrz, na obrazach, mojag wtasng podréz przez zycie liczac na to, ze pomoze
mi to wydostac sie z kanatu poprzez burze na szerokie wody oceanu i podpowie

kierunek, w ktérym dalej powinienem sterowac.

> Jidi Majia: Sfowa i ptomienie, str. 156



Pierwsze obrazy z todziami sg nieduze. Maluje je farbami olejnymi na ptétnie.
Widac t6dz i subtelnie zarysowany maszt. Ledwo widoczny zarys zagla dosyc
szybko znika. Podobnie jak maszt. Ksztatt todzi staje sie bardziej wydtuzony.
Zaczyna przypominac czétno czy indianskie canoe. Tego typu todzie ze wzgledu
na swoéj wrzecionowaty ksztatt sg wywrotne. Dla mnie jednak sg symbolem spokoju
i perfekcji. Przez ludzi, ktérzy nimi sterujg. Muszg oni zachowac odpowiedni balans,
by¢ skupieni i uwazni. Canoe prowadzone przez niewprawnego cztowieka, juz na
starcie moze zafundowac kapiel jemu i pasazerom. W rekach sprawnego zeglarza
jest idealnym narzedziem do szybkiego i sprawnego przemieszczania sie. Zawsze
podobato mi sie skupienie, medytacja i koncentracja. Duzg estymag darzytem
mnichéw buddyjskich. Jaki$ element buddyjskiej medytacji i duchowosci byt
wg. mnie udziatem takze pétnocnoamerykanskich Indian, skupionych
i wstuchanych w otaczajacg ich przyrode. Wtopionych w nig. Medytacja i przyroda
daja spokdj, mozliwoséé zagtebienia sie w siebie, poznania siebie i uzyskania idace;j
za tym mocy. Dlatego, najpierw podswiadomie, zaczatem wydtuzad ksztatt todzi

a potem juz z petng swiadomoscig uzywatem go w moich obrazach.

Rezygnacja z masztu i zagla byta wynikiem moich wewnetrznych potyczek
o ksztatt obrazu. Doszedtem do wniosku, ze moim celem jest wypracowanie znaku
niosgcego ze soba wszystkie skojarzenia, ktére chciatem ozywi¢ w gtowach
potencjalnych widzéw, nie bedacego jednoczesnie widokiem todzi z biatym

zaglem, sungcej po tafli jeziora.

Istotnym elementem budujgcym te obrazy jest kolor. Od samego poczatku
postanowitem, ze przy statym, nieznacznie zmieniajgcym swojg forme znaku canoe,
elementem obrazu, ktéry bedzie konstytuowat znaczenie poszczegdlnych obrazéw
w cyklu, bedzie kolor. Proces rozpadu a potem zatoby po zwigzku; potrzeba
i nieudane préby nawigzania kolejnej relacji- ten czas obfitowat w cate spektrum
doznan, uczu¢ i emocji. To wiasnie one staty sie bohaterami moich ostatnich
obrazéw. Rozpacz i zatamanie mozna znalezé na dwéch mrocznych obrazach.

Na kazdym z nich pokazatem dwie canoe stykajace sie dziobami. To chyba moment
obrazujgcy nie zetkniecie sie a raczej poczatek oddalania. Co ciekawe na tych
mrocznych obrazach namalowato sie poczucie beznadziei - jednak jakis czas

po zdjeciu ze sztalugi do jednego z nich przez przypadek i nieuwage przykleito sie
inne ptétno. Okazato sie, ze z4tty obraz zostawit na tym ciemnym tylko jeden jedyny

$lad- ptomienng plame, niczym ptomien zawieszong nad miejscem zetkniecia sie



canoe. Potraktowatem to jako znak od mojej duszy. Znak nadziei na dobrg
przysztosé. Oczywiscie nie czyscitem obrazu, zostawitem zbttg plame.

Wsréd obrazéw mozna znalezé i takie, ktére obrazujg zto$é. Zazwyczaj s to
te malowane przy uzyciu ekspresji gestu. Sposdb potozenia farby rowniez rézni sie
na obrazach. Czasem wielkie ekspresyjne fale przewalajg sie przez catg szerokosé
ptétna. Innym razem delikatne, ptasko potozone fiolety ledwo dajg mozliwosé
odrdéznienia powierzchni wody od sfery nieba. Na obrazie z 26. 08. 2017 r.
niebieska t6dz wydostata sie zza fioletowej ,$ciany” widocznej przy prawej krawedzi
obrazu. Oddala sie od fal widocznych na dole ptétna. Sunie cicho po spokojne;j
wodzie mglistego poranka. Sporo jest obrazéw, na ktérych tytutowa canoe jest
zamknieta, otoczona kregiem lub prostokatem. Kojarzy mi sie to z klatkami
w ktérych Francis Bacon czasami ,zamykat” postaci na swoich obrazach. Z biegiem
czasu jednak te ograniczenia znikajg. Ptétna, w ktérych dominujg zétcienie sg tymi
modwigcymi o pozytywnych emocjach. Nie zawsze zresztg udaje mi sie trafi¢
do widza z przekazem, ktéry planowatem zabierajac sie za ptétno. Na przyktad
pozytywny dla mnie obraz z 23. 02. 2018 r. jest odbierany jako wyraz dramatu.

Ja natomiast malowatem cztowieka, ktérego pochtania szczescie, jakas pozytywna
energia. Kolor i sposéb jej namalowania kojarzy sie z ogniem (i stusznie), jednak
odbidér moze by¢ inny od zamierzonego ( i jak sie zorientowatem, w wiekszosci
przypadkdw jest inny). Postanowitem zachowad i pokazad wszystkie obrazy, takze

te mniej udane. W koncu artyste tworzg wzloty i upadki. W przypadku tego cyklu
wazny jest czas i proces (miedzy innymi dlatego tytutami obrazéw sg daty ich
powstania). Obrazy nan sie sktadajace sg rézne. Jedne duze inne mate. Czesé
malowanych jest na solidnym ptétnie i grubych blejtramach. Inne z kolei na
znalezionym Inie z lat 60-tych XX wieku lub chinskich podobraziach za pare ztotych.
Chciatem by byly mozliwie blisko zycia. By byty réznorodne, jak uczucia i emocje,

ktérych doswiadczatem.

Istotna byta dla mnie aranzacja przestrzeni wystawy. Dlatego wybratem
specyficzne miejsce i sposdb zawieszenia prac. Do zrealizowania mojego
zamierzenia S$wietnie nadawaty sie przestrzenie budynku dawnego Instytutu
Weterynarii SGGW, przejetego w 2009 roku na swoja siedzibe przez Orkiestre
Sinfonia Varsovia. Postanowitem przestrzen ekspozycyjng wypetnié¢ obrazami
w sposdb nietypowy- od podtogi po sufit. W jednej z sal trzy, z ponad
czterometrowej wysokosci $cian, dziewietnastowiecznego budynku, staty sie na

czas wystawy odbiciem mojej duszy wypetnionej w ostatnim czasie skrajnie réznymi



emocjami. Nie wszystkie prace zmiescity sie w gtéwnej sali. Cze$¢ z nich, zawista
w przestrzeni ,foyer” . Tam jedne z nich, oblane ostrym $wiattem, wrecz atakowaty
widza swojg obecnoscig, inne natomiast ginety w gtebokim cieniu. Zupetnie jak

moje uczucia i emocje w zetknieciu ze swiatem zewnetrznym.

Gtéwna sala nie byta jednak wypetniona obrazami w catosci. Przedzielitem
ja bowiem na dwie czesci. W jednej z nich, do ktérej wchodzito sie bezposrednio
z foyer” wisiato sttoczone kilkadziesigt obrazéw. Przestrzen sali dzielita posrodku
,S$ciana” wykonana z pdtprzezroczystej folii malarskiej, rozcietej w potowie swojej
dtugosci. Stanowita ona bariere, przez ktérg nie wida¢ byto co znajduje sie za nia.
Jednak bardzo tatwo mozna byto, korzystajgc z przeciecia, przejs¢ do drugiej
czesci sali. Panowata tam zupetnie inna atmosfera. Swiatto byto przyciemnione.
Na $cianie na przeciwko przejscia wisiaty tylko trzy obrazy. To ptétna spinajace,
zamykajgce cykl. Inaczej niz pozostate, sg zatytutowane- ,Wyspa”. Odnoszg sie
oczywiscie do wiersza Jidi Majii ktéry byt inspiracja, najpierw do wyboru motywu
todzi, a nastepnie witasnie nich. Cata powierzchnia tych ptécien jest pokryta
znakiem wyobrazajgcym powierzchnie wody. Malowanie tej powierzchni byto
doswiadczeniem zgota innym od malowania obrazéw z canoe. Tam proces byt
raczej szybki, czasami uzywatem ekspresji gestu, farba jest bardzo materialna,
potozona raczej grubo. Ostatnie obrazy zdecydowatem sie malowaé farbami
akrylowymi. Zalezato mi na uzyskaniu efektu lekkosci i tajemnicy. Malowatem
mocno rozwodniong farbag uzywajac pedzelka ,0", ktérym pisatem, niczym ikone
albo mandale, nieskonczonos¢ wyrazong przez znak wody. To medytacyjne
doswiadczenie byto przerywane momentami w ktérych malowatem wyspy.
Na s$rodku kazdego z ptdécien tafla wody ustepuje bowiem, wyrastajgcej z niej
nieregularnej formie, ktéra okazuje sie by¢ fragmentem kobiecego ciata. Nie s3 to
akty, ktére malowatem z modelki. W przestrzeni ekspozycyjnej znajdowaty sie kartki
z wierszem Jidi Majia oraz z wydrukami aktéw, z ktérych korzystatem przy
malowaniu. Byly to przypadkowe zdjecia znalezione w internecie. Na obrazach
staratem sie to zaakcentowad utrzymujgc ostry brzeg ciecia kadru. Malujac,
zastanawiatem sie na ile odrealni¢ ciata, sprawiajac, ze widz dopiero po chwili
bedzie zauwazat czym sg wyspy. Doszedtem jednak do wniosku, ze jezeli w mojej
historii kobiety odgrywaja kluczowa role a nie pojawiaja sie wprost na poprzednich
obrazach, to teraz wtasnie powinny sie pojawic¢. Wyspy sag rézne. Jedna jest ,biata”,
druga ,czarna” a trzecia, srodkowa, ,czarno-biata”. Wszystkie trzy obrazy natomiast

s3 malowane tymi samymi farbami. Przyciemnione swiatto, nastréj spokoju,



identyczna tonacja i format, malowane tymi samymi kolorami, ale jednak inne
wyspy- to wszystko w moim zamiarze ma stuzy¢ pokazaniu petni. Jest mocno
osobiste bo pokazuje, przez sposéb namalowania wysp, mojg potrzebe relacji,
mitosci?, bycia z kims$ blisko. Jednoczesnie uzywajac, zamiast modelki, zdjeé

znalezionych w internecie, sygnalizuje, ze tej relacji jeszcze nie ma.

Traktuje catg ekspozycje jako instalacje. Widz, w pewnym momencie, tak jak
w zyciu, musi zauwazy¢ $ciane nie bedacg $ciang i nastepnie zdecydowac sie na jej
przekroczenie. Ma wtedy szanse znalez¢é sie w innej przestrzeni. Jest to przestrzen
petni, spokoju, pewnosci siebie, sity i spetnienia. Pieknie takg sytuacje opisuje
Susan Sontag w rozmowie z Jonathanem Cottem:
, Oczywiscie sg rzeczy ograniczone czasowo, ktére przezywa sie niezwykle silnie
i wydaja sie otwiera¢ nowy wymiar swiadomosci albo dawacé wstep do wczesniej
niedostepnych przestrzeni. Czasem przechodzi sie do nich , by uzyc
nowotestamentowego obrazu, przez ucho igielne- jakis bardzo waski przesmyk.
Takie przejscie wydaje sie, jak to ujafes, przebtyskiem i zaraz zmienia sie w cos
innego.”®
Kiedy bedac na wystawie, po wkroczeniu do tej przestrzeni ogladajacy odwracat
sie, widziat $ciane nie bedaca $ciang a za nig kalejdoskop rozmytych, niewyraznych
w formie, ale wcigz dziatajgcych mocnymi kolorami obrazéw-emocji. Widok ten byt
doskonatym punktem odniesienia do wysp i przestrzeni w ktérej sie one
znajdowaly. Instalacja zostata wymyslona i zrealizowana w ten sposdb, aby
widzowie jednoczesnie stawali sie jej elementami. Bez nich traci ona sens.
Zapraszajac ludzi do wejscia na wystawe, do odkrycia innej przestrzeni za $ciang
nie bedaca s$ciang i do znalezienia sie w tej innej przestrzeni, chciatem im
powiedzieé co$ o sobie. O przeciwnosciach losu, o swoich stabos$ciach i o swojej
sile, o uczuciach i emocjach. To wszystko zdarzyto sie; byto. Nie wymazuje tego
z pamieci poniewaz miato swojg wage i byto widocznie potrzebne. Obrazy
z wyspami zawiesitem tak, ze uktadaja sie delikatnie w znak krzyza. Krzyz w kregu
cywilizacji zachodniej jest zwigzany z meka i cierpieniem. Cierpienie w zyciu
cztowieka zawsze byto i bedzie. Jest niezbedne do utrzymania wtasciwego balansu.
Na krzyzu prowadzito do pojednania ludzi z Bogiem, do nirwany. Wierze,
doprowadzi ono moje Canoe na spokojne wody tej nieznanej przestrzeni poza
czasem i zyciem. Jestem ponadto przekonany, ze dotyczy to wszystkich ludzi. Jest

wiec to wystawa dajgca nadzieje mnie i zwiedzajgcym.

6 Susan Sontag, Jonathan Cott, Mys! to forma odczuwania, str. 66



Mozna réwniez odbierac jg z troche innego poziomu, jako wystawe
o malarstwie. Wcigz bowiem uzywam tego medium do wyrazania moich mysli
i emocji. Staram sie uzywac koloru w catym jego bogactwie, raz akceptujac
przypadkowos$é podswiadomych gestéw, kiedy indziej, z uporem po wielokro¢
dazac do niego i szukajgc go. Badam czym jest dla mnie malarstwo, czym moze by¢
dla innych. Gdzie sie ze swojg sztukg znajduje.
,Kiedy Greenberg méwit o modernizmie, miat na mysli szlak wyznaczony przez
doktadnie okreslone, formalne przemyslenia, ktére, jak uwazat, rozpoczety sie
w Paryzu w latach 60. XIX wieku w sztuce Maneta, a nastepnie przeniosty sie,
poprzez Cézanne'a i Picassa, do Nowego Jorku potowy XX wieku. Jesli
w jakimkolwiek sensie taki szlak rzeczywiscie istniaf, to w 1973 roku, roku smierci
Picassa, byto juz wiadome, ze rozptynat sie w powietrzu”’ Tak pisze w swojej ksigzce
Julian Bell, z nowojorskiej perspektywy. Ja natomiast rodze sie w Warszawie dwa
lata przed $miercig Picassa. W tym czasie Jan Cybis maluje swoje ostatnie obrazy
(pejzaze i martwe natury [sic!]) a Jackson Pollock nie zyje od pietnastu lat. W latach
70-tych kiedy méj profesor Rajmund Ziemski szuka wtasnej drogi w opozycji do
swoich profesoréw- Nachta i Cybisa i wcigz nazywa swoje obrazy pejzazami,
w Stanach Zjednoczonych powstajg na uniwersytetach pierwsze wydziaty nowych
mediéw. A jednak nie ma oczywistych drég i postaw. Bell pisze dalej o Gustonie:
W latach 60. sprzeciw wobec ekspresjonizmu abstrakcyjnego nie ograniczat sie do
dziatari minimalistéw i artystow pop. Bedac juz po piecdziesigtce, Philip Guston,
jeden z gtéwnych przedstawicieli nowojorskiej abstrakcji malarskiej, stwierdzif, ze
jego drzace, medytacyjne obrazy, ktére wyrobity mu autorska marke, stanowiag dla
niego samego putapke. Powrdcit do tematyki interesujgcej go w mtodosci, w latach
30 , ktéra realizowat w swoim figuratywnym, politycznie zorientowanym,
antyrasistowskim malarstwie, a takze siegnat do komikséw z dziecinstwa. ,Znudzita
mnie i zmeczyta cata ta CZYSTOSC! Chciatem opowiadaé HISTORIE"- zanotowat
w 1969 roku , wkrétce po namalowaniu Pracowni ..... Szukajgc schronienia w nocy,
palac w samotnosci i malujagc bohomazy, Guston prébowat w pewnym sensie
nawigza¢ ponowng fgcznos¢ z szerszym swiatem, istniejgcym poza dominujaca

sceng artystyczng Nowego Jorku”8

7 Julian Bell, Lustro Swiata, str. 437

8 Julian Bell, Lustro Swiata, str. 441, 442



Podobnie jak Guston chciatbym nawigzaé tacznosc ze swiatem, lub chocby
z jednostkami. Moja pozycja, bedac diametralnie inng niz jego, czyni sprawe
trudniejszg. Mam jednak pewnos$¢, ze majgc otwarte oczy, bedac uwaznym
i cierpliwym, zdobywajgc sie na odwage i podejmowanie ryzyka , znajde swoje

miejsce w oceanie sztuki.

Omodwienie pozostatych osiggnieé naukowo - badawczych

W ramach prowadzonych na Wydziale Malarstwa badan naukowych,
w latach 2016-17 bytem kierownikiem zespotu badawczego w sktad ktérego
wchodzili: Prof. Wojciech Ciesniewski, dr Pawet Nocun oraz Anna Krzeminska.
Zespot realizowat zadanie: , Relacje miedzy wspdtczesnym malarstwem wybranych
regionéw Azji a malarstwem polskim” w obszarze: ,Innowacyjnos$¢ malarstwa
w kontekscie miedzykontynentalnym”. W 2016 roku cztonkowie zespotu
badawczego nawigzali kontakty z artystami z wybranych osrodkéw artystycznych
w wybranych regionach Azji (Indie,, Indonezja, Tajlandia). Dzieki nawigzaniu
kontaktéw, cztonkowie zespotu dostali zaproszenie do prowadzenia badan
w Indiach. Wspdlnie z artystami indyjskimi opracowano harmonogram wyjazdu
uwzgledniajgc konkretne instytucje kultury oraz spotkania z artystami. Merytoryczny
program zrealizowany przez zespdt badawczy obejmuje zapoznanie sie z
zabytkami malarstwa, rzezby i architektury oraz przejawami sztuki wspodtczesnej w
New Delhi, Agrze, Jaipurze, Khajuraho, Orachy, Sanchi, Bhopalu, Ujainie, Indore,
Dharze, Mandu i Maheshwarze. Wymienione lokalizacje obejmujg, poza jedng,
terytorium stanu Madhya Pradesh, lezagcego w centralnych Indiach. W trakcie
miesiecznego wyjazdu do Indii cztonkowie zespotu ogladali twdrczosé, oraz
rozmawiali z wieloma miejscowymi artystami min: Asit Kumar Patnaik, Gogi Saroj
Pal, Vinay Sharma, Samdar Singh Khangarot Sagar, Asif Mohammad, Yusuf Khatri,
Akhilesh, Rahim Gutti, Anup Shrivastava. Z punktu widzenia postawionych celéw,
niezwykle wazne byto odbycie przez cztonkéw zespotu szeregu rozmédw z artystami
indyjskimi oraz bogata dokumentacja fotograficzno-filmowa wykonana przez
cztonkéw zespotu. Stanowi¢ one bedg podstawe do przeprowadzenia analizy
poréwnawczej przedmiotéw i podmiotdw badan a nastepnie postuzg do

stworzenia publikacji naukowej podsumowujacej wyniki badan.
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Introduction - biographical notes

| was born in 1971 in Warsaw. Having quit my studies in the Faculty of Law and
Administration, University of Warsaw after three years, | passed exams to enrol in
the Faculty of Painting in the Academy of Fine Arts in Warsaw and started studying
painting in 1994. In 1999 | made, with distinction, my graduation diploma in
painting, tutored by Professor Rajmund Ziemski. Having graduated, | was involved
in painting on canvas as well as wall painting, and in teaching. In the years
2005-2008 together with Artur Winiarski and Wojciech Ciesniewski | ran Oficyna
Malarska gallery where we held exhibitions promoting the idea of art and our
home Faculty of Painting. Since 2006 | have been employed at the Faculty of
Painting in the Academy of Fine Arts in Warsaw, first on an assistant job. In 2014 |
acquired a doctoral degree in the field of fine arts. Since 2016 | have been

employed there as an assistant professor.
Over years | have obtained the following awards and prizes:

- Graduation diploma made with distinction; tutored by Professor Rajmund
Ziemski, Academy of Fine Arts in Warsaw, 1999

- Honourable Distinction in the field of Painting; International Art Festival -
Zdarzenia Tczew - Europa 2000; Tczew 2000 (Poland)

- Special Award of the Rector of the Academy of Fine Arts in Warsaw, 2008
(for my involvement in preparation work for the events of the 60th Anniversary of

the Faculty of Painting)

- Award of the Rector of Academy of Fine Arts in Warsaw, 2009 (for my
achievements in teaching, artistic and organisation work as well as general

involvement in work for the Academy)



My artistic output

before the doctoral degree

Some time after my graduation | began working on subsequent painting
series. In each | was focused upon man as | was not really keen on contemplating
nature. My painting wasn't socially involved, either: its field of interest evolved
around human being with its nature. | think all | have done since then in terms of art
seems to always gravitate toward that early stage, with an essential search for inner
strength and freedom. It might possibly be some form of subconscious therapy, an
attempt to develop and become a better person, but this is also most certainly
addressed to beholders of my art. | believe everybody is capable of self-
improvement. This is very aptly put by Patrycja Pustkowiak in her article presenting
German psychoanalyst and psychiatrist Karen Horney: “The proposals she puts
forth are optimistic: man has to want to open up - most of all to the truth about
oneself. Man has to feel the desire of change - to change oneself first of all. Man
has to undertake action understood as working on oneself. To be lost and confused,
to suffer, actually means undergoing conditions we are capable of benefitting from.
If we manage to open up to them, we shall acquire inner freedom and strength.
"Only if we are ready to face the most difficult challenges, might we approach the
ideal - that of becoming captains of the ship we are” - writes Horney in “Our inner

/III9

conflicts”

| came up with the first of the series mentioned following my trip to China.
Using the motif of Buddha's head, | considered the power of will, the inner need,
but also a battle Prince Siddhartha had to fight with himself to make the decision
about abandoning virtually all things that might have seemed crucial in anybody’s
life: his wife, his new-born son, power, wealth and life in leisure. Siddhartha made
the step and followed the path of asceticism and meditation - one that ultimately

led him, under the Bodhi tree, to the achievement of nirvana and later teaching

? Patrycja Pustkowiak, Karen Horney: wredna psychoanalityczka, Wysokie Obcasy.pl, 5
March 2016.



under the name of Buddha. | think my painting in this series were an attempt to
inquire into things most important in human life.

My second series was a collection of paintings inspired by life and work of
an American photographer Diane Arbus. Diane was an ever unfulfilled daughter of
the owner of one of New York's first department stores. Unhappy in her family
home, she quit as soon as she could: right after her high-school certificate she
married a fashion photographer who worked for her father. A dozen years or so
and the marriage is over. Diane, armed with a camera, begins to penetrate New
Yorks” demimonde. Her photographs were all about freaks - midgets, transvestites,
nudists. In America of mid-sixties this must have shocked. Before her, nobody had
brought representations of such people out into the daylight. Arbus takes part in
the first exhibition of photography held in the Museum of Modern Art in New York
- but this just before her suicidal death. Anyway, she is among the artists through
whom photography was raised to the status of art. And still, quite peculiarly, for
Arbus the process was superior to the final effect: more than anything else, she
appreciated the moment of contact with another man - the one in front of her

lenses.

“She made her subjects look as angry and alone and depressed and anxious as she
was. They were a record of her own feelings. She created a visual world that
reflected her and, in the process, consoled her.”10

In my paintings | did the same thing: | was revealing the process. They represented
Arbus’ photographs, with her figure put in the foreground, shown as she was
making the photograph that gave me inspiration. There was another variant too, in
which | would reproduce in my paintings the very moments in which the
photographs inspiring my respective pictures were made. As | worked on that
series, significant change occurred in my attitude towards painting. Educated in the
studio of Rajmund Ziemski - a post-Kapist, associated with the Informel current - |
had balanced with my “Buddhist series” on the verge of abstraction and figurative
art, with a bias toward the former. Then, in my later paintings inspired by Arbus'

photography | made a bold step ahead bringing me near figurative art.

Next came a series of paintings | have presented as part of my doctoral

dissertation. Entitled: “Cynical killers murder in silence. Paintings ask questions”, it

10 William Todd Schulz: An emergency in slow motion / the inner life of Diane Arbus, p.
183.



reflected, among other things, on the weakness of post-war Europe where Heinz
Reinefarth not only managed to survive the war and avoid any responsibility for his
crimes against humanity, but could advance and enjoy (until his death) the
honourable function of Mayor of German town Westerland on Sylt peninsula where
he also ran a law firm. | was keen on showing the mentality, the morality of the man
who - just six years before he became Mayor in Germany - had commanded the
troops which murdered fifty thousand civilians, inhabitants of Warsaw's district
Wola. During the entire Warsaw Uprising, Reinefarth was responsible for around
100,000 murders of civil population.

In the same series | tried to come to terms with such characters as a German actor
Klaus Kinski. Once an important point of reference for me, this highly expressive
and extravert actor starred in films directed by Werner Herzog, my favourite
director all over my youth. | think Kinski might have had been a sort of my role
model for an artist dormant in me and not yet revealed. Then, as | was working on
the series, the autobiography of Pola Kinski, the actor’s elder daughter, was
published. Out of the blue | learnt Klaus Kinski had sexually interfered with her
daughter since she was a small child. This is how questions emerge. Of course the
man should be damned, but should his artistic accomplishments in cinema be
discredited as well? By now, as Michael Jackson paedophiliac behaviours were
also publicised, some radio stations refused to air his songs any more. The same
series also included paintings representing Martin Heidegger, Adolf Hitler and
Hannah Arendt. Heidegger - a professor of philosophy, and Arendt, his student,
had been lovers. After Hitler's rise to power in Germany, Heidegger began to flirt
with the Nazi. Arendt, on the other hand, being Jewish, was forced to give up her
work on the doctoral thesis and emigrated. Heidegger supported the regime,
paying his contribution to NSDAP until 1945 i.e. until Germany surrendered. And
yet after the war both restarted correspondence: this is how intellectual fascination
wins over the ideology. Both the weight of the subjects considered and my intent
to stimulate deep reflection in my beholders encouraged me to use big canvas

sizes: for example, the picture in question measures 4x4 metres.

After the doctorate

The series shown on the exhibition entitled “NOCUN - conversations with
poets on weekdays and holidays”, on the other hand, consisted of four large-size

portraits and a group of smaller pictures. One of the poets referred to in the title



was Amiri Baraka, an Afro-American poet and Black Power activist - obviously not a
man like any other. He remembered the times of racial segregation, but then again
his speeches revealed an obviously racist attitude, aimed against the white. Baraka,
well-known and awarded poet, an academic lecturer, attracted massive reproach in
his later years, for a poem in which he asked a question who had warned four
thousand “Israeli workers” to stay away on the day the World Trade Center was
attacked. | also portraited Jidi Majia, a contemporary Chinese poet, one of whose
poems is soon going to become inspiration to my new series of paintings, as well
as | also did Zbigniew Herbert - a poet who was beyond compare in his writing on
art.

Over time it has become evident | was always interested in rather
ambiguous personalities and human attitudes that inspired my art. Referring in my
own way to these characters | was on the constant search for answers to
fundamental existential questions bothering me. | think what | was striving for was
to find my way to understand who | was and where | was bound, hoping that all the
histories | delved into would enlighten my horizon. At the same time, this process
of seeking answers made it very hard to me to publicly show my paintings in the
exhibitions. Actually, they made me wonder if | was still my usual self as | painted a
picture in some completely different style: was it perhaps worthless just be being
different and thus not really reflecting me? Doubts like that relieved over time.
Nowadays | am learning about myself, discover myself and my true nature. | know
there are pivotal moments in anybody's life when we should let our souls really
spread its wings. It certainly was like that when | quit my studies in the Faculty of
Law and Administration, University of Warsaw, having already had completed three
years of them, and decided to face the exams for the Faculty of Painting. There was
nobody in my family to have anything to do with art before me so the move
seemed sheer craziness. And still subconsciously | knew - | felt that was the right
thing to do. This is how | let my inner self really speak - that was my daemon talking
and my calling revealed.

“All it takes to get the proof a daemon, a calling exists, is to fall in love once. Any
rationale, pointing to genes and the environment having an influence upon us
occur insufficient to understand the true reason of all the torment and passion that
accompanies avid, romantic love. There you are in the very eye of the storm and
everything seems to depend on you. Never before have you felt so important, so
powertful, never before have you had the feeling you act so completely in line with

your destiny. / The same kind of enchantment, fascination develops and we sense



the same kind of firm belief we could live all our lives with her or him, regardless of
whether “she or him” is a person, a place or work we involve in.”

| believe | am nowadays within the space and time of introspection, of insight into
my very soul. The events to have resulted in this special condition are strictly

related with paintings composing my “habilitation series”.

T James Hillman, The Soul’s Code / in search of character and calling, [Polish edition] p.
232/235



Artistic accomplishment

title:

“Canoe Path” - an individual exhibition of the original series of paintings and

an artistic installation under the same title.

author, place, date of presentation:

Pawet Nocun / the Seat of Orkiestra Sinfonia Varsovia, Warsaw, Poland / 15-31
March 2019

Description of the accomplishment:

The series of paintings and an installation | am putting forth as my artistic
accomplishment is entitled “Canoe Path”. They expresses the feeling of hope and
are inspired by events and states of mind that occurred to me after disintegration
of a relationship. It consists of two parts. Part one includes pictures painted in 2017
and 2018. They were born of traumatic emotions, first triggered by parting ways
with one woman and then by addressing my feelings toward another woman who
never accepted them. Grasping the series together is its part two - three pictures
painted in 2019 and expressing my new faith in good future. All the pictures
making the exhibition at the same time made two elements of an installation. The
room in which the paintings were exhibited was divided into two parts with a semi-
transparent foil which obscured and yet at the same time provided the view from
one part to another. The starting point which | then developed was a poem by a

Chinese poet Jidi Majia entitled “Island":



Island

Island - when the day comes

And my life’s long journey has its end

In a harbour in your bay | shall finely
reach shore.

Island, out of time and out of life you endure

Within some different space, unknown

Island, you're eternal calling

| can never close my ears to,

just like love | can’t deny

Island, have you seen?

Toward your shore I'm adrift

As the boat of my life

On a screaming ocean sways 2

Initially | have only interpreted this poem in purely eschatological sense, as
fine reflection on how “a life’'s long journey” ends. Considering the dramatic turn |
was experiencing at the moment - a relationship disintegrating - | decided to
borrow the theme of a boat present in the poem and use it in my paintings. |
became very fond of the motives of the road and the destiny brought up by the
poet as | found them relevant to the situation | was in at the time. On the one hand |
sensed the feeling of failure, of something important reaching its end, and on the
other hand | felt | was flowing out of a tight channel and out into an immense space
of an ocean. My boat is no longer protected by secure, regulated banks of a canal.
The stillness of its waters will no longer determine the course | follow. Now | sway
amidst the vast extent of water, sensing respect to its enormity but also the wind
caressing my hair. Out of the need - a strong desire, really - to refer to Jidi Majia’s
poem in one of my pictures, | painted my first boat. As soon as | did, it seemed to
represent my alter ego. Probably as | was painting it, | strived to see my own
journey through life, see it from the outside, represented there down on the
canvas. Perhaps | did in hope this was going to help me through the storm and out
of the canal mouth onto the open waters of the ocean, to suggest the direction |

should take at the helm of my vessel.
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My earliest pictures with boats were rather small, painted with oil on canvas.
What you get is the hull, a subtly outlined mast. The form of a sail is hardly visible
and soon disappears anyway, followed by that of the mast. The hull grows longer
and longer - gradually it starts resembling a dugout Indian canoe. Whereas this
type of boats with their spindle-like hollow form are prone to capsizing, to me they
are a symbol of peace, quiet perfection. What makes me perceive them this way
are the people making their crews - they have to keep focused and vigilant,
maintain the proper balance. A canoe manned by an awkward person may fall over
putting all the crew in the water even before it really starts to go. And the other way
round, with a crafty sailor on board, it makes a perfect tool of quick, efficient
transport on the water. | have always been keen on focus, thoughtfulness and
concentration. In fact, on meditation too as | had a great deal of esteem for
Buddhist monks. | think there must have been some element of Buddhist
meditation and spirituality in general in North-American Indiana, focused and alert
to the nature that surrounded them, even blending in it, really. Meditation and
nature deliver peace, the potential to delve in oneself, to get to know oneself and
derive the strength, the force that rests there, deep within. That's why,
subconsciously at first, | started to lengthen the hulls of my boats and later on, with

full awareness already, represented them in that form in my paintings.

The point is the elimination of both the mast and the sail must have resulted
from my inner battle for the ultimate form of the image. As | concluded, my
objective was to develop a visual sign carrying all the meanings, the associations |
wanted to evoke in my potential beholders’ minds - but not in the form of a plain

boat complete with a mast and a white sail, crossing a surface of a lake.

The paintings in question share colour as a key constitutive element. It was
my decision from the very beginning that the canoe shape/sign would remain
rather constant, with only slight variations of form, whereas the colour would play
major role, determining the meaning of individual pictures within the series. The
process of disintegration of the relationship, and then the period of sorrow for the
loss; then the need and actual attempts to build another relationship, were the
time abundant with a great deal of sensations, feelings, emotions. These
experiences became the true subject of my most recent work. The feelings of acute
pain, an emotional breakdown is seen in two gloomy pictures. Both represent two

canoes. While the boats touch each other with bows, it's not really about touching,



instead, it's more like the beginning of them drifting apart. Interestingly, the
original idea was to have the feeling of depression depicted in both pictures, but
then, some time after | took then down from an easel, quite casually and through
my negligence, another canvas stuck to one of them. It was bright yellow and it
happened to leave a mark. Just one mark - a fiery stain, like a flame hanging there
in the thin air, precisely over the place where the bows of two canoes were in
contact. The way | treated the event was that it must have been a sign my soul gave
me - the sign of hope for better future. Of course | never tried to clean the yellow
stain, leaving it as it was.

Then, there are some pictures that express anger. Usually these are the ones
painted with sprawling gestures. The manner in which paint is laid down also
differs from one painting to another. In some of them, massive and passionate
waves tumble across the canvas, elsewhere delicate, thinly applied purples hardly
allow to tell the surface of water from the sky. On the picture dated 26 August 2017
a blue boat seems to have penetrated through a purple wall rising high close to
the right hand edge of the canvas. It wanders off waves visible in the bottom part
and quietly cuts the tranquil water in a misty morning. In more than one picture the
title motif of canoe is enclosed, framed by a circle or a rectangle. My association
would be with cages in which Francis Bacon would sometimes lock up characters
in his paintings. However, such restrictions back down over time. Pictures with
shades of yellow prevailing are those conveying positive emotions. Actually, |
wasn’t always spot on in communicating the message | meant while | started
working on a painting. For example, the canvas from 23 Feb. 2018, while positive
to me, is usually regarded an expression of a drama by others. As | intended it, it
represents a man filled with the sense of happiness, with some positive energy. |
admit the colour used and the manner in which the scene is painted can provoke
associations with fire (and rightly so!) and yet the way people see it is, in most
cases, different than | thought it would. Anyway, my decision was to retain and
exhibit the entire series without eliminating any parts of it, perhaps not as
successful than others. After all, lights and shades are nothing uncommon to any
artist. What is really crucial for this series is the time when, and the process through
which they emerged in the first place and partly this is why they are entitled with
their dates of origin.

Individual pictures making the series vary. Some are large, others are small. Some
are painted on thick canvas in bulky frames. Others were made on a stretch of linen
| found somewhere, dating back to 1960s, or on cheap Chinese ready-made warps.

| wanted to keep all of them really close to my life - as close as possible, in fact so



it's quite natural their occurred diverse just as emotions and sensations | was

experiencing throughout that period.

To properly arrange the space in which the exhibition was to take place was
very important to me. There is nothing casual in either the place | chose or the way
| laid out the pictures. While preparing for the exhibition to present my artistic
proposition | found a place | reckoned perfect - rooms in a building of the former
Institute of Veterinary, Warsaw University of Life Sciences, taken over in 2009 as the
seat of Orkiestra Sinfonia Varsovia. | opted for a very uncommon layout of the
exhibition space, filling it with pictures from the floor up to the ceiling. In one of
rooms three walls, four metres high as the building dates back to the 19th Century,
became a sort of a screen on which - for the time of the exhibition - my very soul
was reflected in all its turmoil of vehement and contrasting emotions. The main hall
was not enough to house all the paintings so | hang some in the foyer. Those putin
the bright light overwhelmed the viewers with the intensity of their presence while
others seemed to hide deep in the shadow: another metaphor for my feelings and

emotions confronted with the outside world.

However, the main room wasn't entirely filled with paintings. Actually, |
divided its space into two parts. In one, directly accessible from the foyer, several

|Il

dozen pictures were literally crowded. Then there was the “wall”- the dividing line
cutting the room in half, made of a semi-transparent foil, ripped on half its length. It
made a barrier through which you could not really see what was behind the line.
What you could, instead, was to use the slot and come through to the other half of
the room. There the mood was completely different. The light was dimmed. The
wall opposite to the entrance only had three paintings hanged. These are the
pivotal pictures that crown the series and really grasp it together. Unlike the rest,
these were given titles - one common title, in fact: “Island”. Of course, this refers to
Jidi Majia's poem that had become the original inspiration to me, first to choose
the motif of people and then to come up with these three paintings. Upon all their
surface there endlessly repeats a sign which represents the surface of water. To
paint them was quite a different experience to me than working on the ones
showing a canoe. There the process was rather fast-paced, with abundant use of
quick expressive gestures and the structure of paint very obvious, rather thickly
applied. Here, the last three pictures were painted with acryls. | was all about
achieving an effect of something ethereal and mysterious. | used paints diluted

with water and a “0” size brush with which | was writing, like an icon or a mandala,



the infinite sign of water. The experience, certainly verging on meditation, was only
interrupted by the time | needed to paint the islands. It is in the centre of each
canvas that the surface of water yields to an irregular form that emerges from it.
The forms occur to be fragments of a female body; however, these are not acts
painted using a female model. In the space of the exhibition | placed sheets of
papers - prints of Jidi Majia's poem and of the acts | used while painting. In fact,
these were casual snapshots found in the Internet. | tried to emphasise this in my
pictures by keeping a clean-cut verges of frames. As | was painting the bodies, |
wondered whether | should make them unreal so that it would take a while before
a viewer realised what the islands really were. Finally | concluded that if women
play such a crucial role in my story, without directly appearing on any of my earlier
works, then time has come for them to come to the forefront now. Islands are
different. One of them is “white”, another is “black” and the third one between
them is “black and white”, with all three painted using the same paints. Dimmed
light, the mood of tranquillity, identical tonal key and size - an yet each island is
different. All this is meant to reveal the complete picture, complete me. Of course
this is very personal: the way | painted the islands | expressed my need of
relationships, of intimacy, of love. At the same time, by not using a model and
instead finding casual photos in the Internet, | have signalled that such relationship

isn't there yet.

In my intent, all the exhibition should also be seen as an installation. As it
happens in life, a moment comes when a viewer notices the wall/not wall, decides
not to reckon it impenetrable and then to make steps ahead to come through. This
is everybody's opportunity to get to a different space. This is the space of
plenitude, calm, self-assurance, strength and fulfilment. Such a situation has been
described with much insight by Susan Sontag as the talked with Jonathan Cott:
“Certainly there are things that are limited in time and experienced with such an
intensity that they seem to open up a new dimension within our awareness or to
provide access to areas that previously were out of reach. Sometimes we come
through to get there through a needle’s eye, to revoke to a Biblical metaphor -
through some very strait pass anyway. Just as you put it, we tend to see such
passage as a flash and very soon we sense a real change.”’3
When a viewer in my exhibition finally came through, entering the new-found

space and looked back, he or she saw the wall/not wall and behind it - a
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kaleidoscope of pictures-emotions, fuzzy now and out of focus as if in fog, but still
radiant with bright colours. That view delivered perfect point of reference to
islands and the space they were placed in. The way the installation was conceived
and carried out, viewers were thus becoming part of it. It hardly makes sense
unless they are there, on the one side, then coming through and getting to another
side. By inviting people to come to the exhibition and discover a new space, the
one behind the wall/not wall and to find themselves in the other space, | wanted to
tell them my story. A story about all the odds experienced, the weakness and the
strength, sensations and emotions. These were all things that actually happened to
me. | am not going to erase them from my memory because they had their
importance and now seem to have been an essential part of the process. The way |
hanged the three pictures with the islands, they roughly make the shape of a cross.
In the sphere of the Western civilisation the cross is associated with torment and
suffering. Suffering was always present in human life and always will be. It is
essential for the right balance to be kept. On a cross it led to people’s
reconciliation with God, to Nirvana. | believe it is going to lead my Canoe to quiet
waters of the unknown space, out of time and out of life. Furthermore, | firmly
believe this relates to all people. Seen this way, this is an exhibition which gives

hope - to me and to anybody watching it.

At the same time, the exhibition may also be perceived at a different level -
as one thematically revolving around painting. Actually, painting still remains the
medium | use to express my reflections and emotions. | do my best to apply
colours in all their wealth and potential. Sometimes | accept casual nature of
subconscious gestures, other times it is my stubborn and repeated effort to search
and find exactly the painting gesture | intend. All the time | keep exploring what
painting means to me and what can it possibly become for others. | check to verify
where do | situate with my art at any given moment.

"As he talked about modernism, Greenberg meant a path traced by a set of precise
ideas about form, initiated, according to him, in 1860s in Paris in the art of Manet,
and then moved, via Cézanne and Picasso, to New York of mid-20th Century. If there
really was anything like a path between the two points, then in 1973, the year when
Picasso died, it became obvious it had already dissolved into thin air”* This
observation was made, in Julian Bell's book, from perspective of New York. | was

born, instead, in Warsaw two years before Picasso's death. At that time Jan Cybis
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was painting his very last pictures (landscapes and still life [sic!]) and Jackson
Pollock was dead for fifteen years already. In 1970s when my tutor, Professor
Rajmund Ziemski was seeking his own way, in opposition to his tutors-professors
Nacht and Cybis but never renounces to call his paintings landscapes, first faculties
of new media are established in U.S. universities. And still, there are no obvious
ways or attitudes. Bell writes as follows about Guston: “In 1960s the opposition
toward the abstract expressionism was not really limited to what minimalists and
pop artists were doing. Philip Guston, one of the key representatives of New York’s
abstraction in painting, well in his fifties by then, found that his trembly, meditational
pictures that had made his artistic repute, had also become a trap for him. He
returned to themes that had interested him in his youth, back in 1930s, to pursue
them in his figurative, politically involved, anti-racist painting. He even revoked to
his favourite comic strips from the old days. “I became bored and tired of all that
PURITY! | wanted to tell STORIES” - he wrote in 1969, soon after he had painted The
Studio. Looking for cover at night, smoking in solitude and painting helter-skelter,
Guston in a certain sense attempted to re-establish communication with the real,
greater world, not just with New York’s dominant artistic scene”1>

Like Guston, | would like to communicate to the world, or at least with some
individuals. My position, of course immeasurably different than his, makes this
more difficult. However, | am firmly convinced that through keeping my eyes wide
open, being patient and attentive, finding courage and taking some risks, | shall

find by place in the vast ocean of art.

Description of scholar research

In the years 2016-17 | participated in a research project carried out in the Faculty of
Painting, the Academy of Fine Arts in Warsaw. | headed the team, consisting of
Professor Wojciech Ciesniewski, Pawet Nocun, PhD and Anna Krzeminska and
entrusted with the task entitled “Relations between contemporary painting of
selected regions of Asia and Polish painting” within a broader area called: “The
innovativeness of painting in cross-continental context”. In 2016 members of the
project team established contacts with artists from selected artistic centres in

various regions of Asia (India, Indonesia, Thailand). Through the contacts they
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made they were invited to conduct research in India. The plan of the research
journey was made in cooperation with Indian artists, with meetings scheduled with
artists and in specific cultural establishments. The research programme carried out
by the team included visits and tours to treasures of old painting, sculpture and
architecture as well as examples of contemporary art in New Delhi, Agra, Jaipur,
Khajuraho, Orchha, Sanchi, Bhopal, Ujjain, Indore, Dhar, Mandu and Maheshwar.
Except for one, the places mentioned are situated in Madhya Pradesh state, in
central India. Over one month of the trip to India members of the team saw the
work of and talked with many local artists, including Asit Kumar Patnaik, Gogi Saroj
Pal, Vinay Sharma, Samdar Singh Khangarot Sagar, Asif Mohammad, Yusuf Khatri,
Akhilesh, Rahim Gutti, Anup Shrivastava. From the point of view of research tasks it
was extremely important for the team to have a number of discussions and
interviews with Indian artists and collect comprehensive photographic and film
documentation, all of which was accomplished. The materials gathered during the
trip are going to provide basis for a comparative analysis of objects seen and
persons met and then to prepare a scholar publication summing up the research

findings.
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