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“Nature is not all that is visible to the eye... it also includes the inner pictures of the soul.” – 

Edvard Munch 

 Munch’s words have been the foundation of my art practice, which led to the formation 

of Landscape Expressionism – conveying emotional experiences through the objects of nature. In 

this essay, I will attempt to analyze and explain my practice by going over my hypotheses and 

contradictions, with the support of Umberto Eco’s writings. Could there be a link between 

landscape, emotion, and memory? 

 One of the observations that I have made, quickly worth mentioning, is the material that I 

use. While I have nothing interesting to say about the paint itself, gouache, except that it is a 

comfortable and versatile medium, the important material in my practice is paper. Personally, I 

am neither spiritual nor religious, with no experience on the subjects. However, the process of 

preparing the paper falls into that realm. Preparing the paper to be stretched onto a frame, the 

steps that you take: soaking it, brushing the excess water out, flattening, soaking again, brushing, 

carefully stretching into the frame, and stapling it. In that process, you exercise caution and 

patience. You come to understand that paper, especially when it is wet, is fragile. So while you 

go through the steps, you form a bond with it, like how a mother forms a bond with her child. I 

think paper perfectly represents the fragile emotionality of human beings. If you are negligent 

and forceful, it will damage the material (and the same goes for humans).  

 I do not think it is fair to say that I just happened to learn to paint landscapes. I learned 

the basics by constantly observing my surroundings. With my deteriorating eyesight, especially, 

it taught me to not be too ambitious with my paintings. Meaning, not spending days on them and 

making everything detailed. With the blurry images, I could still distinguish objects of nature 

through their shapes and colours. 

“The expressiveness of a work of art depends on the existence of ‘meanings and values extracted 

from prior experiences and founded in such a way that they fuse with the qualities directly 

presented in the work of art.’ In other words, components of our experiences must fuse with the 

qualities of the poem or the painting to cease being extraneous objects. Thus, ‘the expressiveness 

of the object of art is due to the fact that it presents a thorough and complete interpenetration of 

the materials of undergoing and of action, the latter including a reorganization of matter brought 

with us from past experience .. . The expressiveness of the object is the report and celebration of 

the complete fusion of what we undergo and what our activity of attentive perception brings into 

what we receive by means of the senses.’ Consequently, ‘to have form . . . marks a way of 

envisaging, of feeling, and of presenting experienced matter so that it most readily and 

effectively becomes material for the construction of adequate experience on the part of those less 

gifted than the original creator.’” – “The Open Work” by Umberto Eco, p. 27 

I have come to the conclusion that my landscapes are projections of my present emotional state, 

which are typically emotional responses to thoughts, memories or, simply, my current state of 

mind.  

“In the work, the artist forms ‘his concrete experience, his interior life, his unique spirituality, his 

personal reaction to the world in which he lives, his thoughts, customs, feelings, ideals, beliefs, 
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aspirations.’ As already noted, this does not mean that the artist narrates himself in his work; he 

reveals himself in it as a way of forming.” – “The Open Work” by Umberto Eco, p. 165 

 Clouds are a common motif in my paintings. To me, they are metaphors representing 

human emotions. Let us, for the sake of the argument, say that clouds are ‘emotions’ and the sky 

is ‘the mind’. There seems to be a connection. Clouds, much like emotions, come in different 

shapes, colours, sizes, and intensities. And they pass us by in the sky, as well as change and 

linger. 

 Emotions are associated with feelings and thoughts. I express those subjects through a 

form of landscape. It does not have to be a specific emotion. It can be a cluster of them or a mere 

thought. As long as I make sure to observe my state, the expression will not be nameless. That 

brings me to another point – consciousness. I have managed to combine both unconsciousness 

and consciousness. Much like how Surrealists expressed their unconscious mind, only I have 

added a conscious component to the unconscious painting process – observing what I am doing 

and what is on my mind. I pay attention to those two instances. But why do I paint 

unconsciously? Because that is where we can get a much purer and raw emotional result than if 

we were to write down how we feel on a piece of paper. If we are to write it down or sketch out 

the idea; it will dictate and influence the emotion, which is not what I am aiming for. The aim is 

to project the emotion as naturally and as raw as possible. Thus, unconsciously and in one, quick 

session. We can take action painting, for example, and use Jackson Pollock’s approach, which 

can be described as ‘going with the flow’. I have never liked Pollock’s paintings, but I had to 

look into action painting because there did seem to be a connection between his practice and 

mine, such as expressing raw emotions and giving them an image. 

“In order to understand the esthetic in its ultimate and approved forms, one must begin with it in 

the raw.” – “Art as Experience” by John Dewey, p. 4 

 Next up is how the expressions turn out. So far, I have noticed and broken down the 

expressions into three categories. I will elaborate on them, make some assumptions and provide 

image examples. 

1) Refined 

These expressions usually contain more detail, small brushwork, and a thought-out composition.  

They are held to the same standards as illustrations do. The paintings are a result of unconscious 

and conscious painting. In refined expressions, the idea and look of the paintings are determined 

by the unconscious and then are consciously ‘polished’. Here, the focus is on a specific emotion, 

without interference from the changing emotional states of the mind (see Fig. 1 and Fig. 2 for 

example).  
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Fig. 1. Kiril Prikazcik. Untitled expression. Gouache on paper. 2022 

 

Fig. 2. Kiril Prikazcik. Distress. Gouache on paper. 2021 
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2) Unrefined 

Unrefined expressions follow the same process as refined expressions, but without the conscious 

process. The whole painting is done intuitively and spontaneously. The images contain less 

detail, bold and rough brushwork, with minimal colour mixing. This category’s focus is to 

project and capture images of raw emotions (see Fig. 3 for example). 

 

Fig. 3. Kiril Prikazcik. You Are My Favourite Toxin. Gouache on paper. 2021 

3) Blurry 

While refined and unrefined expressions contain a clearer vision of an emotion, blurry 

expressions seem to focus on vivid thoughts and feelings. Here, there is no direction. Have you 

ever felt something you have never felt, before, or could not explain it? Or, perhaps, a faint 

memory that you cannot recall confidently? These are the qualities this category deals with – 

unexplained, faint, subtle memories (see Fig. 4 for example). 
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Fig. 4. Kiril Prikazcik. Untitled expression. Gouache on paper. 2022 

 As we have already established, the landscapes (or expressions) represent the artist’s 

present emotional state. They are treated as diary pages that capture an emotion, a thought, or a 

feeling. So, will the difference between those three outcomes have an impact on the viewer’s 

experience? No, or in Eco’s words on how they are perceived: “We see it as the end product of 

an author's effort to arrange a sequence of communicative effects in such a way that each 

individual addressee can refashion the original composition devised by the author” – “The Open 

Work” by Umberto Eco, p. 3. The work of art will still do what it intends to do – to serve an 

emotive function. 

It interests me that we never feel the same emotion – they change by the second, into an entirely 

new emotion (or thought) or switch intensities of the same emotion. It is a spectrum. What I also 

find interesting is how differently people perceive things. In my case, it is the landscapes, my 

expressions. For example, if we take a painting or a colour and present them to two different 

people, obviously they will have different responses to them. The responses could be complete 

opposites or bear some similarities, but they will still be different responses. 

 Let me take a quick step back to mention that I, the artist, am presenting one of many 

variations a certain emotion could look like. The work is completely open to different 

interpretations. As Eco commented on Luigi Pareyson’s words on the infinity of interpretations: 

“By giving life to a form, the artist makes it accessible to an infinite number of possible 

interpretations—possible because "the work lives only in the interpretations that are given of it.” 

"There is no definitive or exclusive interpretation, just as there is no approximate and provisional 

interpretation." The interpreter becomes a means of access to the work and by revealing the 

nature of the work also expresses himself; that is, he becomes at once the work and his way of 

seeing it. – “The Open Work” by Umberto Eco, p. 166 

 It is well encouraged for the viewers to engage in an exchange of responses, as my work 

aims to create a discussion among the audience. With or without familiarizing themselves with 

the title of a particular painting, it is up to them to decide the idea of the painting. While I present 

them with a title, I am only presenting one of the possible narratives of what the painting could 

mean. And that is the narrative of the painter – the author of the work. However, the individual 

still has the freedom to decide whether my narrative is correct or not, whether they wish to create 
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their own conclusion or to discuss their interpretation with other individual minds. Eco mentions 

words by Henri Pousseur: “...it is up to the listener to place himself deliberately in the midst of 

an inexhaustible network of relationships and to choose for himself, so to speak, his own modes 

of approach, his reference points and his scale, and to endeavor to use as many dimensions as he 

possibly can at the same time and thus dynamize, multiply, and extend to the utmost degree his 

perceptual faculties.” But will not the idea of ‘opening’ the work discourage the viewer from 

engaging with it? It is a possibility. However, if I trust Eco’s words, the viewer will be, on the 

contrary, excited by this freedom, which will offer them endless narratives that can multiply with 

their involvement, and the unconscious stimulus. “The canvas itself invites him not to avoid 

causal connections and the temptations of univocality, and to commit himself to an exchange 

rich in unforeseeable discoveries.” – “The Open Work” by Umberto Eco, p. 91 

 Emotions and memories are linked together. And in my case, they also connect to the 

landscape, which is the form they take (see Fig. 5).  

 

Fig. 5 

However, landscapes are what they appear to be. I would even go further and separate the 

‘landscape’ into two qualities: imaginary and expression (see Fig. 6). The paintings do not 

represent a real place, nor do they represent the idea of a place. So, we are dealing with the 

imaginary. As for the expression, I will repeat, it is their purpose – images of the artist’s current 

state of mind, and expressions. But then my practice becomes more complex, as then we have to 

delve into the philosophical questions of what is an expression and what is imaginary. And that 

is something I have yet to explore. 

 

Fig. 6 
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 Throughout my Master’s course, my art practice grew more complex. I have more 

questions than answers. The way I can answer some of them is by speculation or by consulting 

texts. But I would say that it is ideal for me, as I am not seeking the ultimate answer – the end of 

the journey. I am benefiting more from the exploration of the journey itself, which provides me 

with endless possibilities and questions. My art practice is heavily reliant on the multitude of 

conversations and reactions it creates, which starts from my self-expression. The ‘openness’ in 

art creates a safe, comfortable space for us, human beings, to hopefully start opening up to one 

another. Imaginary landscapes have that accommodating, flexible quality to them, to either 

evoke an emotion or a memory out of the viewer. Consequently, landscapes and objects of nature 

have the ability to store emotions and memories. 
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