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Wolfe von Lenkiewicz is an artist who is helping to give shape to a concept about contemporary art forms while
remaining true to the traditional hanging picture.

Like certain other contemporary British artists, he finds inspiration in the past. This is quite surprising for
the Czech art scene; it may attest to our relatively weak engagement and interest in historical heritage. Lenkiewicz
is not only a painter, but has formal education in theory (he graduated from the University of York with
a degree in Philosophy in 1989, aged 23). He found a way to deal with the past and with the enormous
heritage that most artists can only ignore.

Most importantly, he became cognisant of challenging those developments that are simply perceived in
chronological order, like a timeline that points to a certain goal (be it abstraction as the highest form of
art, art in the service of politics — as a tool for transforming human society, or art as a means of salvation).
Postmodernism was typically characterised by this questioning of goals. Artists felt free to gain inspiration from
the artistic discoveries of the past and found new, exciting nexuses in the new environment. Typical examples
are the Central European Neo-Expressionism of the 1980s and 90s and the Cubist-inspired Neo-Expressionist-
like art that was being created at that time in the Czech lands.

Lenkiewicz, however, approaches art history in a far more all-encompassing and sophisticated manner. He
recognises the importance and significance a certain picture has for a certain period, yet he is also aware
of its transformation, meaning and significance for another period and realises that even he can assist in
its transformation, waking the work from its “museum dream”. As a result, a set of remarkable pictures —
seemingly familiar, yet different and filled with new meanings and contexts — are now on display at MIRO
Gallery inside Prague’s Strahov Monastery complex.

Lenkiewicz admires Picasso’s creative contribution and, in these regards, the boldness with which he
approached historical motifs and paintings. In fact, Picasso could also be considered an important explorer
and father of postmodernism given his voyages into the world of his own predecessors — Velazquez, Manet,
Eugéne Delacroix — and the world of African and Iberian primitive art. The greatest amount of space at MIRO
Gallery is devoted to Picasso. On display is a painting from earlier this year, a variation on what is perhaps
Picasso’s most important painting, Les Demoiselles d'Avignon. This painting by Picasso is considered the first
great work of Cubism. It had been preceded by a series of portraits from the Pyrenees countryside, studies
of Barcelona nightclubs, a search for wild and primitive expression worlds apart from the Paris, bourgeoisie
aesthetic. As Picasso’s fascination with the primitive art of African and Iberian tribes also played an important
role, here African masks have replaced the young women'’s ragged faces. What Picasso implied in his painting
is expressed without restraint here.

Several of Picasso’s paintings were of service to Lenkiewicz when he created the extensive Saltimbanques
canvas. Here he unites similar motifs from the period when Picasso illustrated scenes from the lives of circus
performers, artists — social outcasts. He has regrouped these icons of modern art into new compositions, thus
creating a continuation and even mixing Picasso’s Blue and Rose Periods.

The suite of Picasso’s famous prints from this environment is recalled in the masterful print titled The Frugal
Repast, in which both figures’ portraits have been switched for others.

Picasso’s portrait of a young woman has also been used to portray Alice in Wonderland. Here a number of small
animals, illustrations to Alice in Wonderland, have been added to the Cubist-Surrealist portrait.

And finally in Pierrot, Picasso’s Harlequin impressively blends with Antoine Watteau’s Pierrot-Gilles —
a surprisingly similar testimony from a different world 200 years earlier. The artist fostered the further space-
time dimension of the painting by layering on a vividly-coloured mesh of dots, a nod to Sigmar Polke’s bright
grid. Here Wateau's Gilles seems to attain true timelessness.

Playing card pictures, patience, tarot, the ornamentally geometric contemplations of De Stijl, fractal geometry
and Gothic engravings are all at the heart of the 2011 picture Death. A skeleton/Charon transports bones
and a jumble of fleeting insignia, symbols of human success, across the river of oblivion. Similar playing-card
and geometric motifs overlap Egon Schiele’s two lovers on the picture Death and the Maiden. Lenkiewicz's
boundless creative work is illustrated in his ascription of symbols of destiny and mediaeval mysticism to Schiele’s
painting.

De Stijl and geometric art brought the artist’s investigations to the Netherlands. Small pictures combine
traditional Delft faience together with the radical geometric art of Piet Mondrian. Though entirely different,



these two positions in Dutch art can be used in decoration and design, together testifying to the close accord
that exists in a sort of strict, congruous minimalism and clear order.

Despite his genuine passion and admiration for Pablo Picasso, perhaps the most engaging work in the exhibition
is the fantastic and mysterious triptych titled The Haywain, loosely inspired by the work of Hieronymus Bosch. His
paintings of Heaven, Hell and Purgatory, crowded with desperate human, animal and demonic beings, are filled
with depictions of the Hindu god Vishna, who is portrayed in many forms. The Christian god is also present, both
as God the Creator and Jesus in the heavens. It seems, however, that Bosch'’s diabolical chaos is close to Vishna’s
direction, whereas God is initially also up top, in the nearly inaccessible heavens.

Once again, MIRO Gallery is hosting an exceptional international artist who has garnered acclaim in many art
centres and auction houses. The exhibition proves that Wolfe von Lenkiewicz has been able to step back from
the general, standard cliché and break free from concepts of numbing theories about linear evolution, and
with new perspective he has enriched the contemporary painting scene in a significant and original way. His
approach not only offers new opportunities in the field of creative art, but represents a fascinating challenge for
philosophers and art theorists.

Petr Stépan



Wolfe von Lenkiewicz je jednim z téch umélcd, ktefi pomahaji vytvaret predstavu o podobdach soucasného
vytvarného uméni. Pfitom zlstava vérny tradi¢nimu zavésnému obrazu.

Jako néktefi dalsi soucasni britsti umélci, nachazi inspiraci v minulosti. Tento jev je pro ¢eskou vytvarnou scénu
dost prekvapivy. MUZe svédcit o nasi slabsi praci s historickym dédictvim a nasledné o slabsim zajmu o néj.
Lenkiewicz je nejen malit, je teoreticky patfi¢né vzdélan (obor filosofie na Université v Yorku ukoncil ve svych
23 letech, v roce 1989). Nalezl si zplsob, jak se vyrovnavat s minulosti, s tim obrovskym dédictvim, které drtiva
vétsina vytvarnikd dokaze pouze ignorovat.

Pfedevsim si uvédomil zpochybnéni jednoduse, chronologicky vnimaného vyvoje, tedy jakési casové linie
smérujici k jistému cili. (At jiZz to méla byt abstrakce — jako nejvyssi forma uméni nebo uméni ve sluzbé politiky —
jako nastroj promény lidské spole¢nosti nebo uméni jako prostfedek vykoupeni). Toto zpochybnéni cill bylo
typické jiz pro charakteristiku takzvaného postmodernismu. Umélci se sméle inspirovali pfedeslymi vytvarnymi
objevy a nachézeli v novém prostiedi nové vzrusujici souvislosti. Typickym pfikladem je stfedoevropsky
neoexpresionismus v 80. a 90. letech 20. stoleti nebo jemu podobna forma inspirovana kubismem v téZe dobé
v Cechéach.

Lenkiewicz v3ak pfistupuje k umélecké historii komplexnéji a sofistikovanégji. Uvédomuije si vyznam a smysl
konkrétniho obrazu pro urcitou dobu. Uvédomuije si v3ak i jeho proménu, vyznam a smysl pro jinou dobu.
A uvédomuije si také, ze dokonce on sam mUze pomoci jeho proméné a zaroven mize dilo znovu probudit
z ,muzejniho snu”. A tak také v Praze na Strahové, v Galerii MIRO, mdzeme vidét soubor pozoruhodnych
obraz(l, nam jakoby zndmych, ale pfeci jen jinych, plnych novych vyznam{ a souvislosti.

Lenkiewicz obdivuje Picasstv tvlrci prfinos a v téchto souvislostech dokonce jeho nebojacnost obratit se
k historickym motivim a obrazlm. Vlastné i zde by mohl byt Picasso povazovan za vyznamného objevitele
a predchddce postmodernismu, pro své objevné exkurzy do svéta svych predchldcd, Veldzqueze, Maneta,
Eugéna Delacroix nebo do svéta primitivniho uméni Afriky a lberie. V Galerii MIRO je vénovan Picassovi nejvétsi
prostor. Je tu obraz z letosniho roku, variace na Picasstv snad nejvyznamnéjsi obraz ,Avignonské slecny”.
Tento Picass(iv obraz je povaZovan za prvni velké kubistické dilo. Pfedchazela mu fada portrétll z pyrenejského
venkova, studii z barcelonskych nocnich podnikd, hledani divokého a primitivniho vyrazu, tak odlisného od
parizské, méstacké estetiky. Viyznamnou roli hréla i Picassova fascinace primitivnim uménim africkych a iberskych
kmend. Proto jsou zde misto drasavych oblicejd slecen africké masky. To, co Picasso obrazem naznacil, je zde
vyjadfeno naplno.

Hned nékolik Picassovych obrazll poslouzilo Lenkiewiczovi pfi vzniku rozmérného platna ,Saltimbanques”
(,,Kejklifi”). Spojuje zde obdobné motivy z obdobi, kdy Picasso zachycoval vyjevy ze Zivota cirkusovych artist(,
umélcd — socialnich vydédéncd. Tyto ikony moderniho uméni preskupil do novych kompozic a vytvoril tak jejich
dalsi pfibéh, michaje zde dokonce dohromady Picassovo modré i riZzové obdobi.

Cyklus slavnych Picassovych grafik ze stejného prostfedi pfipomina bravurni graficky list ,Skromné jidlo”, kde
jsou zaménény portréty obou postav za jiné.

Picasstv div¢i portrét poslouZil i k zobrazeni Alenky z fiSe divl. Kubosurrealisticky portrét je zde doplnén
mnoZstvim zviratek, kresebnych ilustraci k ,, Alence v fisi divd”.

A nakonec v, Pierrotovi” se Picasstv , Harlekyn” plsobivé prolnul s ,Pierotem-Gillesem” Antoina Watteaua.
Prekvapivé obdobna vypovéd z rozdilného prostiedi v rozmezi 200 let. O dalsi ¢asoprostorovou dimenzi obrazu
se postaral autor prevrstvenim sité pestrobarevnych puntikl, védomy odkaz na pestré rastrové sité Sigmara
Polkeho. Jakoby se zde dostalo Watteauovu Gillesovi opravdové nadcasovosti.

Karetni obrazy, pasians, tarot, ornamentalné geometrické Gvahy skupiny ,De Stijl”, fraktdlovd geometrie
i gotické rytiny jsou u zrodu obrazu ,,Smrti” z roku 2011. Kostlivec — Charon prepravuje pfes feku zapomnéni
kosti i zmét pomijivych insignii — symbolU lidské Uspésnosti. Obdobné karetni a geometrické motivy prekryvaji
dvojici milencl od Egona Schieleho na obraze , Divka a smrt”. Pfitknout k Schieleho obrazu symboly osudovosti
i stfedoveéké mystiky je ukazka Lenkiewiczovi svobodné tvirci prace.

Skupina ,De Stijl” a geometrismus pfivedly autorlv zkoumavy zdjem i do Holandska. Zde se na obrazech
mensich formatl uplatiuji tradi¢ni modra delftska fajans spolecné s radikalnim geometrismem P. Mondriana.
Ac natolik odliSné, dokazi se obé tyto polohy holandského uméni uplatriovat v dekora¢ni a designové oblasti.
A dokonce spolecné dokladaiji blizké souznéni v jakémsi prisné harmonickém minimalismu a jasném fadu.



Pres opravdové zaujeti a obdiv k Pablu Picassovi, snad nejpoutavéjsim dilem vystavy je fantasticky a mysteriozni
triptych , The Haywain”, (,,V{z sena”), volné inspirovany dilem Hieronyma Bosche. Obrazy Nebe, Pekla i Ocistce
zapInéné zoufalymi lidskymi, zvifecimi i démonickymi bytostmi jsou prostoupeny zobrazenimi hinduistického
boZstva Visny, zpodobnéného v mnoha podobdach. Kfestansky Bh je také pfitomen, at jako BUh stvofitel nebo
Kristus na nebesich. Zda se viak, Zze Boschlv dabelsky chaos je blizky rezii Visny, zatimco Blh je na pocatku
i nahore, na tézko pfistupnych nebesich.

Galerie MIRO tak opét predstavuje mimoradného svétového umélce cenéného v mnoha uméleckych centrech
i aukcnich sinich. Vystava doklada, Zze Wolfe von Lenkiewicz dokazal poodstoupit od obecné platnych
zab&hnutych klisé, dokazal se vymanit z pfedstav umrtvujicich teorii linearnich vyvojovych promén a novym
pohledem vyrazné a origindlné obohatil soucasnou malifskou scénu. Jeho pfistup nabizi nové mozZnosti nejen
v oblasti tvar¢iho uméni, ale je zajimavou vyzvou i pro filosofy a teoretiky uméni.

Petr Stépan



Bond ¢doH Jlenkesul, (Wolfe von Lenkiewicz) agnaeTtca ofHUM 13 TeX XyA0XHUKOB, KOTOPbIE NOMOratoT CO3/1aBaTb
npeacTaBneHne o GOpPMax COBPEMEHHOTO W300Pa3mMTENbHOTO MCKYCCTBA. [pU 3TOM OH OCTAeTCcsa BEPHbIM
TPAAMUMOHHON KapTVHE, KOTOPYIO MOXKHO MOBECUTb Ha CTEHY.

Kak 1 HekoTOpble ApyrMe COBPEeMEeHHble DPUTAHCKUE XYAOMHWKW, OH HaxOAWT CBOE BAOXHOBEHWE B MPOLUAOM.
[na yelicKoW XyAOXKEeCTBEHHOW CLIEHbl 3TO ABNEHUE [0CTaTOYHO HEOMMAAHHOE, UYTO MONET CBUAETE/NbCTBOBATb
0 Halleit MeHee aKTUBHON paboTe ¢ NCTOPUYECKMM HACAeANEM W, KaK cleacTene, o Bonee cnabom nHTepece K HEMY.
JIeHKeBUL, — HE TONbKO XYAOMHMK, HO OH COOTBETCTBYIOLIMM 06pa3om TeopeTuyeckn obpasosaH (Kypc dunnocodum
YHuBepcuTeTa B |7IopKe OKOHUMA B BO3pacTe 23 neT B 1989 roay). OH Hawen Ana cebs cnocob BOCNPUATAA NPOLIAOTO,
TOTO OFPOMHOTO HACenA, KOTOPOe NoAaBAAKoLLEe BOMbLUIMHCTBO XYA0MKHUKOB CNOCOBHO Wb UTHOPUPOBATD.
Mpexae BCEro, OH OCO3HAN COMHMUTENbHOCTb YMNPOWEHHOMO, XPOHONOMMYECKOrO BOCMPUATUA Pa3BUTMA B BUAe
KaKMX-TO NIMHUIA BPEMEHW, CTPEMALWMXCA K ONPEeAeNeHHon uenn. (310 oTHOCUTCA M K abCTpakumm Kak BbiCLEN
bopMe MCKYCCTBA, U K UCKYCCTBY Ha Cyxbe MOMUTUKM KaK UHCTPYMEHTY M3MEHEeHW:A UeNOBEYECKOro ObLLecTRa,
M K UCKYCCTBY KaK CPeACTBY WMCKynaeHuna), Takas NOCTaHOBKA MOA COMHeHWe Lenelt Obina TUMUUHOW yKe npu
XapaKTepPUCTMKE TaK Ha3blBAEMOro MNOCTMOAEPHM3IMA. XYAOKHMKM CMENO Yepnanu BAOXHOBAEHWE B NMpeablayLmnx
1306pa3nTeNbHBIX OTKPLITUAX, HAXOAA B HOBOWM Cpede HOBble BO3OYKAAOWME B3aMMOCBA3N. TMMNYHBIA npumep —
LEHTPaNbHOEBPONenckuid HeoakcnpeccmoHnsm B 80-90-e rogpl 20 Beka unn nogobHan emy popma B 3T0 ke Bpems
B Yexuu, BAOXHOBAEHHAA KyOU3MOM,

OfiHaKo JIeHKeBML, NOAXOAUT K UCTOPWMM M306Pa3nUTENbHOMO UCKYCCTBA Boslee KOMMNEKCHO U COPUCTULMPOBAHHO.
OH 0CO3HAET 3HaYeHWE U CMbIC KOHKpeTHOro obpasa Ans onpeseneHHon 3noxu. Ho noHMMmaeT 1 ero usmeHeHue,
3HaUEHWe U CMbICA 47151 UHOMN 3MOXM. A TaKKe 0CO3HAET, UTO B KOHLLE KOHLOB M CamM MOXKET NOMOUb €r0 U3MEHEHUIO,
O/IHOBPEeMEHHO Npobyaue TBOpeHUe OT «my3elHoro cHa». W ot 8 Mpare Ha Crparose, B8 fanepee MUPQO, Ham
NpefoCcTaBAeHa BOSMOXKHOCTb BUAETb NOAOOPKY MPUMEYATENBHbIX KAPTUH, KaK Dbl yKe 3HAKOMbIX HaM, HO BCE-TAKM
WHbIX, MOMHBIX HOBbIX 3HAYEHWUW U B3aUMOCBA3EN.

NeHKeBUL, BOCXMLLEH TBOPYECKMM BKAAAOM [MKacco, B 3TON CBA3M W ero GeccTpalivem no nosogy obpalleHua
K UCTOpUYECKUM MoTMBaM K 06pazam. CobcTBeHHO, M 34ecb [MMKAcco Mor Bbl CUMTATHCA 3HAYMTENbHbBIM
NepBONpPOXoAUeM W MpeAWecTBeHHWKOM MNOCTMOAEepHU3IMa Onarogaps CBOMM MCCAeA0BATENbCKUM 3KCKypcam
B MMP CBOMX NPEALIeCTBEHHUKOB — Benackeca, MaHe, 3xeHa Jenakpya uam B MUP MPUMUTUBHOTO UCKYCCTBA AQPUKM
n Nbepuu. V fanepee MUPO Mukacco oTBeAEHO HanboNbliee MPOCTPAHCTBO. 34eCh BbICTaBAeHa paboTa HblHelHero
rofa— Bapuaums, BeposTHO, ero CaMon M3BECTHOM pPaboTbl «ABMHBOHCKME AEBULbI». 3T KapThHa MMKacco cunTaeTca
nepBbIM KPYMHbIM Npon3seaeHnem Kybuama. EN npeawectsosanm psa NnopTRETOB M3 MUMPEHENCKOM MPOBUMHLNN,
3TIOAbI U3 HOYHbIX KNyOOB BapcenoHbl, MOWCKM AMKOTO U MPUMMTUBHOTO BbIPAMKEHWS, TaK OTAMYAIOWEroca oT
NapPUKCKON MELLAHCKOW 3CTETUKN, SHAUUTENbHYHO PONb UTPAI0 M O4aPOBAHHOCTb MMKACCO MPUMUTUBHbIM UCKYCCTBOM
aQPUKAHCKUX 1 MBepuitckux nnemeH. OTClOAa BMECTO MyYUTENbHO UCTEP3aHHbIX ANL, BapbllleHb — appUKaHCKNe
Mackun. Ha 4to MuKacco B cBOeW KapTUHE Nb HAMEKHY, 34eCh BbIPAXKEHO MONHOCTHIO.

Cpa3sy HeckobKo PaboT MUKACCo NOCAYKUAM SIEHKEBULY OCHOBOMW NPU BOSHUKHOBEHWU KPYNHOHOPMATHOIO NOAOTHA
«KomeapaHTbi» (Saltimbanques). Mpyn 3Tom OH coeanHAeT NoaobHble MOTUBbI NepuoAa, Koraa MuKacco n3obparan
CLEHbI U3 MKU3HW LMPKOBbLIX apTUCTOB, XYAOKHMKOB — M3r0eB 0611ecTsa. ITM NKOHbI COBPEMEHHOTO MCKYCCTBA OH
nepedOPMMPOBaN B HOBblE KOMMO3UUMOHHbIE PELIEHWSA, CO3A3B TakiMM 06pa3om NpeanockIKy 408 UX NOCaAe Ay We
MCTOPUM, K TOMY e CMelLlinBas ronyboi 1 po3osblii nepuoapl TBopuecTsa Mukacco.

O umKae 3HaMeHUTbIX rpaduKk MMKACCO M3 TOW Ke cpellbl HAam HanomuHaeT 6GpasypHas rpaduyeckas paboTa
«CKpOMHasa efa», rae noptpetbl 000MX MepcoHaxen 3ameHeHbl MHbiMKU. LeBuuuin noptper pabotbl Mukacco
NOCAYXWUA W AN n3obpaxenua Anuckl u3 CtpaHbl uyaec. Kybo-cloppeanncTmiecknii mopTpeT 37ech A0MNOAHEH
M306paAKEHNAMM MHOXKECTBA MKMBOTHbIX, PUCOBAHHBIX UANOCTPAUMIA K «Annce B CTpaHe uyaec». A B «llbepoy,
BoO6LlE, «ApneknHy» MMKacco BrevaTasatolle codetaeTcs ¢ obpaszom «Huab B KocTiome Tbepo» paboTtbl AHTyaHa
BaTtT0. Ha yauBneHne noxoxee CBUAETENbCTBO U3 pa3HoW cpedbl B Anana3oHe 200 feT. Elle 04Ha NPOCTPaHCTBEHHO-
BPEMEHHAA PA3MEPHOCTb AOCTUTHYTA aBTOPOM NEPECNOEHUEM CETKM PA3HOLBETHbLIX KPANUHOK, 3TO OCO3HAHHAA
CCbIMIKA K NECTpon pacTpoBoi ceTKe 3urmapa Monbke. 3aeck Munb Ha KapTuHe BaTTo obpeTaeT AeNCTBUTENbHYIO
BHEBPEMEHHOCTb.

KapTouHble KapTWHKK, NacbaAHC, Tapo, OPHAMEHTaNbHble TEOMETPUYECKME Pa3MbILLIAEHUA  XYA0KECTBEHHON
rpynnbl «CTuab» (De Stijl), dpakTanbHan reomeTpus 1 roTUYeCcKUe rpaBlopbl CTOAT Y poXaeHna obpasa «CmepTu»






2011 rona. Kouleit — XapoH nepenpasnaeT Yepes peky 3abbiTble KOCTU U XaoC M3 CYeTHbIX W TAeHHbIX peranuii —
CMMBOIOB YenoBeYeckoro ycnexa. MogobHble KapTouHble U reomeTpuYecKkMe MOTUBbLI MepeKpbIBaoT 1060BHYIO
napy Ha kapture droHa LUnne «CmepTb M AeBYWKa». YMeHMe npunucatb KapTuHe Lnne cumeonbl GpatanbHOCTM
1 CPe4HEeBEKOBOM MUCTUMKU — 3TO NMpuUmep cBOBOLHOM TBOPUECKO paboTbl JleHKkeBmUa.

Mpynna «CTnab» U reOMETPUYHOCTD NPUBENN UCCAEA0BATENBCKUIA MHTEPEC aBTOPA B [011aHAMIO. 346Ch OH UCNO/b3YeT
B paboTax HeboabWOoro Gopmata MOTUBbLI TRAANLMOHHOTO roNy6oro AenbGpTcKoro GasaHca BMecTe ¢ pagmKanbHbiM
reomeTpuamom M. MoHapuaHa. HecmoTps Ha TO, YTO OHU HACTOMBKO Pa3NUUHbI, eMy YAAEeTCA NPUMEHATbL 3T obe
NO3WUMKW TONNAHACKOTO UCKYCCTBA B 061aCTV Aekopa M Au3aiiHa. bonee TOro, OHW COBMECTHO MOATBEPKAJLOT
6/1IM3K0E CO3BYYME B KAKOM-TO YETKO FTAPMOHNYHOM MUHUMANNU3IME U ACHOM NOPALKE.

HecmoTpa Ha AeCTBUTENbHYIO 3aMHTEPECOBAHHOCTb U NpeknoHeHe nepes Mabao MMKkacco, camoit npumedaTebHoM
paboToN Ha BbICTABKe, HaBEPHOE, ABAAETCA GAHTACTMUYECKMI W 3arafiouHblil Tpuntux «Bo3 ceHa» (The Haywain),
MHCNMPUPOBAHHbBIN TBOpYecTBOM MepoHnma bocxa. O6pasbl Hebec, Aga n YncTManLLA, 3aN0AHEHHbIE OTYAABLUMMMCA
UENOBEUECKUMM, KUBOTHBIMU WM AEMOHWYECKUMM CYLLECTBAMM, NPOHWM3AHbI WM300PaXKEHUAMM MHAYUCTCKOTO
6oxecTBa BUWHY BO MHOTUX €70 NoA0buax. XpUcTUaHCKuit bor Toxe npucyTcTByeT — Kak bor-Teopel, uau Xpucroc
Ha Hebecax. OfIHAKO KaKeTca, 4To AbABONBbCKMIA xaoc Bocxa bonee 6amM30K MUpy BULHY, Toraa Kak bor HaxoamuTea
B Hauasie 1 HaBepXy, Ha TPYAHOAOCTYNHbIX Hebecax.

Takum obpaszom, Tanepea MWPO BHOBb NPeACTaBAAET WUCKAUWUTENBHOTO MWUPOBOTO XYAOKHWKA, OTMEUYEHHOro
MHOTMMW Harpagamu B XyOKECTBEHHbIX LEHTPax W 3anax ayKUMOHOB. BbiCcTaBKa NoKasbiBaeT, uto Bond doH
JIeHKeBUL, CYMEN OTCTYNUTb OT OBLUENPUHATBIX MPUBbIYHBIX KAUWE, €My YAan0Ch BbIPBATHCA W3 NPeACTaBNeHWIA
BE3KMIHEHHDBIX TEOPUIA NUHEAPHbBIX U3MEHEHUI PA3BUTMA M HOBbIM B3MIALOM BbIPA3WUTENLHO W OPUTMHANBHO
060raTnTh COBPEMEHHYIO UBOMUCHYHO CleHy. Ero noaxos npeanaraeT HOBble BO3MOMHOCTU He TONbKO B 061acTu
TBOPYECKOTO MCKYCCTBA, HO M MHTEPECHDBI BbI30B GUNOCOGAM 1 TEOPETUKAM UCKYCCTBA.

llemp WmenaH



Etching — Edition 100 | sucha jehla — néklad 100
73 x 56 cm



oil on canvas | olej na platné

oil on canvas | olej na platné

184 x 149 cm

240 x 367 cm









oil on canvas | olej na platné
75 x 68 cm



oil on canvas | olej na platné
75 x 68 cm



SALTIMBANQUES, 2014

oil on canvas | olej na platné
212 x 270 cm
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canvas | olej na platné



vas | olej na platné

230 x 160 cm



DEMOISELLES D’AVIGNON, 2014

oil on canvas | olej na platné
243 x 233 cm

ALL IN THE AFTERNOON, FULL LEISURELY WE GLIDE, 2011

oil on canvas | olej na platné
210x 160 cm
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