


Veronika Drahotova employs artistic means to explore human destiny and existence. The
starting point for her work is her own philosophical method of intuition for which she subse-
quently seeks support in the relevant sources of thought and creativity. The resulting works are
not just paintings or objects, but imprints (document/monument) of exploring movement; an
imprint of asking a question and the process of answering it. The artist has a predilection for sys-
tematic solutions and uses the terms of structure, rules and strategies to express herself. However,
at the same time, her work is guided by a love for life, beauty and people as such (agapé); which is
manifested by the recurring motif of the (burning) heart. In a certain sense, her work becomes the
script of the heart (e.g. Heart Script, 2011). Her desire is to achieve pure and clear human under-
standing. She aims for the ideal of a pure transparency of life; which, seeming however unattaina-
ble, she refuses to accept limits, attacking the bounds of possibility and daring to try the impossi-
ble.

To her, existence is a “known unknown®; a variable in the equation of life, a mysterious “challenge
of the locked chamber.” In her work, she deciphers both the enigma of existence and the ciphers
of transcendence. To reveal the mystery of life, she explores the relation between pure mind and
sensory perception which exposes us to the world (Amor Fati, 2009); she deals with the mental
space conceived as consciousness, unconsciousness and dreaming (They Don’t Know It but They
Are Doing It, 2010); she thematizes the individual consciousness which is defined by co-existence,
misunderstanding and hope (They-I, 2011). She keeps exploring the relation of the intellect, the
senses and matter; which is both lacking something and transcended by something (Theory of
Nothing, 2013). Her exhibition Sugar Choice (2014) was dedicated to the question of freedom and
the conditioned character of choice limited by the senses and the urgency of time. Temporality

as the “horizon of being” was also at the root of her series Until the End of Time, If Such a Thing
Exists (2014).

In her current exhibition, Massive Memory (2015), Veronika Drahotova develops her previously
outlined theory of time. Here it is uncovered on the basis of the relation between consciousness
conceived as memory and consciousness conceived as immediate perception. The artist encou-
rages us to deal with the content-volume-space-movement of memory; the things we remember
and the things we have forgotten; raising the question why un/certain memories become present
under certain conditions.

The formal aspect of her visual expression deserves explanation as well. Since approximately
2010, Veronika Drahotova has been developing a specific “architectonic approach to painting,”
which led to her invention of a unique system of interconnecting, linked paintings, which she
continues to refine. The principle consists in the fact that every time the frames are turned by 90
degrees around their axis, they will “fit into each other.” They visually continue each other, com-
posing a new variant of the painting. Although a fixed installation of the canvases does not allow
us to see these versions (they can only be composed mentally), the painting itself alludes to all of
its combinations; to its own dynamic scheme.

Veronika Drahotova uméleckymi prostfedky provadi priizkum lidského tdélu a existence.
Vychodiskem tvorby je ji vlastni filozoficka metoda intuice, pro kterou az nasledné hleda opory v
relevantnich zdrojich mysleni a tvorby. Vysledna dila tak nejsou jen tim, co je pritomno ve formeé
obrazu nebo objektu. Samotné dilo je otiskem (dokumentem/monumentem) zkoumajiciho pohy-
bu, otiskem kladené otazky a procesu jejiho zodpovidani. Autorka projevuje naklonnost k syste-
maticnosti a vyjadruje se v pojmech struktury, pravidel a strategii. Avsak jeji tvorba je soucasne
vedena laskou k zivotu, ke krase a k lidem jako takovym (agapé), coz se projevuje neustale se
navracejicim motivem (planouciho) srdce. Jeji dilo se v jistém smyslu stava pismem srdce (napfr.
Heart Script, 2011). Jeji touhou je dosahnout mezilidského porozumeéni v jasnosti a zretelnosti.
Miri k idedlu cisté transparence zivota, jez se vsak ukazuje jako nedosazitelna. Odmita akceptovat
tyto limity, Gtoci na samu hranici a odvazné se pokousi o nemozné...

Nastolenou teorii casu rozviji i v aktudlni vystavé Massive Memory (2015). Zde je odkryvana na
vztahu mezi védomim jakozto pameéti a vedomim jakozto bezprostrednim vnimanim. Autorka
tak nabada k tomu, abychom se zabyvali obsahem-objemem-prostorem-pohybem paméti, tim, co
si pamatujeme a tim, co jsme zapomneéli, privadi nas k otazce, proc¢ se ndm za jistych podminek
aktualizuji ne/urcité vzpominky.

Pozornost zasluhuje i samotna formalni stranka jejiho vytvarného vyrazu. Priblizné od roku 2010
rozviji specificky ,architektonicky pristup k obrazu®, ktery ji privedl k invenci unikatniho systé-
mu propojovani/navazovani obrazi, jejz dale precizuje. Princip spociva v tom, ze pokazdé, kdyz
se oto¢i ramy kolem své osy o devadesat stupnt, ,zapadaji do sebe®. Vizualné navazuji a slozi se
v novou variantu obrazu. I kdyz fixni instalace platen neumoznuje tyto verze vidét (Ize si je jen
skladat v predstave), sama malba odkazuje ke vSem svym kombinacim, k vlastnimu dynamickému
schématu.

veronikadrahotova.com



Hyper Flow // 2016

Série“Hyper Flow” navazuje a rozsituje koncept predchoziho projektu Veroniky Drahotové “Space
Dust Leftovers”, ktery se zabyval tématem prostoru, vnitiniho/vnéjsiho a intrepretacnich moz-
nosti zjevného/skrytého. Nas fyzicky svét/prostor je mimo jiné tvoren usazeninami/sedimenty, jez
jsou tvoreny z castic rlizného ptivodu, tyto castice jsou distribuovany pomoci proudéni, které je
ovlivnéno ctyrmi zakladnimi elementy( zemé, ohen, vzduch, voda) a gravitaci.

A sediment gravity flow is one of several types of sediment transport mechanisms, of which most geo-
logists recognize four principal processes. These flows are differentiated by their dominant sediment
support mechanisms, which can be difficult to distinguish as flows can be in transition from one type to
the next as they evolve downslope //WIKI//

Sediments (Pale) #1, (Concrete) #2, (Nude) #3, (Ashes) #4
100 cm x 65cm, wooden construction, concrete clay, pigments



Sediment (Nude) #3
100 cm x 65cm, wooden construction, concrete clay, pigments




Ty

Sediment (Pale) #1 Sediment (Ashes) #4
100 cm x 65cm, wooden construction, concrete clay, pigments 100 cm x 65cm, wooden construction, concrete clay, pigments



Sediment (Concrete) #2
100 cm x 65cm, wooden construction, concrete clay, pigments



Red Mountain Yellow Sea
photographic collage photographic collage



Hyper Flow Sediment Shape I
photographic collage photographic collage



Sediment Shape II Hyper Flow
photographic collage photographic collage



Sedimentsc:flpe I Sedimentscape II
photographic collage photographic collage



Space Dust Leftovers // 2015

Selfscapes: What remains of Veronika Drahotova? What will become of her?

With this selection of new work Veronika Drahotova invites us to join her on a journey, to share in her personal quest
and to embark or reflect upon our own. Inspired by the tension between the ostensible concreteness of outer space
and the abstraction of inner space she explores the boundaries of experience only to find that experience is also a
boundary. The extent to which this boundary both constrains and enables our continued self-fashioning, our beco-
ming as well as our being and belonging, is the puzzle that lies at the heart of these works.

Previously, Drahotova’s work has engaged themes of memory and the persistence of the past in the present. In many
ways these new works do the same, but they do so in a more introspective way; they are perhaps the spatial counter-
parts to the temporalities suggested by her ‘massive memory’ and ‘memplexes’ but they are also personal. They are
selfscapes, the landscapes of her own artistic past, the landscapes that she must metaphorically journey through as
she questions the value and purpose of her work and its various manifestations and as she seeks renewal and fresh
impetus. They are neither the classical landscapes of external, material space, nor the abstract fields of our emotional
inner space, but the borderlands where the two meet and become blurred.

Components of previous works endure but are transformed in this show. Modular architectonic canvasses allow for
various (re-)arrangements, but their palettes have evolved and, in places they show the artist’s (re-)turn to oils. These
material and chromatic snapshots provide evidence of transition or transposition of the past into the present, but
they are also laden with traces of the future of technique and composition in gestation. The voids, the absences in
these works speak of forgetting but also of the possibility of creation.

Playing with the tensions between depth and surface, past enfacements appear as the ostensibly more familiar
terrains of Drahotova’s quest but, like the seeming certainties of the external, material world, this familiarity can be
misleading. Past facades are transformed by her conceptual and psychological journey, they are transposed and re-
-arranged in relation to each other, to the artist and to the audience. Drahotova’s selfscapes suggest that we relate
symbiotically to both our surroundings and our pasts, influencing them as they influence us. Their meanings are not
fixed but fluid as we interpret them from different perspectives and with differing understandings of ourselves and
our place(s) in the world.

Drahotova therefore also asks how we know ourselves and how we know these worlds that we inhabit, as well as how
conscious we are of our own actions in them and how much space for manoeuvre we have. The use of abstraction and
simplification — in order to better understand our complex worlds replete with their plural pasts and potential futures
- resonates in the geometric forms that punctuate and border Drahotova’s work. But meaning shimmers and escapes,
revealing the inadequacy of these imposed classifications, of these fixed destinies. Instead, the quest opens.
Drahotova suggests that we must journey into the darkness, the uncertainty that lies at the heart of many of these
works, but she also offers us the hope of morning, of the creative possibilities that come from sustained self-reflecti-
on if we do not let it paralyse us. This is therefore a heroic journey, but also a quiet one, through her self-scape. It is a
journey to which we can all relate to but which will be particular for each of us as we seek to understand what remains
and what we will become.

Text: Dr Benjamin Tallis, Institute of International Relations, Prague, Editor-in-Chief, New Perspectives

Zbytky vesmirného prachu

Krajiny sebe sama: Co zbylo z Veroniky Drahotové? A co z ni bude?

Vybérem z nové tvorby nas Veronika Drahotova zve na spolecnou cestu, béhem niz se mtZeme pripojit k
jejimu osobnimu hledani ¢i se vydat na cestu vlastni reflexe. Autorka se nechala inspirovat rozporem mezi
zdanlivou konkrétnosti vnéjsiho prostoru a abstrakci prostoru vnitfniho a pfi zkoumani hranic zkusenosti
zjistuje, ze i zkusenost je jakousi hranici. Tato hranice omezuje a zaroven umoznuje nase neustalé sebeu-
tvareni, stavani se tim, kym jsme, nase byti a naleZeni, a pravé to, do jaké miry tak cini, je hadankou, v niz
spociva podstata vystavenych dél.

Ve své predchozi tvorbé se Drahotova zaobirala tématem paméti a prostupovanim minulosti do soucasnosti.
Jeji nova dila ¢ini mnohdy totéz, avsak s vétsi mirou introspekce: jako by byla prostorovymi ekvivalenty dél
zabyvajicich se casem - vzpomernme na ,Massive Memory“ ¢i ,Memplexy“ - zaroven jsou vsak osobni. Jsou to
krajiny sebe sama, krajiny vlastni umeélecké minulosti, krajiny, kterymi musi umélkyné metaforicky putovat,
zkoumat hodnotu a smysl své tvorby a jejich nejriiznéjsich projevii a nachazet obrodu a Cerstvé podnéty.
Nejsou to klasické krajiny vnéjsiho, hmotného prostoru, ale ani abstraktni krajiny emocionalniho prostoru
niterného - jsou to krajiny na pomezi, na rozmlzené hranici mezi dvéma sveéty.

Vystava opét zahrnuje komponenty znamé z drivéjsich dél, avsak v proménéné podobé. Modularni architek-
tonicka platna umoznuji nejraznéjsi (pfe)nastaveni, jejich barevné palety se vsak vyvijely a misty ukazuji
autorcin navrat/obrat k olejim. Tyto materialni a chromatické momentky svédci o prostupovani minulosti
do pritomnosti, nesou vsak rovnéz stopy budoucnosti v podobé nacrtnutych technik a rodici se kompozice.
Tato prazdna, tyto absence v dilech promlouvaji o zapominani, ale rovnéz o mozZnosti tvorby.

Ustupujici stopy minulosti pohravajici si s pnutim mezi hloubkou a povrchem se mohou jevit jako divérné
znamé terény autorcina hledani, jejich povédomost vSak miize byt stejné zavadéjici jako zdanlivé jistoty
vneéjsiho, hmatatelného svéta. Masky minulosti se v priibéhu konceptudlni a psychologické cesty umélkyné
promeénuji, presouvaji se a preusporadavaji se viici sobé navzajem, viici umélkyni i vii¢i divakim. Krajiny
sebe sama Veroniky Drahotové svédci o tom, Ze se symbioticky vztahujeme jak ke svému okoli, tak ke své
minulosti, a ovliviiujeme je podobné, jako ony ovliviiuji nds. Jejich vyznam neni pevné dany, nybrz tekuty,
podle toho, z kterého pohledu je interpretujeme, jak rozumime sami sobé a svému mistu ve svéteé.
Drahotova se tedy rovneéz ptd, jak dobre znidme sami sebe a jak dobfe zname svéty, které obyvame, a zaroven,
jak moc jsme si védomi svého jednani v nich a kolik manévrovaciho prostoru nam zbyva. Prace s abstrakci a
zjednodusenim - abychom lépe porozuméli svym slozitym svétam s jejich zmnozZenymi minulostmi a moz-
nymi budoucnostmi - rezonuje v geometrickych tvarech, které dila Veroniky Drahotové prostupuji. Samot-
ny vyznam se v$ak jen zaleskne a zmizi, odkryvaje tak nedostatecnost vnucenych klasifikaci, pevné danych
osudu. Misto toho zacina hledani.

Drahotova naznacuje, Ze se musime vnorit do temnoty, do nejistoty, ktera tkvi v samém jadru mnoha je-
jich dél, zaroven nam vsak nabizi i nadéji, Ze prijde rano, a s nim i tvlir¢i moznosti, které plynou z neustalé
sebereflexe, pokud se ji nenechame paralyzovat. Jeji cesta je hrdinska a pfitom ticha, pozorujici krajinu sebe
sama. Je to cesta, ke které se mizeme vztahnout vsichni, pro kazdého z nas vsak bude jina, protoze se jejim
prostrednictvim pokusime porozumét, co z nas zbylo a co z nas bude.
Autor textu: Dr. Benjamin Tallis, Ustav mezinarodnich vztaht v Praze, $éfredaktor ¢asopisu New Perspectives



Outer Space

Vnéjsi prostor

135cm x 130cm, acrylic and oil painting on canvas
2 x 135cm x 130cm, akryl a olej na platneé

No Trace

Beze stopy

135cm x 130cm, acrylic and oil painting on canvas
135cm x 130cm, akryl a olej na platné



Space Dust Leftovers A

Zbytky hvézdného prachu

2 x 135cm x 130cm, acrylic and oil painting on canvas
2 x 135cm x 130cm, akryl a olej na platné



Space Dust Leftovers B

Zbytky hvézdného prachu

2 x 135cm x 130cm, acrylic and oil painting on canvas
2 x 135cm x 130cm, akryl a olej na platné
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Space Dust Leftovers C

Zbytky hvézdného prachu

2 x 135cm x 130cm, acrylic and oil painting on canvas
2 x 135cm x 130cm, akryl a olej na platné



Space Dust Leftovers D

Zbytky hvézdného prachu

2 x 135cm x 130cm, acrylic and oil painting on canvas
2 x 135cm x 130cm, akryl a olej na platné



Inner Space No Trace study

Vnitrni prostor Beze stopy studie

135cm x 130cm, acrylic and oil painting on canvas mixed formats, acrylic and oil painting on canvas
2 x 135cm x 130cm, akryl a olej na platné rtizné formaty, akryl a olej na platneé



Walls Around Borders

Zdi kolem hranic
3 painting to form one, 50cm x 60cm each, 50cm x 180cm together, oil on canvas
3 obrazy tvorici jeden, 50cm x 60cm kazdy, 50cm x 180cm dohromady, olej na platné




Past Option/
Future Option
// 2015

Ve své prvni grafické sérii “Moznost minulosti/MozZnost budoucnosti”, navazuji na osobni
a dlouhodobé téma “volba”. To jsem mimojiné zpracovavala také v projektu “Sugar Choice
2012”.

V novém experimentalnim triptychu se zabyvam volbou z trochu jiného thlu, ve vzta-

hu k casu, tedy minulosti a z toho vyplyvajici budoucnosti. Kazda nase soucasna volba
ovlivnuje nasi budoucnost. Ale je podminéna nasi minulosti a déje se aktualné v case
pritomném. Volba souvisi s Casem a to, jak zvolime, je také ovlivnéno fazi zivota, v které
se nachazime.

Premyslela jsem, co ovliviiuje nase volby a dostala jsem se k elementarni podstaté intuice,
mysleni a casu. Tyto v sobé déle obsahuji veskeré spolusouvisejici oblasti, jako jsou emo-
ce a pudy, zejména strach, laska, hnév.

Formalné jsem tak zpracovala motivy zastupujici ¢i symbolizujici intuici, mysSleni, Cas.
Srdce jako lidsky organ znazornujici pocity — emoce, kterymi se symbolicky ridi a mo-

zek pro mysleni, nebot se také rozhodujeme raciondlné. Oba dva motivy jsem propojila,
protoze jedno ovlivnuje druhé. Jako symbol ¢asu jsem zvolila horu, ktera svym geologicky
“véfnym” trvanim vytvari kontrast k nasemu kratkému Casu biologickému.

Vse je zobrazeno na trech listech, které kresebné propojuji reky (voda jako symbol emoci).
Reky jsou jak kofeny odkazujici k podstaté, tak i zaroven Zily. Metaforicky fe¢eno, kofeny
jsou zily rostlin, feky jsou zily zemé a zily jsou reky naseho téla

Tri grafické listy funguji sami o sobé. Zaroven jsou ale soucasti triptychu, ktery je mozno
Cist v celku. Triptych ma navic tfi varianty, mame u néj moznost volby, jak listy dohroma-
dy poskladat. Tudiz si mtzeme zvolit, jak pribéh vypravét nebo cist.

Varianty skladani listl jsou zalozeny na cyklickém principu, kdy ten prvni mazete pre-
sunout na konec rady a pak znova a znova (...A-B-C.....B-C-A.....C-A-B...). Triptych tak
dostava dalsi rozmeér opakovani a navratu — vécného kolobéhu casu, zivota.



Past Option
thre pieces, mixed technique, versatile inclusion
graficka série, tfi listy, fazeni lze libovolné ménit



Future Option
thre pieces, mixed technique, versatile inclusion
graficka série, tfi listy, fazeni lze libovolné ménit



Massive Memory // 2015

MASSIVE MEMORY ; what space is opened and what questions are asked by the paintings and ob-
jects herein? Memory is hardly a simple thing. Memory is a theme that opens up many questions
that undoubtedly deserve intuitive exploration and its artistic expression.

I. La durée: Multiplicity of Duration within the Whole of Time

Human time is biological time; it is infinitely small when compared to geological time; the long
time of the duration of mountains that almost seem eternal. However, even during a relatively
short life, one can discover an immense mass of memories; the geological layers of one’s own
memory; the sediments and crystals of memories whose reflections often unexpectedly invade the
present consciousness, flooding it with images and feelings... However, the multiplicity of durati-
on can only take place within a single Time.

II. La euchronicité: the Past Is Always Present

When entering memory, we always dive into the past. However, what is happening at that mo-
ment? Are we pulled out from the present? Does remembering substitute immediate perception?
Not at all! The past is part of the present. What is more, the past is more real than the present.
The past is a present which has passed. While the present acts and keeps escaping, the past re-
mains. The past is concurrent with the present. In a certain sense, the past is even ahead of the
present. It is only thanks to the past that we are able to perceive the present. A person without a
past lacks the reality of existence. Without memories, we would not know who we are and what is
happening around us. Everything is simultaneous, everything is now...

II1. La spatialité: Compression and Spaciousness

The past is a dimension of space. The whole of the past is compressed and spacious at the same
time. The artist deliberately decompresses this space to reveal its massiveness. Dominant memo-
ries are the key points. They are the peaks, levels and layers that organize the whole space of the
past. Following a memory means moving vertically between the individual levels, estimating one’s
position with respect to the dominants, looking for one’s way. However, the immobility of the past
is only imaginary; a memory can be within reach but can also be missed. The way towards it can
be blocked, it can be compressed in narrow passes, hidden in the folds, buried by another mass of
the past. It can turn out as being too remote or scattered on vast plains.

IV. Le dynamisme: Memory as Movement and Movement through Memory

If memory is a space, then there must be movement in it; it is dynamic. Memory creates a mass of
memories some of which may become present in consciousness. It contains a “dynamic scheme”
that can be grasped in the form of a massive mountain, a pyramid or a cone. Each memory requi-
res movement from its quiet repose in unconsciousness towards becoming present. What happens
here is a shift from virtuality to actuality; the past is pulled into the present. Remembering con-
stitutes consciousness as such...

Remembering also requires external movement, as it follows after a certain challenge correspon-
ding to the needs of the present situation. The memory must be positioned so as to fit the pre-
sence or the context of other remembered images: “memories that are becoming present are in

a state of mutual penetration; they are developed into distinct, mutually external images corre-
sponding to the individual memories...”.

V. La conclusion visuelle: Representation of the Space of Memory

Several new wholes, with their own consistent plans, can be set up in this way. As a result, the
painting on the canvas escapes its frame and enters another painting. Two canvases can form four
different variants; four wholes with a different meaning, focus and energy. Once arranged in a cer-
tain way, the three remaining variants of the painting represent virtualities of the current setup.
The artist has consciously gone through all of these singular variants while making the object.
This principle is a perfect illustration of the fact that the past states that were once an actuality
and are now a virtuality can be recalled. They are modular paintings containing the principle of
rotation. They can offer the most effective constellation with respect to the situation. The pain-
tings of Veronika Drahotova are images of the co-existence of the present and the past, alluding
to the multiplicity of duration within a single whole of Time.*

* The author of the text would like to thank M. Proust, H. Bergson and G. Deleuze as well as the
artist.

Text by: PhDr. Michal Tosner, Ph.D.



Our Secret Priorities

Nase tajna uprednostnéni

2 obrazy tvorici jeden, 90cm x 140cm, 160cm x 136cm,
kombinovana technika, akryl na platneé

2 painting forming one, 90cm x 140cm, 160cm x 136cm,



Form of Infinity

Forma nekonecna

2 obrazy tvorici jeden, 100cm x 90cm a 100cm x 120cm, kombinovana technika
2 obrazy tvorici jeden, 100cm x 90cm a 100cm x 120cm, mixed technique



Massive Memory A
2x 136cm x 120cm, kombinovana technika, akryl na platné
2x 136cm x 120cm, mixed technique, acryllic on canvas



Massive Memory B
2x 136cm x 120cm, kombinovand technika, akryl na platné
2x 136cm x 120cm, mixed technique, acryllic on canvas



Massive Memory C
2x 136cm x 120cm, kombinovana technika, akryl na platné
2x 136cm x 120cm, mixed technique, acryllic on canvas




Massive Memory D
2x 136cm x 120cm, kombinovana technika, akryl na platné
2x 136cm x 120cm, mixed technique, acryllic on canvas




Past the Future

Pres minulost

3 obrazy tvorici jeden, 2 x 30cm x 30cm, 1x 24cm x 18cm,
kombinovana technika, akryl na platné

3 paintings to form one, 2 X 30cm x 30cm, 1x 24cm x 18cm,
mixed technique, acrylic on canvas



Almost Always
Témer porad
two painting to form one, 50cm x 60cm each, acryllic on canvas
2 obrazy tvorici jeden, 50cm x 60cm kazdy, akryl na platné



Memow 9r-1d v Memory Grid III
Sito pameti , ‘.
. Sito pameti
50cm x 60cm each, acryllic on canvas .
50cm x 60cm kazdv. akevl na platné 50cm x 60cm each, acryllic on canvas
Y, atylhap 50cm x 60cm kazdy, akryl na platné




Type of Balance

Druh rovnovdhy Memory S}r.id I
50cm x 60cm each, acryllic on canvas Sito pameti .
50cm x 60cm kazdy, akryl na platné 50cm x 60cm each, acryllic on canvas

50cm x 60cm kazdy, akryl na platné



Memory Grid II

. ‘.. The State of Things

Sito pameti St v .

50cm x 60cm each, acryllic on canvas s Oav Vecéo h i

50cm x 60cm kazdy, akryl na platné ¢ x ocn €ach, actylic on canvas

50cm x 60cm kazdy, akryl na platné



Until the End of The principle of time is eternity; time and eternity are co-existing.
Time....If Such Az do konce svéta,.....jestli néco takového existuje. Principem Casu je vécnost,
a Thing Exists // Cas a vécnost navzajem koexistuji.

2014



Until the End of Time
AZ do konce svéta

140cm x 60cm, structural paste, acryllic on canvas, 2013
140cm x 60cm, strukturovaci pasta, akryl na platné




Horizon of Being I

Horizon of Being II
150cm x 170cm, structural paste, acryllic on canvas 150cm x 170cm, structural paste, acryllic on canvas
Horizont byti I Horizont byti I
150cm x 170cm, strukturovaci pasta, akryl na platné

150cm x 170cm, strukturovaci pasta, akryl na platné



Moment of Eternity I
Okamzk vécnosti I
50cm x 60cm each, acryllic on canvas
50cm x 60cm kazdy, akryl na platné




Moment of Eternity I

Okamzk vécnosti I

50cm x 60cm each, acryllic on canvas
50cm x 60cm kazdy, akryl na platné




