The history of art—and, more
broadly, the history of visual com-
munication—is a history of shifts
across various axes of meaning and
levels of perception. A shift in art
expresses a change in the state of
perceived reality, from the objective
to the subjective. The deeper
the artist is able to enter the qualities
of the depicted object and reveal
its formal and semantic potential,
the more pronounced is its artistic
transformation—thatis, the aforemen-
tioned shift along the axis of meaning
and on the plane of perception. Tomas
Zemla is a sensitive observer of ob-
jective reality with an exceptional
ability to represent it visually. At first
glance, his landscapes are a record
of reality with relatively little
divergence from the original natural
model. First and foremost, we can
perceive in his paintings, prints,
and objects a marked interest in
conveying the specific atmosphere
of a given moment. While this uni-
que situation, dependent on time
and space, is part of Tomas
Zemla’s visual program, the degree
of artistic transformation in his work
certainly does not remain at this ini-
tial stage. The striking aesthetic
quality of his trees, the prominent
casting of plant elements in the roles
of personified attributes of anima-
ted nature, lures us into the atmo-
spheric trap that the artist has so
skillfully set. The transience of misty
horizons and the opacity of the color
palette, which dramatically outlines
branches, roots, and other natural
structures with a mysterious light,
tempts one to interpret Zemla's paint-
ings within a spectrum ranging from
Romantic pantheism to Impressionist
positivism. A more precise stylistic
categorization is not possible, how-
ever, because the gap between the
two artistic tendencies and philoso-
phies mentioned is simply too great.
On one side, Romantic idealism;
on the other, Impressionist rationa-
lism; and between them, an insur

mountable distance fraught with the
pitfalls of overinterpretation. How-
ever, if we dare to take a step
toward the works and their com-
positional details, we will discover
their formal code, their inter-
nal logic. Only then will a path open
up for us leading not to ambivalent
analogies from art history, but to
a masterful shift from objective re-
ality to the exciting constructions of
a new objectivity. Here, the image
ceases to slavishly refer to its object
but becomes an experimental
fabric, woven into a precise grid of
lines in the rhythm of the classical
RYB (red/yellow/blue) color model.
This web holds Zemla’'s compositions
together and defines their interpre-
tive foundation, which no longer
reflects a superficial plane some-
where between Romanticism and
Impressionism, but allows him to free-
ly experiment with light, color, and line
within the traditions of formalist
aesthetics. Tomas Zemla’s works are
a delicate materialization of moder-
nist theories that inspire the
artist to make bold artistic shifts. The
result of these shiftsis neitheramean-
ingless abstraction of the object nor
a symbol with an inexhaustible
wealth of meanings, but rather
the capture of a specific phase of
objective reality within a network
through which formal ballast falls
away, leaving behind the aesthetic
essence—and that is a rare catch.



