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foreword

Watercolor technique (from the Latin
“aqua” — water) goes back many centu-
ries. Water-soluble paints were used in
China in the second century BC, following
the invention of paper there. Opaque
watercolor painting was known in ancient
Egypt and other parts of the world, as
well as in medieval Asia. Pure watercolor
became widely used in Europe at the beginning of the fifteenth cen-
tury, and many of the leading masters of the Renaissance appreciated
its main properties, such as the transparency of colors, which shine
through the tone and texture of the base color purity. Of the major
artists of the era, a significant mark in watercolors was left by Albrecht
Durer, whose “Hare” in 1502 became a textbook sample; then tribute
was paid to this technique by Anthony van Dyck, Claude Lorrain, and
Giovanni Castiglione. But watercolor was fully established in Europe
about the end of the seventeenth to the beginning of the eighteenth
century. In the last century, it has already become extremely popular
among artists, both amateur and professional. One of the first water-
colorists valued by English painters was a landscape painter by the
name of William Turner, whose efforts turned watercolor into perhaps
the most important kind of English painting. In 1804, the UK Society of
Watercolorists was founded. The role of English watercolors in visual
arts was assigned through the writings of John Ruskin, and Turner
was declared the biggest artist of his time.
In the wake of the general Anglomania, there began to emerge
landscaped parks in English style that represented carefully designed
scenic and picturesque landscapes. Owners of such parks often
ordered from artists topographical views of their possessions in wa-
tercolor. Here was the most convenient, because it was ideal for field
sketches and for work in the open air. It was also taken into service
by numerous masters, traveling in the eastern lands and seeking to
capture colorful views of the Holy Land or Egypt, with the inherent
features of these places being lighting and atmosphere. Watercolor
painting technique allowed the artist to paint and shade subtley even
objects on topographic maps, and participants of scientific and military
expeditions used it to create illustrations and drawings of historical
expeditions.
In addition to the increased popularity of watercolor in the second half
of the eighteenth century, spread the fashion for making miniatures,
usually on ivory, a genre that in addition to professional portrait-
ists, many amateur artists also successfully began to explore. In the
fourteenth century it was common to have a miniature image of one’s
object of adoration, so the aristocrats and the bourgeoisie in Europe
were carrying such images, executed in watercolor. Exceptionally
smooth transitions made this technique ideal for miniatures, allowing
one to create a gentle, luminous image of the model with flawless
white skin. In Russia, prominent miniaturists became primarily Euro-
pean artists — A. H. Ritt, A. Molinari, P. E. Rockstuhl, V. F. Gebgardt,
D. Bossi, etc.
Among Russian masters, such prominent portraitists who created the
concept of the national watercolor miniatures, such as P. F. Sokolov,
M. Zatsepin, V. |. Hau, and P. O. Rossi, deserve mention.
Watercolor in Russia of the fourteenth century was a favorite tech-
nique for leading painters (K. P. Briullov, A. A. Ivanov, O. A. Kiprens-
kiy, P. A. Fedotov, A. G. Venetsianov, |. N. Kramskoy, V. I. Surikov,
I. E. Repin, M. A. Vrubel), sculptors (F. P. Tolstoy) and architects
(J. Thomas de Thomon, A. N. Voronikhin, A. P. Briullov, L. N. Benois).
The Decembrist N. A. Bestuzhev, whose watercolor portraits hold
much significant iconographic and artistic importance, left the entire
gallery of images to his acquaintances and friends. It's impossible to
think of Russian art of the nineteenth century without the genre and
scenic watercolors of K. |. Coleman, G. G. Gagarin, V. |. Sternberg
whose paintings have become a documentation and also a criti-
cal reflection of Tsar Nicholas’ times. Greatly interesting are interior
watercolors by K. A. Ukhtomskiy, E. I. Hau, L. O. Premazzi. In 1850—
1860’s these artists had created a series of sketches of halls of the
New Hermitage, utilizing impeccable techniques and skills.

K. COMOB. ApneknH 1 gama.
K. SOMOV. Harlequine and a Dame. 62,2x47,5 cm. 1912

In 1880 in St. Petersburg, The Society of Russian Watercolors was
founded on the initiative of artist and teacher E. S. Villiers de I'lsle-
Adam. The first chairman of the Company was the academic Albert
Benoit, hereinafter, the society was headed by A. Egornov,

S. F. Alexandrovsky. The last chairman of the revolutionary period was
R. A. Bergholz.

Over the years, the Company’s members, namely A. K. Beggrov,

A. P. Bogolyubov, F. F. Buchholz, E. O. Wiesel, M. P. Klodt, L. F. Lago-
rio, K. E. Makovsky, L. O. Premazzi, A. P. Sokolov and

A. O. Charlemagne, have become well-known masters of watercolor.
At various times the society has consisted of about a hundred people.
In 1918, after the closing of the last thirty-eighth Exhibition, the Society
was forced to ceased its activities. Members of the organization were
disbanded, and the funds belonging to it were annulled.

However, in the Soviet era, watercolor painting continued to be one of
the most important types of art. Artists such as A. P. Miasoyedov,

P. P. Konchalovsky, A. A. Dejneka, V. V. Lebedev, N. A. Stipa,

A. V. Fonvisin and many others continued the best traditions of the
Russian school of watercolor, giving new development to this tech-
nique.

In 1997 in St. Petersburg, the watercolorists Society of St. Petersburg
was registered due to the initiative of N. V. Dyakova, its first chairman
A.G. Ruskin. Since 2002, the Society has been headed by Y. D. Shew-
chyk. The Society currently employs more than eighty active members,
among which such watercolorists as N. V. Dyakova, E.S. Bazanova,

L. V. Kondurova, K. S. Kuzema, E. A. Kuznetsova, O. Oranges,

V. V. Proshkin, N. S. Rachmaninoff, V. G. Starov, A. Y. Talaschuk,
Jiang Shilong, etc. The book, created by one of the active participants
of the revived Society of watercolorists, Konstantin Sterkhov, intro-
duces to professional artists, art historians, and all those interested in
contemporary watercolor, its best representatives. This work can be an
important stepping stone to understanding and mastering this fascinat-
ing art form.

Alexander Soloviev,

senior researcher of The Hermitage,
the curator of the Fund of Russian drawings and watercolours
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IPEINCIOBUE

Texuuka akBapesu (OT JIAT. aqua— BOJA)
HACYUTBIBAET YK€ MHOT'O CTOJICTHUIA.
BogopacTsopumble Kpacky HaYaIH
ucioab3osarhb eme B Kurae so II Beke 1o H.
3., Hocsie nzobperenus 6ymaru. JKnusonuce
HEIPO3PAYHOI aKBaPEJIbIO ObLIA U3BECTHA
B /Ipesnem Erunre, anTuanom mupe,
cpeaHeBexoBoit Asun. Yucras akBapenb
CTaIa MIPOKO NIPUMEHAThCsA B EBporie B Hawane XV B., 1 MHOTHE
Beymue Macrepa Peneccanca rieHnmM ee miaBHbIe CBOMCTBA!
[IPO3PAYHOCTH KPACOK, CKBO3b KOTOPbIE IIPOCBEUNBAIOT TOH U
¢axTypa OCHOBBI, UNCTOTY IBeTa. 13 OCHOBHBIX XyI0)KHUKOB TOM
SIOXM 3HAUNTEIBHBIN e/l B akBapesn octasui Ansopext /lopep,
qeit “3asn” 1502 r. cras XpecToMaTHITHOI paboTOIl; 3aTeM STOM
TEeXHUKe oTAanu Janb AHToHUC BaH [leiik, Kinox Jloppen, xxoBannn
Kacrmisone. Ho B mosHoi Mepe akBapesib yrBepaniach B EBpore
sumb B KoHIe XVII — mavane XVIII 8. B ciexyomenm cronetnn
OHa CTaJIa YKe YPE3BBIYANHO ITOIYISPHON KaK Y XyTO0KHUKOB-
pogeCCUOHATIOB, TaK U Y MHOTOUNCJIEHHBIX JTloouTeeid. OxHumMu n3
IIEPBBIX €€ OLEHIIN AHIIMICKHE KUBOIUCIIBI, HAIIPUMEP, MEeH3KUCT
Vibam Teprep, ycminsMu KOTOPOro akBapesib IPEBPATHIIACD B
eJiBa JIM He BAKHEMIUN BUJL aHIIUICKON sxuBonucu. B 1804 r. 66110
ocHoBa"o O61ecTBO akBapeancToB Besmkoopuranun. Posb akBapenn
B AHIMHCKOM U306 pa3uTEeIbHOM UCKYCCTBE ObLIA 3aKpeIIeHa
counHeHusamu xxona Péckuna, o6basusmero Tepaepa KpynmHeHAmmmM
XYZJOXKHUKOM CBOETO BPEMEHHU.

Ha BosiHe Bceobmieit aHIOMaHUM CTATM BOSHUKATD JIaHAMa(THBIC
MAPKH «B aHIIMICKOM CTHJIE», IPEJCTABJISABIINE COOOM TIATEIBHO
IIPO/lyMaHHbIC KOMITO3UIINH KUBOITICHBIX Neti3axkeit. Brageabiibr
TAKUX MAPKOB YaCTO 3aKa3bIBAIN Xy/[0KHIKAM TOTIOrpauIecKue
BH/IbI CBOUX BJIQJICHUM, U 3/[eCh aKBapeJib OblIa Hambosree yooHa,
ITOCKOJIbKY OHA M/ICAJIbHO MOJIXO/IUT I HATYPHBIX 3CKU30B, /IS
paboTnl Ha rIeHape. B3 ee Ha BOOpy:KEHME M MHOTOYNCICHHbBIC
MacTepa, MyTEMeCTBOBABIIIE B BOCTOYHbIC 3€MJIM U CTPEMUBIINACCSA
3areyamieTsb mectTpolie Buabl CBATOl 3emun nau Erunra, ¢ npucymumm
3THUM MECTaM OCOOEHHOCTAMM OCBEMEeHNA 1 aTMocdephl. Texanka
AKBAPEJIbHOM JKUBOIMCH ITO3BOJIANA Xy[OKHUKAM PAaCKPAIIIBaTh 1
PaCTyIeBLIBATH TOHYAIIIE OOBEKTHI JAXKe Ha TOMOrPapuIecKux
KapTax, ¥ y9aCTHUKN HAYIHBIX ¥ BOCHHBIX 9KCIEUINN ICTIOTb30BATI
ee JUIA CO3/[aHus WILUTIOCTPAIII 1 3aPHUCOBOK.

Kpowme Toro, nonyrapHoCTb akBapeu BO3POCia U B CBA3N
¢ pacripoctpanuBieiics Bo 2-it nonosune XVIIIBs. moae
Ha TIOPTPETHYIO MUHUATIOPY, KaK IIPABUJIO, HA CIOHOBOM
KOCTH — 3KaHpP, KOTOPBI, HOMHMO MPODECCHOHATBHBIX
MIOPTPETUCTOB, C YCIIEXOM HAYaIM OCBAUBATh
MHOTOYHCJICHHbIE XyTOKHUKH-TIOGUTEIIH.

B XIX B. 6bU10 IPUHATO UMETh MUHHATIOPHBII 06pa3
IIpeiMeTa CBOETO O6OKAHUSA, TIO3TOMY APUCTOKPATHI 1
Gypaxya B EBporie Hocum ¢ co60ii Takue M306paskeHus,
BBITIOJTHEHHBIE aKBapebio. McxmnounTerbHas MIaBHOCTD
TIEPEXOJIOB CJiejIaa 3Ty TEXHUKY UCaTbHOMU I MUHHATIOP,
TIO3BOJISAS CO3/IaBATDh HEIKHOE, CJIOBHO CBETSAIICCC
M300paKEHNE MOJIEIN C 6e3yIIPEedHO GeI0i KOXKe.

B Poccun BBIQIOIIMIICA MITHUATIOPHCTAME CTaJIH,

B IIEPBYIO OYepe/ib, eBponeiickue Xy1oKHukn — A. X. PuTT,
A. Moymunapu, I1. 9. Poxmrryns, B. @. Ie6rapar, /1. boccn n
ap. Cpen pycCKUX MacTepOB 3ac/TyKMBAIOT YIIOMIHAHIA
TaKue BbIIalomuecsd mopTpeTuctsl, kak [1. ®. Coxonos,

K. COMOB. Cnswas monogas »XeHLuHa.
K. SOMOV. Sleeping Young Woman.
29,5x40,7 cm. 1909

M. Banenun, B. M. Tay, IT. O. Poccu, cospasimue nonarue
OTE4YEeCTBEHHOMN aKBapeJIbHOM MUHUATIOPDI.

Axsapesnb B Poccun XIX B. 6bL1a M3/TI00IEHHON TEXHUKOM 1 BEYIINX
sxusonucnes (K. IT. Bprosnos, A. A. Msanos, O. A. Kunpen-ckuit,

I1. A. ®enoros, A. I. Benermanos, M. H. Kpamckoii,

B. 1. Cypuxos, U. E. Perinn, M. A. Bpy6eun), 1 CKyJIbITOPOB

(®. IT. Toxcroit), n apxurexkropos (JK. Toma ne Tomon,

A. H. Boponuxun, A. I1. Bprosnos, JI. H. Benya). Bosabimoe
MKOHOTpa(U4eCcKOe U XyJI0)KECTBEHHOE 3HAYCHIE NMEIOT aKBapeJIbHbIE
noprpeTsl paboThl gekabpucta H. A. becry:xesa, ocTaBUBIIErO LIEYIO
rajepero n300paskeHnii CBOUX COPATHUKOB U Jipy3eit. Hembricmmo
IIPE/ICTABUTD OTEYECTBEHHOE UCKyccTBO XIX B. 6€3 OBITOBBIX 1
BujoBbix akBapeseit K. 1. Koibmana, I I Tarapuna,

B. W. IllTepu6epra — MacTePOB, YbK IPOU3BEAEHUS CTAIH CBOETO
poJa JOKyMEHTAIbHBIM (U IIOPOM KPUTUYECKUM) OTPAXKEHUEM
HUKOJIA€BCKOM 2110XU. Bo/IbIIO# nHTepec npeacTasisioT u
MHTEpbepHbIe akBapesu, co3gannbie KA. Yxromckum, 9. U. Tay,

JI. O. Ilpemaryu. B 1850-1860-x rr. 5TH Xy/[0KHUKN CO3/aJIN

cepuIo 3apucoBOK 3a10B HoBoro dpmuraska, OTIMYAIONIYIOCS
6e3yKOPU3HEHHOI TEXHUKOI U MAaCTEPCTBOM.

B 1880 r. B Cankt-ITeTep6ypre 110 MHUIIMATHBE XyOXKHUKA U I1eJ[arora
3. C. Buibe sie JInnp-Asana 66010 ocHOBaHO OGIIECTBO PyCCKUX
akBapeauctos. IlepsbiM npescearenseM OOIecTsBa CTax aKaJeMUK
Anp6epr Benya, B nanbHelineM o61eCTBO BO3MIABIIIN

A. C. Eropnos u C. ®. AjleKcaHAPOBCKUIA, IIOCIECHUM IIPE/iCeAaTeIeM
B JIOPEBOJIIONMOHHBIN nepuoj 6611 P. A. Beprroubii. 3a rojer
cymectBoBanust OGIecTBa ero AefCTBUTEIbHBIMU WICHAMH SIBJISUINCH
TaKMe n3BeCcTHbIE MacTepa akBapesn, kak A. K. Berrpos,

A.TI. Boromo6os, ®. ®. byxrousy, 3. O. Busens, M. I1. Kinoxr,

JI. @. Jlaropuo, K. E. Makosckuit, JI. O. IIpemarim, A. IT. Coxonos,
A. O. Ilapaemann. Becero B pasHoe BpeMsl B COCTAaB OOIIECTBA BXOANIIO
okoJIo cTa yesnosek. B 1918 ., mocie 3akpbITHs MoCIeHEH TPUALATD
BOCBHMOI1 BbICTaBKM, OGIIECTBO BBIHYXICHHO IIPEKPATHIO CBOIO
JIEATENBHOCTD: YWIEHbI OPraHNU3aIun ObLIN paciymensbl, CpeicTsa,
NIpUHAJUIEKABIIIE €il, AHHYTMPOBAHDI.




foreword

Perhaps more than any other visual
medium, watercolor has been bound
by tradition, institutions, and its
perceived limitations. As recently
as fifty years ago, a person under-
taking watercolor had the weight of
the medium’s history on his or her
brush, unassuaged by the liberating developments such as
occurred in oil painting, decades prior. Watercolorists were
long-burdened by notions of what their medium should be,
rather than emboldened by what it could be.

Eventually, watercolor caught up with the modern art revolution,
and creativity exploded. While the medium is still deeply rooted
in, and to a degree encumbered by, its customs and percep-
tions, there has been a significant influx of ideas, techniques,
and materials that have broadened its scope and critical ac-
ceptance. Indeed, a number of contemporary watercolor artists
have expanded the repertoire to include subject matter and
methods well outside of the conventional realm, sometimes on
a scale previously reserved for canvases. While change and in-
novation often induce resistance among traditionalists and pur-
ists, the advancement of the medium depends upon trailblazers
in order to survive and remain relevant.

This book, the second in a series, high-
lights the work of a number of artists
committed to expressing a personal vision,
while taking watercolor to places seldom
seen. They respect what has come before
without repeating it, and set an example
for others aspiring to master a notoriously
difficult and elusive medium.

| doubtless speak for all of the artists in
my heartfelt thanks to Konstantin Sterkhov
and the publisher, for providing an inside
look at our backgrounds, thought process-
es, opinions, and creations — a celebra-
tion of the magic we call watercolor.

Nicholas Simmons,

numerous prestigeous awards winner,
juror of International juried exhibition,
well-known art instructor

www.nicholassimmons.com




OHAKO U B COBETCKYIO SIIOXY AKBAPEILHAS JKUBOIINCH IIPOJOIKATIA
GBITH OJHUM U3 BAKHEHIINX BUJIOB H300Pa3UTEILHOIO UCKYCCTRA.
Takue macrepa, kak A. IT. Ocrpoymosa-Jlebenena, I1. IT1. Konuanos-
ckmii, A. A. Jleitnexa, B. B. Jle6enes, H. A. Toipca, A. B. ®onsusun
U MHOTHE JPYrHe MPOOJLKIUIM JIyqIIue TPAJUIUN PYCCKOM MIKOJIBI
AKBapeJIH, JaB HOBOE Pa3BUTHE 3TON TEXHUKE.

B 1997 r. B Cankr-ITerepbypre 65110 3aperncTpuposano O6iecTBo
akBapenuctos Cankr-Ilerep6ypra o nnnnuaruse H. B. lbskosoii,
€ro IIEePBOro IpeceaaTe s, 1 3aCayKEHHOTO JAeATEIs UCKYCCTR

A. T. Packuna. C 2002 r. O6mectBo Bosmiasui 0. /1. [lleBuuk.

B nacrosimee Bpemst OG1iecTBO HACYUTHIBAET GOJIEe BOCBMUAECITH
JIeHICTBUTEIbHBIX WICHOB, CPEAN KOTOPBIX TAKKE aKBAPEINCTBI, KAK
H. B. /Ipsixosa, E. C. basanosa, JI. B. Konxyposa, K. C. Kysewma,

E. A. Kysuenosa, O. 1. [Tomepannes, B. B. ITpomkun,

H. C. Paxmanuna, B. I Crapos, A. 0. Tanamyx, Lzaa Hlwryss u gp.
Knura, co3janHas OfHIM U3 AKTHBHBIX YYaCTHUKOB BO3POXK/ICHHOTO
O6mmecrsa akBapesmctos Koncrantuaom CTepXoBbIM, 3HAKOMUT
KaK IPO(pECCHOHAIBHBIX XyTOKHUKOB U HCKYCCTBOBEOB, TAK I
BCEX HHTEPECYIOMUXCS COBPEMEHHOM aKBAPEJIBIO C €€ JIyIITIMU
IpeACTaBUTEIAMI. DTa PAGOTA MOKET CTATh BAKHOM CTYIIEHBKOM
HAa IIyTU K IIOHUMAHUIO 1 OCBOEHUIO 3TOTO IIEHUTEILHOTO 1
3aBOPAKUBAIONIETO BI/IA NCKYCCTBA.

Anexcanyp ConoBbes,
CcTapIuii Hay9HbIN coTpyaHuk loc. OpMmuTaxa,
XpaHuTenb (PoHA PYCCKOTO PUCYHKA M aKBAPEIU

K. KYBEMA. bapcenora. Carpaga ®amunusi.
K. KUZEMA. Barcelona. Sagrada Familia.
76x56 cm. 2013

IMosxaunyii, 6osee, yem o6as apyras
BHU3YyaJIbHAs CPEA, aKBApEJIb OblIa
CBA3AHA C TPAJUIUAMU, OOyIEHHEM 1
UX [PEJII0JIAraeMbIMU OIPAaHUYEHUSAMHU.
U cetiuac, u IsITHIECSIT JIET HA3a/]
XyJIO’KHUKH, BBIOUPAIOIIHE AKBAPEJID,
IIPOJOJIKAIOT CJIEJOBATH €€ TPaJULIHAM,
n3beras KapAMHAIbHBIX IIEPEMEH, IIPOU3OIIEANINX, HAIIPUMED,
B MACJSIHOM JKMBOIIMCU HECKOJIBKO JIECATUIETUN Ha3al.
CJIMIIKOM JIOJITO aKBAPEJIUCTDI 3a00TUIMCD O TOM, KaKOH
aKBapeJsIbHAs JKUBOINCH JOJKHA ObITh, BMECTO TOTO, YTOODBI
HU3y4aTh €€ BO3MOKHOCTU.

B KoHIle KOHIIOB, aKBapeJIb IOTHAIA PEBOJIIOIUIO B
COBPEMEHHOM MCKYCCTBE, U IIPOM30UIE] TBOPUYECKUI B3PbIB.
B To Bpems kak TexHuKa Bce eme AePKUTCA KOPHAMU 1
obpeMeHeHa CBOUMH YCIOBHOCTAMU U IIPEPACCYAKaMU,
MMEETCS 3HAYUTEIbHOE BAUAHUE UAEH, TEXHUYECKUX
IIPUEMOB U MATEPHUAJIOB, KOTOPLIE PACHIMPUJIM €€ BUJEHUE
U KpUTHUYECKOe BocrpuaTHe. JleficTBUTENIbHO, 60bII0e
KOJIMYECTBO COBPEMEHHDIX XY/[OKHUKOB aKBAPEJIUCTOB
pacmMpuIM psj TEM, BKIIOYas TEMbI U IIPUEMbI, UAyLIIE
JIJIEKO 32 TIPEJIEIbI IPUHSTHIX B AKBAPEJIU HOPM, paHee
3aKPEIUIEHHDBIE 32 JKUBOIMCHIO Ha XoJscTe. B To Bpems kak
M3MEHEHMSI 1 UHHOBAIUHU BbI3bIBAIOT COIPOTUBIECHUE

y HOGOPHUKOB YHCTOTBI U TPAJUIINIA, YTOODI BBDKUTD 1
OCTATbCs AKTYaJIbHDBIM, IIPOABMIKEHIE TEXHUKU 3aBUCUT OT
IIEPBOIPOXOALIEB.

Arta KHUTI'a, BTOPasi B CEpHUU, OCBEHACT paGOTI)I XYAOKHUKOB,
PCIIMBIIMX CJICJOBATb CBOMM IIYyTEM, BO3HECA AKBapEJIb HA

BEpIINHY, HCBUAHHYIO paHece. Onu YBAKAIOT OIBIT IPOIIBIX
HOKOJICHI/II‘/JI, HO HE IbITAIOTCA IIOBTOPUTD €TI0, IIOJaBast
OpUMEP TEM, KTO CTPEMUTCSI OCBOUTD KpaﬁHe CJIOKHYIO 1
HCYJTOBUMYIO TCXHUKY.

51 BBICKA3BIBAIO OT MMEHH BCEX XYAOKHUKOB HECOMHEHHYIO
cepzeunyio 6;1arogapaoctb Koncrantuny Crepxosy u
U3/1aTEIbCTBY 3a IPEIOCTABIEHUE BO3MOXKHOCTHU YBUACTD
M3HYTPU HAIIN UCTOKH, MBICTUTEIbHBIE IIPOIECChl, MHEHUS U
TBOpYECKHE PAGOTDI; IPA3JHOBAHUE BOJIIEGCTBA, KOTOPOE MBI
Ha3bIBAEM aKBAPEJIbIO.

Huxonac Cummonc,

obnadamens npecmuxcnvx wazpao,
UAEH JACHOPU MENCOYHAPOOHVIX OuenHane,
USBECMNBLTL UNCMPYKMOP MO aKeapeau

www.nicholassimmons.com




letter from author

There is irony in the fact that the
technique of watercolor remains in the
shadow of other painting techniques.
Everyone somehow met it but very few
people really know it. Almost every
aspiring artist passes through a stage
of studying painting using watercolor as
a basic material for mastery. After some time, and often failed
to understand and appreciate this whimsical, capricious and
ephemeral technique, art lovers are switching to oil or acrylic,
where the result is more than forecast and obvious.
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What could be the reasons that watercolor is undervalued?
1. There was no man knowing how to captivate, to show the
potential and possibilities of technique.

2. Unavailability of high samples for inspiration, painted in
this technique.

3. Scarcity of available materials, which play an essential
role in the process of watercolor painting.

However, | am lucky to understand and love watercolor, and
my goal is to fill this gap in art lovers. Over the past three
years | have had occasion to talk with representatives from
different schools and teachings of watercolor from many
countries in the Internet community and in international
forums as well as in personal communication. Artists talked
about their approaches and techniques. This book contains
interviews with very different artists expressing themselves
in watercolor. The book aims to show the diversity of oppor-
tunities that watercolor gives to her loyal followers.

In the previous book, the reader can get acquainted with

the most popular approach in watercolor with plenty of
water, spontaneity and fills up bold calligraphic strokes by
representatives of freer painting manner from Australia and
China. The book that you hold in your hands, dear reader,
has collected leading artists of America and Europe, using a
completely different approach to watercolors, allowing them
to create works for its reasonableness and completeness
able to compare with oil paintings.

Furthermore, it becomes evident that watercolor — is a
self-contained equipment, providing you with all the artistic
arsenal from classic to daring experiments. It is never mo-
notonous, and at any time capable of surprise.

“Be ready for surprises!” — this may be the motto of water-
colorist.

Sincerely,

Konstantin Sterkhov

Member of the St. Petersburg Watercolor Society and
Watercolor Society of Finland, curator of watercolor projects,
author of books and more than 10 text-books on watercolor




OT aBTOpa

ECTI) napa/:[oxc B TOM, 4YTO TEXHHKA
aKBapeJII/I OCTaeTCda B TEHU ,Z[pyI‘I/IX
TexHuK xusonucu. G Heil Tak wiun
MHa4Ye BCTPEUYAINCh BCE, HO MaJIO KTO €€
no-Hacrosmemy 3uaet. [lourn xaxabiit
HAYMHAIO NI XYTOKHUK IPOXOJUT
yepes dTall U3ydeHus KUBOIIUCHU,
HCIIOJIb3Ysl AKBAPE/Ib KaK OCHOBHON MaTepHUaJl ISl OBJIaJ{€HUs
mactepcTBoM. CIIycTs KaKOe-TO BpeMs, 9aCTO TaK U He ITOHSB
" HE OLI€CHUB STy Kal’IpI/I3HyIO, HpI/IXOTJII/IByIO nu S(l)eMepHyIO
TEXHUKY, JIOOUTE/TH KUBOINICU IEPEKTIOYAIOTC HA MACIO WIN
AKPUWJI, T7I€ PE3YIBTAT 60JIee MPOTHO3UPYEM M OUEBHJIEH.

KaxoBbI MOTYT GBITH HPUYHMHBI TOTO, YTO AKBAPETh OCTAETCS
HENOOLEHEHHOM?

1. He oxasanoch 4eoBeka, CIOCOGHOTO YBI€Ub, IOKA3aTh
IMOTEHIIAJ 1 BO3BMOXHOCTU TEXHUKH.

2. HeocTymHOCTD BBICOKMX OOPA3IIOB JUIs BJOXHOBEHUS,
HAIIMCAaHHBIX B STOﬁ TEXHUKE.

3. CKyAHOCTD JOCTYIHBIX MATEPHAIOB, KOTOPBIE UT'PAIOT
CYIECTBEHHYIO POJIb B IIPOIIECCE AKBAPEIBHON KUBOITMCH.
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Kax 651 TO HI 6BLIO, MHE ITOBE3JI0 MOYYBCTBOBATD U
HOJIOOUTH AKBAPEJIb, U MOEH II€JIbIO ABJISETCS 3aIIOJTHUTD
3TOT MPOGeJ y MOoGUTENelH XKIBOMUCH. 3 MTOCTEHIE

TPH rojia MHE JIOBEJIOCHh OOIATLCS € IPECTaBUTEIAMU
PA3JIUYHBIX IIKOJI U HAIIPABJIEHUI aKBAPEIN U3 MHOTUX
cTpaH B lIHTepHET-cOO0IMEecTBaX M Ha MEX/IyHaPOHBIX
(bopymax muuno. Xy0KHUKN pacCKas3bIBaIU O CBOUX
MO/IXO/IaX U TEXHUKAX.

B »T0ii KHUTEe COGpaHBI HHTEPBLIO C OYEHD PA3HBIMIU
XyZOKHUKAMHM, BBIPAKAIOIUME Ce0s1 B aKBapeJIu.

e KHUTH — TTOKA3aTh BCE Pa3HOOGPa3ye BO3MOKHOCTEH!,
KOTOPBIE aKBaPeJIb IIPEJICTABIACT PEJAHHBIM e
nocyefosareaaM. B mpeapymeit KHUre YuTaTeh MOT
MO3HAKOMMTDCS C HAauGoJIee MOy IS PHBIM ITOX0/I0M B
aKBapeJH € GOJBITIM KOJTHYECTBOM BOJIbLI, CIIOHTAHHBIMU
3TMBKaMU U KaJUTUTPapUIeCcKOi TOUHOCTBIO Ma3KOB
npeJicTaBuTeNeil 6Goree CBOGOHOI MaHEPBI IMMChMa 13
Ascrpasmu u Kuras. B kHure, Koropyio Bbl JIepKUTE B
PYKax, JOpOToii 4nTaTe/Nh, COOPAHDI BEYIHIE XYLOKHIKI
Awmepuxn 1 EBpombl, HCIIOIb3yiomuye COBEPIIEHHO

JIPYTO# TIOAXO/1 K AKBAPEJIU, TO3BOJISAIONIHI MM CO3/laBaTh
IPOU3BEJICHUS, TI0 CBOEH IIPOYMAaHHOCTU U 3aBEPIICHHOCTU
CITOCOGHBIE CPABHUTBLCA C MACISTHON KUBOITHCHIO.

Kpowme Toro, cTaHOBHUTCSI OYEBUJIHO, YTO
axBapesb — a6COMIOTHO CaMO/[OCTaTOYHAS
TEXHUKA, IPEOCTABJIAIONAsA BaM BECh
Xy0KE€CTBEHHBII apCceHal OT KIACCUKI JIO
CMeJIBIX DKCrIepuMenToB. OHa HUKOT/A He
GbIBAET OJIHOOOPA3HOIL, U B IIOGOI MOMEHT
CIIOCOGHA YAUBUTD.

“Byznb roTos k cioprpusam!”, — TaKOB MOXET
ObITH IEBU3 aKBAPEJINCTA.

C ysacenuen,

Konemarnmun Cmepxos,

wnen Obwecmsa axsapesucmos Canxm-Ilemepoypea u
Dunasnouu, Kypamop axeapessnovlx npoexmos,
asmop xnuz u 6osee 10 nocobuit no axeapen




LaenaganapoBa

Ynen Coto3a XyOoXHMKOB,

4neH obLlecTBa aKkBapenucToB
CankT-leTepbypra, o6nagarenis NPeCTUXKHbIX
NPeMUii, y4acTHMLA MHOMOYUCTIEHHbIX
XY[OXECTBEHHbIX KOHKYPCOB Y BbICTABOK,
N3BECTHA CBOMMM BbICOHAWLLErO YPOBHS
mMacTep-knaccamu 1 cTaTbsiMm 06 akBapesnu.

MeHsAn0Ch I OTHOLIEHHE K TEXHUKE
aKBapeJsIu B Ipolecce ydeGbl 1
TBOpYECTBa?
Koneuno, menanocs. [lucars aksapenbio
MHE BCET/la HPABUJIOCh, MOKET IIOTOMY,
YTO aKBapeJIbHAsS JKUBOIUCH JAaBATACh
MHe JIeTKO. Bo BpeMs yue6n1 maTepuan
BOCIIPMHHUMAJICS KaK HEOOXOJUMOCTD Y4€GHOTO IIPOIECca.
Ocosnanue cBOUX BO3MOKHOCTEH B aKBapEJIbHOM JKUBOIMCHU
HPUIILIO MOCTENIEHHO, TAK)KE IIOCTENIEHHO IPHIILIO 6oJ1ee
Iy6OKOe MOHUMAHME CaMOl akBapenn. Yepes usydenue
TEXHUKU U3ydaia cebs1, U 3TO Terepb JUIsk MEHS eIMHbII
TBOPYECKUI IPOIECC ITO3HAHNS U CAMOPEATN3AIIH,
6ECKOHEUHBII IyTh K COBEPUICHCTBY.

Kak npoucxoamio craHoB/IeHHe TeXHUKU? BpUI 11 KTO-TO M3
XYZIOXKHUKOB IIPOILIOr0 HIH COBPEMEHHHUKOB, KTO IIOBIHSI
Ha Bamre Bunenue akBapenu?

Hacromee cranosienue TexHuku Hayanoch B Cpeaneit
XyJJO’KeCTBEHHOM IKOoIe mpHu AKafeMuH XynoxecTs. Tam s
BCTpeTI/I]Ia MHOT'O TAJIAHTJINBbBIX CBepCTHI/IKOB7 y KOTOpI)IX

Toxe yumnack. Ho 6o7ee Bcero g 6marogapua HMropio [mazosy,
HPEenoaBaTe o )KUBOMUCU, KOTOPBIH CMOT JOOUTLCS TOTO,
YTOOBI CTPAX MEPE AKBAPEILIO U ITePE]] COOCTBEHHBIM
«IIe[eBPOM» HABCET/A ICUE3.

B uHCTHTYTE COBEPIIEHCTBOBAIA BIAJCHIE MATEPHAIOM B
CJIO}KHOM >KaHpe IOPTPeTa MO/ PYKOBOJCTBOM IIpodeccopa
Bragumupa Craposa, B JabHeHIIEM 9KCIIEPUMEHTUPOBAIA

B JKUBOIIMCU C paSHbIMI/I TEXHUKaAMU U Ma.TepI/Ia.J'Ia.MI/I7
HCIIOJIb30BaJIa U Tyallb, 1 Temnepy. K uncroii aksapenu 6e3
HCIIOJIb30BaHUs GeINI BEPHYJIACh TOJBKO UEPE3 Mapy JIET IOCIe
OKOHYAHUS yueObl B By3€.

Ha Moe BujieHIE akBape/ B pasHOE BPeMsl BIHSUIA MacTepa
pazubix anox u cruieii: [Terp Coxonos, Kapn Bpionnos, ®exop
Toncroit, duzpio Yaiter, a Tak:Ke TpaAUIIMOHHAA KUTAMCKasA 1
SITTOHCKAST )KUBOIIUCh.

OnHAKO B CBOEH paboTe HE CTPEMIIACH KOMY-THOO0 ITO{PaKaTh,
He CO3/1aBaTa ce6e KyMUPOB, CTapajach UCKATh CBOH IyTh B
TEXHHUKE U )KaHpE.

Yacro 11 Bel 3HaKOMHUTECH C TBOPYECTBOM JAPYIUX
xynoxxaukos? Hackonbko Bac maTEpecyioT TBOpUecKkue
HaXO0JKH cOOpaTheB IO KUCTH?

Mue HHTEPECHO 3HAKOMUTLCS C TBOPYECTBOM IPO(ECCUOHATOB
BBICOKOTO YPOBHS. YBaKalO T€X KOJUIET, KOTOPbIE COXPAHSIOT

nu paSBI/IBaIOT CyH_IeCTByIOH_II/IC MaHepr 1 CTUWIU NI1CbMa, C
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GOJILITIM MHTEPECOM 3HAKOMIIOCHh C HOBATOPCKUMU
pemeHnsaIMH, C SKCIIEPUMEHTAMU B TEXHUKE. Mue BaxHO
U UHTE€PECHO OCO3HAHHOCTH TOTO, YTO JieJaeT MacTep, €ro
poeCCUOHATBHBIN U TBOPUYECKUH MOAXO0 K paboTe.

Bame orHOmenwue k akagemusmy? Ecte MEeHHne, 9TO
aKafieMIIecKoe 0Gpa3oBaHNe FOTOBAT PEMECIEHHUKA.
AxaneMusM Kak KJIaCCUYeCKOE HAIIPaBJIE€HUE B UCKYCCTBE
CyIIECTBYET MaPA/UIETbHO CO BCEMU JPYTUMU CTAPBIMU U
HOBBIMU TeueHUsIMU. Bce HaITpaBJICHU S HO'CBOeMy Xopomu 1
HUHTEpeCcHBL. Bce ymecTHO B pasHOH cuTyalluu U IPU pasHoOM
HACTPOEHUH, KAK U My3bIKa. FIHOIIa XOUeTCs CIIymaTh JKas,
a MHOTZA KJIACCUKY. B CKycCcTBe yiKe JaBHO BCe pa3BUBAETCS
o kpyry. [Tocse yxosa COBpeMEHHOTO UCKYCCTBA U3
1300PA3UTETBHOTO Psjia B MEAUMHOE IIPOCTPAHCTBO

1 OTKPDBITHA BBICTABOK «IIyCTOTbI» BOO6U_IC TPYyAHO
IIPpEACTABUTD, UYTO MOXET HpOI/ISOI‘/JITI/I HOBOTI'O B BU3YaJIbHDBIX,
KaK TeIlepb TOBOPSIT, UCKycCcTBaX. JINYHOCTE TBOPIIA, €ro
9HEPrus, TAJIAHT, YMCHUE MbBIC/IUTD, HpOCbeCCI/IOHafII/I?:M -
BOT YTO IIO-HACTOAMEMY BJIMUACT HA peSyf[I)TaT. HOSTOMY €CTb
Xopomue 1 INIOXUE KAPTHUHDI, €CTb IEAEBPbI 1 bGesnuKue
nosoTHa, 1 ecthb nosHag ITYCTOTA. B uckyccrse uMeHHO
YPOBEHDb 1 Ka4€CTBO TBOPEHUSI BbI3bIBACT MO NHTEpEC U
yBa)KEHUE.

AxkageMus XyJl0KeCTB KaK By3 He OTAEIEHA OT CTPAHBI,

B KOTOPOH HaxoauTcsa. KoneuHo, HaKOIIIOCh MHOTO
BOIIPOCOB U IPOGJIEM, HO B KAKHE BPEMEHA HE pyrajiu
Axazemuio? OHaAKO OHA IO3BOJISET IOJYyYaTh KIACCHUECKOEe
XyZJO’KeCTBEHHOE 0Opa3oBaHUeE, XOTS 3TO BOBCE HE 3HAUUT,
qTo Ka)K,E[bIﬁ BBIITYCKHUK CTAHOBUTCS HACTOSAIMM TBOPHOM.
O6raas HaGOPOM AKAJEMUYECKUX HABBIKOB B CO3JJaHUU
HpOI/I3BCI[eHPIﬁ BbBICOKOI'O TEXHUYECKOI'O YPOBHHI, Xy[[O)KHI/IK
BCET/[a UMEET BBIOOP: B KAKUX LIEJISX yIOTPEOUTD CBOI
TaJaHT U 3HaHUSA. OH MOKET 3aHATbCS HETBOPYECKHUM
PYTHUHHBIM TPYAOM JUIl 3apabaTbIBAHUSA ce6e HA )KU3HbD,
TOTZA, HABEPHO, €I'O MOKHO HAa3BATh PEMECTECHHIKOM.

U cuosa OPpUXOJNUTCS TOBOPUTD O JIMYHOCTH TBOPLA U €TI0
OTHOLIEHUH K PA6OTE U TBOPUYECTBY, IO3ITOMY HUKAKUE
0060011eHNS 3/1e€Ch HEYMECTHBI.

Cormantych, 4TO CaMu IO cebe 3HAHUS U HABLIKU HE
CJIeTAIOT U3 YeJIOBEKA TBOPLA, HO UMEHHO aKaJeMUUeCKoe
06pa3oBaHUE JAET XYAOKHUKY 6€3rPAHIMYHBIE BOBMOKHOCTH
JUISL pEQT3AIU1 CBOUX TBOPUYECKUX 3a7a4.

J1o60e 06pazoBaHUe CTPOUTCS Ha MIAOJTOHHOCTH IIpoLecca
HOJATOTOBKU MPO(MECCUOHAA, HO KTO BBIAJIET U3 CTEH
AkageMun: MpoCTOi MacTep WIN TBOPEL], 3aBUCHUT HE




E. BASAHOBA. A6noku. / E. BAZANOVA. Apples. 49x100 cm. 2011

ot npouecca. JIro60ii TaJlaHT, KaK aJIMa3HbII CAMOPOJIOK,
TpebyeT orpaHku. Ho kakoii IEeHHOCTH MOTYy4YUTCA OPUUIHAHT,
CTAHOBUTCS U3BECTHO TOJILKO B KOHIIE 5TOH pabOThI.

A Ha PyTMHHOCTBD ITPOIIECCA AKAJAEMHIYECKOro 0Opa3oBaHUs,
MHE KaKEeTCS, CETYIOT JIEHUBBIE U JAJIEKUE OT TEMBbI JIOJIN.
Corracurech, 6bLIO ObI CTPAHHO, €CJIH ObI CIOPTCMEH 6e3
€KeJJHEBHBIX TPEHUPOBOK U Pa0OThI HaJl TEXHUKON CMOT
6JIMCTATENBHO BBICTYIIUTh HA CIIOPTUBHOM COCTS3aHUH, A
IOHBII My3bIKaHT 6€3 IIOCTOSIHHBIX TPEHUPOBOK PYKH, CIIyXa,
TEXHUKU UTPBI — CTATh BUPTYO30M U TIOKOPUThH KOHIEPTHBIH
3aJ1 cBOMM HcronHeHneM. ITpocTo kask/plii JOKEH BHIOUpATh
CBOM Iy Th 110 CBOEMY ITPU3BAHMIO X MHOTO PaboTaTh.

Hackonbko, mo BameMy MHeHUI0, Ba’KHbI 6a30BbIe HABBIKHI
pucoBanusa ¢popMbI TIOGUTETIO aKBapeIH?

B mo6owm geie Baxna 6a3a. Pucynox — aTo ocHoBa
1306Pa3UTEIBHOrO HCKYCCTBA, TAK XK€ KaK MaTeMaTHKa —
OCHOBA Bcex HayK. be3 nepBoHaYaIbHBIX 3HAHUI HEBO3MOKHO
Pa3BUBATbCS U COBEPIIEHCTBOBATHCS, KaK, HAIIPUMED,
HEBO3MOKHO 6€3 3HAHUS IPABII CJI0KEHUS BBIyIUTH TAOJIHILY
YMHOXXEHHS WU CPa3y IPUCTYIUTD K PEIIEHUIO CI0XKHbBIX
ypaBHeHUi. Bce pasBuBaeTcs OT IPOCTOTO K CIOXKHOMY.
AxBapeJib — 3TO BCETO JIMIIb MaTePHUal, HHCTPYMEHT IS

U306 paskeHUsI YeT0-T160, IPU STOM MATE€PUAT CJIOKHBIM.
HeBo3MOXXHO BECTU Pedb O JKUBOIUCH KAKOU-TUO0

(popmer axBapesbio 6€3 3HAHUIT TOTO, KaK Ha ABYXMEPHOM
IIPOCTPAHCTBE GYMa’KHOTO JIMCTA HAPUCOBATH NLIIO3UIO
TPEXMEPHOIo U300 paskeHNs OGBEKTa B IPOCTAHCTBE.

Jlaske KOraa pedsb UJAET He O PEAIUCTHIECKOM N300 PKEHUN,
a, HaupuMep, 06 A6CTPAKTHOM KOMIIO3UITNH, TO 6€3 6a30BBIX
3HAHUI PUCOBAHMS 1 KOMIIO3UIIUH HA JIUCTE IOJYIUTCS HEKOe
cIydaiiHOe U XaOTHYECKOe HEOCO3HAHHOE HEUTO WIIN HHUTO,
He JIeXkallee Ha IyTU Io3HaHus ce6s u Mupa. Takas padora
TepsieT BCAKUIA CMBICIL.

Kak Be1 npunuiu k npenogapanuio? Yo 6bU10 TOTIKOM?
ITpenogasanye IpeycMaTPUBAET HETPEPBIBHDIA CHCTEMHDIH
IIPOIIeCC PAGOTEI CO CJYMATENAMHA. TOTO 5 OKA HE JIeIal0,
CJIMIIIKOM MaJIO BPEMEHH IS PEaIU3aIII CBOUX TBOPYECKUX
rranoB. JKuBoli MHTEepec oYuTaTes el akBapeIu CTapach
YAOBJIETBOPUTD BO BPEMs KOPOTKUX MacTEP-KIaCCOB. DTOT

¢opmar obmennsa okazancsa HaudGoIee TPUEMIEM T MEHS.
Hawanocn Bce ¢ ceMIHApOB IO TEXHUKE akBapenn B lepmanun,
T7le BIIepBbIE YBU/IEIa, KaKOH 60JIBIIOI NHTEpeC MyoIuKI
BLI3BIBAET TO, UTO 1 €TI0,

ITocTenenHo MOHsAMA BCIO CEPLE3HOCTD 33/1a4H, BED 10

CHUX ITOP BOKPYT TEXHUKHU aKBaPEJIH CYIECTBYEeT MHOKECTBO
MHI(OB, CTEPEOTHIIOB, MyOIMKa HE BCETa CIOCOOHA

OIIEHUTD aKBaPEILHYIO JKUBOMHCD, 8 Y HAUMHATOMUX CBOH
IyTb B IMOCTIDKEHUH aKBAPETLHOTO MACTEPCTBA BOSHUKAET
MHOKECTBO BOITPOCOB ¥ TPOGJIEM.

Mouwu ycmius B HalTpaBJIEHIH ITPOCBENIEHUS Y0 IUKI
pearn30BaIICh TAKXKe B aKaleMIIeCcKOH cTaThe “CTuxus
BOJIBI M KPACKK ™, KOTOPAs ONYOIMKOBAHA B COOPHUKE
“Texnosorun n3o6paszureabHbIx uckyccrs” HUHM Teopru
HCTOPUHU N300Pa3UTEIbHBIX MCKycCTB Poccuiickoit akagemMmun
xynoxecTs B 2010 roxy. Co0pHUK peKOMeH[0BaH KaK ydeGHoe
mocob6ue.

Hazeroch, 9To BCKOpe 3aBepIly HalMCaHNEe KHUTY IT0 TEXHUKE
aKBapeJI.

KakoBa 10/5kHa OBITH CTeNeHb 3aKOHIYEHHOCTH PaGoThI?
MooxeT i1 paGoTa, OCTaHOBJIEHHAS HA IIPOMEXYTOTHOM
sTamne, HIMeTh Xy 0KeCTBEHHYIO IIEHHOCTh?

«Bemu KpacHBBI TaM, I7le OHU HEU3O6EKHBI» — TaK
¢opmymupyeT oguH n3 npuHIunos ¢unocopun 351 B
anonckoi sxusormucu Jl. T. Cynsykn B kaure “Bsenenue B
Jsar-bynanusm” (L.,1932). Jlnsg mensa sTo cBoero poja popmyaa
JUIST TOHUMAHMS XYA0KECTBEHHOM IIEHHOCTH TIPOU3BEICHUS,
YMECTHOCTH CJIETAHHOTO U CTETIEHN 3aKOHYEHHOCTH PabOTEL.
XymOKHIK BCET/Ia 3HAET, UTO OH XOTEN CAETaTh B KAPTUHE,

U CTETIEHb 3aKOHYEHHOCTH JIOJKHA COOTBETCTBOBATH
MOCTaBJIEHHON 3aa4e.

OxHaKo TBOPYECKUH IPOIIECC MOXKET OBITH HENIPEICKA3yEMBIM.
3mech TBOPITY BaKHO MOYYCTBOBATH CYTh MPOUCXOAAIIETO.
Ciygaii — 3To posABIeHNEe 3aKOHOMEPHOCTH. BaxkxHO BoBpeMs
OCTAaHOBUTLCH.

Eme xoTenoch 65 HAMOMHHUTD CTAPOE aKaJeMIIECKOe
mpaBmiao: “OT 9aCTHOTO K I[EJIOMY, OT I[eJIOTO K YacTHOMY .

M, xax HaC y9uam, ecam paboTa UAET FPaMOTHO,
MOCJIEOBATENBHO, TO B KAKOIH G MOMEHT €€ He OCTaHOBUTD,
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OHa Oy/[eT UMETD ITACTHYECKYIO 3aKOHYEHHOCTD. Takxke

B MICTOPUX MCKYCCTBA CYIIECTBYET OTPOMHOE KOJTMYECTBO
GJIeCTSIIE BBIIIOJHEHHBIX HAOPOCKOB, 3TIOJIOB, 3aPUCOBOK,
KOTOpBIE TI0 CBOEH CYTH HE SBJISAIOTCH 3aKOHICHHBIMHU
MIPOMU3BEJICHUSAMH, HO 00JIaJAI0T GOIBIION Xy[0KECTBEHHOM
LIEHHOCTBIO.

Bam mogxoy K BEIGOPY HAJIMTPEI — CIATaeTe I B,

9TO MAJINTPa JO/LKHA OBITh OTPAHUYEHHON M MUTMEHT
HMCKIIOYNTEIbHO HATYPaIbHBIM?

Mos manuTpa orpaHIYEHA BBIGOPOM TOJNBKO KaueCTBEHHBIX
kpacok. CTaparoch U36eraTh CJI0KHOCOCTABHBIX KpacoK. Yem
4uIe OBET, TeM Jydnre. Torna MOXHO Jie1aTh KaueCTBEHHBIE
[BETOBBIE CMENICHMSI, HE CTPANIACH TPA3U B )KUBOIINCH.
HarypasbHble TUTMEHTBI, K COKAJIEHUIO, B HEKOTOPBIX
KpacKaX HEBO3MOKHBI Ha CErojusAmHui fenb. Hanpumep,
JIOPOroii yIbTpaMapuH U3 HATYPAJILHOI'O KaMHS YK€ JaBHO
3aMeHWIN OoJIee JleleBble CHHTETUYECKUE ITUTMEHTDI.
CoBpeMEHHbIE CUHTETUYECKUE KPACKH UMEIOT BEICOKOE
KaueCTBO, OHH IIPOXOJISIT BCE HEOOXOUMBIE TECTHI, IPU
IIOKyIIKE BayKHO OTJABaTh IIPEJIOYTEHUE
IIPOU3BOJUTEISIM C XOPOIIHMK
TPaAULUAMHU, Y KOTOPBIX BCET/A €CTh
JIMHUS KPACOK, CAEJTAHHBIX IO CTAPBIM
MaHy(PaKTyPHBIM PELenTaM CIeIualbHO
JULsL TPO(eCCUOHATBHBIX XYJJOKHUKOB.

Kakwue xpacku y Bac 6bIcTpee Bcero
3aKaHYUBAIOTCS?

KagMuil 1MMOHHBIN, KagMUN KeIThIIA
CpEeHUI, OXpa JKeTasi, KOOAIBT CUHUIA,
yIIpraMapI/IH.

Kakosa crenenn gomycTumoii
«caydyaWHOCTH» B Bammx akBapeIbHbIX
pa6oTax? HackoJbKo Hy>KeH
KOHTPOJIb?

B npouecce paboTsl 5 cTapaloch BOMTH B
COaBTOPCTBO CO CTUXUEH BOJDI, IIOITOMY
«CITy9aHOCTH» HOSABJISIOTCS, & 51 JIMIIb
KOHTPOJIMPYIO UX HOSBJICHIE U YOUPAIO
JINITHEE.

&

Be1 paGoTaeTe, B OCHOBHOM, C HATYPhI.

Kak npoucxoaur npounecc, koraa Bam 00bexT — >KHBOTHBIE?
ITO UMEHHO TOT CJIy4ali, KOTJia OY€Hb IIOMOTAIOT BCE
HOJIy‘{eHHI)Ie AKaJEMNYCCKUEC HABBIKU PYCOBAHUSA: C HaTypr,
6e3 HaTyphl 1 110 BOOOpakeHuIo. C HaTypHI Je1aio HabpOCKH,
3aPHUCOBKU, PEIKO YAAETCS CAEIATH OOI€e JUINTEIbHBIN 3TION

C HAaTyPbl, UHOT/IA B HECKOJIBKO CEAHCOB PHUCYIO KOTA B €TO
mobumoii noze. Cobupaio maTepual, BKmodas (pororpadun,
M3y9aio €ro, 3aTeM JieJIal0 IOArOTOBUTEIBHBIA PICYHOK, MHOTAA
LBETHOH (KapTOH, B pa3Mep Oyaylneii aKBape/In), ocIe 3TOTo
IIePEBO:KY JIETKUI PUCYHOK Ha JIMCT aKBaPEJLHOUN GyMaru uepes

CBETOCTOJI, IOTOM IIPUCTYIAIO K JKUBOIIMCH. HpI/I 9TOM JUUISI MEHS

BCErJa OY€Hb BAYKHO SMOITMOHAJIbBHOE BII€YATIIEHUE OT 06pa3a,
KOTOPOE CTAapaloCh YACPKATb B I'OJIOBE BO BpEeM:I pa60T1)1.

Ecte 11 y Bac mpuopuTeTHI NPH BEIGOpPE aKBapeTbHOM
Oymarm, Kpacok, KHCTei?

KauecTBo MaTepuanoB — caMblii IJIaBHBII IPHOPUTET.

STO 3HAYUT, 4YTO MaTepI/IaJII)I JAOJIKHbBI 6I)ITI) OT U3BECTHDIX
MIPOU3BOAUTENIEHN, C MaHyClJaKTyprIMI/I TPAAULISIMU.
Hcnons3yio 6ymary pyanoro suths u3 100% xronka,
OCBOGOKIEHHYIO OT KUCJIOTBI, INIOTHOCTEIO He HInke 300 /M2

3agaun. [IpeanmounTalo nmucath Ha 6ymare Saunders Waterford
CP (xom0/iHO€E IPECCOBAHUE, CPEAHSS TPYOOCTD (DAKTYPHI).
Hpasurcsa nucats Ha IMCTOBOM U pyaoHHOM TopmoHe (Tor-
chon mwm Rough — rpy6as dakrypa mutbsa) pupmer Arches, u
Ha Satine (HP — ropsiuee npeccoBanue) 3Toli sxe (PUPMBL.

B moeit masuTpe B OCHOBHOM OT€YECTBEHHDIE KPACKU
“bensie Houn” ¢pupmsr “Hesckas mamurpa” (CI16),
aunmmutickue Winsor&Newton cepus Artist’s u Daler-Rowney
cepus Artist’s.

Kuctu npeanounTaio 6e1M4by, PA3HBIX PAa3MEPOB, KPYIJIbIe
u riockue. 13 oTeuecTBeHHBIX OHPABIINCH KUCTU (DUPMBI

Roubloff.

EcTb 11 KaKkoe-To 0coGeHHOEe MOCIaHue K JTI0OUTESAM
aKBapeIn?

AKBapeJIb — yz[I/IBI/ITeJIbeII‘/’I MaTepuall, 3TO 3HAIOT BCE,

KTO IMPOGOBAJ XOTsI 6Bl OUH Pa3 MUCATh STUMH BOJAHBIMU
kpackamu. ITopoii coBepmenHO HEIOCTUKUMO TO, YTO
HMPHUCXOAUT B KUBOITMCH, KQKETCS, YTO PE3YJIBTAT COBCEM HE
3aBUCHUT OT yCEPAUS U BIOKEHHOTO TpyzAa. Tem, KTo xoder
MTOPOJHUTBCS C ITOM CTUXHEH, 51 XOTesna
6Bl CKa3aTh CJAEAyIIEe:

Haunnas pa6oTy cTapaiiTech IPaBUILHO
U 9eTKO CPOPMYJIUPOBATH 33/4a4y.

B aToM nososuna Bamero ycnexa.
CocpeloTouTeCh U MPEACTaBLTE
MBICJIEHHO X0/ BBIIIOJIHCHI S Ba]l[eﬁ
PaGoTHL.

He 6oliTecs cBOMX OMUOGOK, YUUTECH
UX BUJIETh, AHAJIU3UPOBATH 1 usberarhb
ux B 6yaymux padorax. Msyuaiite u
3aIlOMMHAITE CBOU yAauu, CTapaiiTech
UX OBTOPATE. ToJbKO MHOrOKpaTHBIH
OIIBIT PAGOTHI JACT BAM HEOOXOUMOE
YyCTBO MaTepHaIa.

He 3a6mp1BaiiTe, 9TO CBOGOAY B AKBAPEITH
BaM JIaCT CBOOOJJHOE BIaieHIE
pucynkom. Tmarenbno usydaiire
usobpaskaeMble OObEKTBI B PUCYHKAX,
YTOGBI 3TO HE OTBJIEKATIO BO BPEMS
skuporcu. Ilomuure, 9To y akBapenn
€CTb JIBA Bpara: CTEPEOTHUIILI U CTpax.
HSyqafITe paanqule l'IpI/ICMI)I n
MaHEPBHI, HO HE CJIeyUTe CTEPEOTUIIAM, aKBAPEJIb JJOJLKHA
OBITH TAKOM, KAKOU BbI €€ YYBCTBYETE, UIIUTE cebsa B 3TOM
MOJBUKHOM, SMOIIMOHAJIBHOM U CTPACTHOM MaTepHaJie.
H36aBbTECh OT CTPAXa U 3a6yAbTe O ce6e, KOra MHIIeTe
AKBApEJIbIO, yMATE TOJBKO O TOM, UTO JIEIAETE, O TOM,
uyTO BuANUTE. MBICIUTE MAa3KaMU, 3aTEKaMHU, JIECCAPOBKAMU,
I[BETOM, IUIACTUKOH, (pOPMOIi, IPOCTPAHCTBOM, KOTOPOE
TBOPUTCH y Bac Ha qucTe. IlonprraiiTech ucnbrraTh
IIOTPY>KEHUE B 3TY CTUXUIO Boabr u KpaCKI/I, U TOT/IA BBI
IIOYYCTBYETE, YTO MOXKETE MUCATh TO, YTO XOTUTE, TAK, KaK
BbI XOTUTE.

SAUNDERS ,
WATERFORD:

CLASSIC WATERCOLOUR PAFPER

E. BABAHOBA. KpacHas cmopoguHa. dparmeHT.

(I)aKTypr HCIIOJIb3YIO Pa3HbIC, B 3aBUCUMOCTH OT MOCTaBJICHHOU E. BAZANOVA RedCUrrant. Fragment. 44x73 cm. 2012
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Did your attitude to watercolor change from the time you were
studying until now?

Certainly, it changed. | always liked watercolor painting perhaps because
it came easy to me. While studying | took watercolor as a necessary

part of the educational process. An awareness of my own potentiality in
watercolor painting came gradually along with the deeper understanding
of the watercolor itself. Exploring the medium | explored myself, and now
painting for me is one whole process of knowledge and personal realiza-
tion, and an endless way to perfection.

How did the formation of your technique develop? And which art-
ists, both past and contemporary, have influenced your understand-
ing of watercolor?

The real technique formation had started at the Academy of Arts’ art
school. | learned a lot from my gifted schoolmates. But I'm still most
grateful to my teacher Igor Glazov due to whom | got rid of fear, both of
watercolor and of spoiling a “masterpiece”. At the Institute | continued

the improving of the technique under the guidance of professor Viadimir
Starov in complicated portrait genre, and also experimented with different
media, such as gouache and tempera. | was back to genuine watercolor
without even white gouache only several years after graduating. | was in-

E. BASAHOBA. KoHel, 3aumsbl. A6nokun. / E. BAZANOVA.

Elena Bazanova is a member of the Artist Union and of the
St. Petersburg Watercolor Society. She is an art contests
awards winner and an expert in watercolour well-known from
her workshops and articles about the medium.

fluenced by different artists of various styles and periods at different stages

of my career. For instance, by Russian painters Piotr Sokolov, Carl Brulloff,

Fyodor Tolstoy, also by Chinese and Japanese art, by Andrew Wyeth. But |

didn’t try to copy somebody else’s style and never made an idol of anybody,
trying to find my own way to technique and to subject matter.

How often do you get acquainted with other painters’ art? Are you
interested in your colleagues’ progress?

| like to get acquainted with high level professionals’ creative activity.

| respect those artists who preserve and develop styles and manners
already existing, and I'm also excited by innovations and experiments in
technique. A painter’s awareness of what he is doing as well as his profes-
sional and creative approach are very interesting and meaningful to me.

What is your attitude to academism and academic school?

There is an opinion that academy educate craftsmen, not artists.

As a classic trend academism coexists with all the other old and new styles
and trends. All of them have something good and interesting. It’s like about
music — according to a mood or a situation either jazz or, say, classics
would be appropriate or desirable. In art everything has gone in circles for a
long time already. Since contemporary art moved from pictorial field to me-

End of Winter. Apples. 66x97 cm. 2012




dia and since “empty” expositions became possible it's hard to imagine that
something new might happen in visual arts. What really matters and makes
a result is the artist’s personality, his energy, talent, way of thinking and his
professional skills. That is why there are good and bad paintings, there are
masterpieces and ordinary pictures, and there is also NOTHINGNESS. My
respect and interest is being evoked by the high level and quality of creation
of the art object, and nothing else.

Russian Academy of Arts as an educational institution can’t be separated
from the country it is situated in. There are lots of questions and problems,
of course, but it seems there hasn’t been a time when Academy has not
been criticized. But still it gives classical artistic education which doesn’t
mean that every graduate becomes a real artist. Having a set of academic
skills and being able to make a picture of a high artisan standard, every
painter can choose how to use his knowledge and talent. He might make a
living with routine ordinary work, and then he might be called a craftsman
indeed. Once again we speak of the personality of a painter and of personal
choice, about his attitude to art and creative activity. There is no need to
generalize.

| agree that just knowledge and skill cannot make an artist, but serious clas-
sic education gives one endless possibilities to express one’s creative tasks.
For any professional educational process cliche and repetition is essential,
but the educational process itself can’t guarantee whether an artist or just a
craftsman would leave the Academy after all. Any gift is a raw diamond that
needs to be cut. But how valuable the cut diamond is becomes clear only
when the cutting is finished.

It seems that Academy is being blamed for conventionalism by lazy and
incompetent people. Don’t you think that no sportsman can be brilliant in
competition without everyday training and improving of the technique as
well as that no young musician might hope to become a virtuoso so that the
whole concert hall would surrender to his gift without constant training of
the ear, hand and execution? Everybody just has to choose one’s own way
according to one’s calling and then to work hard.

Do you think fundamental drawing skill is important to watercolorists?
The base is important in every occupation. Drawing is the foundation to pic-
torial art as well as mathematics is the foundation to the whole science. You
can’t go on and aim to perfection without basic knowledge. It’s like you can’t
solve an equation not knowing how to count. Evolution goes from simplicity
to complication.

Watercolor is just an artist’s tool for capturing something. It's a medium, but
a challenging medium. It’s impossible even to think about painting a shape
in watercolor without knowing how to draw an illusion of a three-dimensional
object with perspective on a sheet of paper.

Even not a realistic, but, say, abstract image would be something chaotic
and haphazard if the author didn’t have a basic knowledge of composition
and drawing. If the artist paints something with no aim, or just nothing, which
doesn’t lead to better understanding of oneself or the world, such work
would be meaningless.

How did you start to teach? What had pushed you?

Serious teaching should be a sequential system. For that I'm not ready yet,
because of the lack of time for my own intentions. | try to satisfy a vivid inter-
est of watercolour amateurs during short workshops. It turned out to be the
most suitable for me.

| started with watercolor seminars in Germany where | first realized how
interesting to the public is the technology of my art. Gradually | understood
how complicated the task is, for watercolor technique is still surrounded with
myths and long-held stereotypes. The public sometimes is not quite capable
to appreciate watercolor painting, and also those who begin to master wa-
tercolour technique face lots of questions and problems.

My efforts to educate the public were partly focused in a large academic
article “The power of water and paint” which was published in 2010 and is
recommended as a manual for those who study watercolour. | hope to finish
in a while a book on watercolor technique.

When is a painting done? Could an unfinished picture have an aes-
thetic value?

“Things are beautiful there where they are inevitable”, it's how according

to D. T. Suzuki (“An Introduction to Zen Buddhism”, L.,1932) one of the
Zen principles manifests in Japanese painting. For me it is sort of a rule for
understanding how appropriate and artistically valuable an art object is, and
whether it is really finished. A painter always knows what he had wanted to
do, and the measure of perfection has to correspond to the original task.

A process of creation, however, might be unpredictable. And the author has
to feel the very core of what is going on. An accident is the manifestation of
regularity. While painting it's important to stop when it is necessary.

I'd also like to remind the reader of a well-known academic rule: “From the
special to the general and from the general to the special.” And, as we had
been taught if the picture had been made right and coherent it would be
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plastically completed whenever the artist stops. We know plenty of bril-
liant sketches and studies which are just preliminary stages of creating a
painting and still they are of a huge aesthetic value.

How do you form your color palette? Do you think it should be
limited and consist only of natural pigments?

My palette is limited only by the choice of quality paints. | prefer to use
paints consisting of one or two pigments. The clearer is a color the better.
Thus you will not bring a mess into a painting making a color mix.
Unfortunately natural pigments are not used in some paints anymore.
For example expensive ultramarine from natural mineral was long ago
replaced by cheaper synthetic pigments. Nowadays synthetic paints are
of a very high quality, as they are being thoroughly tested. It is important
only to choose paints by manufacturers with a long-lasting tradition for
they always have a range of paints made after ancient recipes specially
for professional painters.

What paints do you usually run out of first?
Cadmium lemon, cadmium yellow medium, yellow ocher, cobalt blue,
ultramarine.

What is a degree of “accidental” in you watercolor painting? Is
thorough control necessary?

While painting I'm seeking for a cooperation with the power of water, that
is why if something accidental appears, | simply control it and get rid of
what is not needed.

You mostly paint from nature. How do you manage to capture ani-
mals so vividly?

It is exactly the case when academic drawing school is so suitable. | use
the model as well as my memory and imagination. | mostly make brief
sketches from nature, less often detailed study or a drawing in several
sessions, for example of a cat in its favorite posture. | examine visual
material including photographs, then make a preparatory drawing, some-
times a colored one on a cardboard in the size of a future watercolor.
After that with a help of a glass table with a lamp behind | copy a light
outline drawing on a sheet of watercolor paper and then start to paint.
For me it is very important to keep the emotional impression of the object
through the whole working process.

What are your preferable paper, paints and brushes?

Quality is my priority. All materials should be by well-known manufactur-
ers with a strong tradition. | use handmade paper 100% cotton, acid-free,
300 gm and more. Surfaces are different depending on my purpose.

| prefer “Saunders Waterford” cold-pressed Surface. | also like “Arches”
rough, both in sheets and rolls and “Arches” Satine hot-pressed.

My palette consists mostly of the “White Nights” paints by “Neva Palette”
(Saint-Petersburg), “Winsor & Newton” “Artist's” series (UK) and “Daler-
Rowney” “Artist’s” series (UK).

Squirrel brushes are preferable, both mops and flat brushes of different
sizes. | also like “Roubloff” brushes made in Russia.

Is there any special message to watercolor amateurs and students?
Watercolor is an amazing medium and everybody who tried it even

once knows that. Sometimes that what happens when you paint seems
incredible as if the result isn’'t caused by your efforts and labor. And |
would like to tell those who want to get close to that power the following:
have a clear task when you starting your work. That is a half the success.
Get concentrated and imagine the way painting would be done. Don’t be
afraid of your own mistakes, get accustomed to see and analyze them

in order to avoid them in future watercolors. Study and remember your
successful moves, try to do them once again. The feeling of the medium
comes only with experience.

Don't forget that good drawing skills will bring you freedom in water-
color. Carefully study in drawings the things you want to paint, so that it
wouldn’t distract you during a painting session.

Remember two enemies of watercolor: stereotypes and fear. Study
different approaches and manners, but don’t submit to stereotypes.
Watercolor should be that what you feel about it. Try to find yourself

in that moving, emotional and passionate medium. Get rid of fear and
forget yourself when you paint in watercolor, and think only about what
you do and see. Think with brushstrokes, color, shapes and space which
appears in front of you on a sheet of paper. Try to achieve the sensation
of plunging into the power of Water and Paint and then you'’ll be able to
paint what you want the way you want it.




CTaHI/ICJIaBB 0 Hiseuna

Jans

M3BecTHbIN LiBeACKnii XyaoxHuk CtaHncnas 3onaas
(www.zoladz.net) n3BecTeH CBOMM UCKITIOYUTENBHBIM
peanvcTM4ecknM NoaxonoM B aKBapeny,
HanoMuHarLWmM nyyiumne padoTbl XyAoXKHUKOB XIX
Beka. OH Monyymn NpecTuXHyo Harpagy KomnaHum
Windsor & Newton un3 pyk lNpuHua Yapnbsa, coBcem
HepaBHoO ero pa6ota nonyyuna Npus 3a MactepcTso
Ha 6ueHHane B LLleHbxeHe, Kutai.

Be1 Bcerga nmucanay akBapeibio? Bamm paGoTsI 10BOIBHO Gosbinne mo pasmepy. Ine Bor
Byayun eme peGeHKOM g HAUYaI IUCATH Gosibmre paGoTaere: B CTYAMH UIH Ha IUICHIpe?
aKBapesbpio. 3aTeM, BO BpeMms obyuenusa B Sl paboTaro u B cryauu, u Ha wienspe. Ha varype s paboraio
MIKOJIE U MT033Ke, B AKQIeMUU XYA0KECTB, ¢ HeGobIIIMY pazMepamu (1o 38x56 cM), B MaCTEpPCKOIl Ha
S TAKKE 3aHAJICA TEXHUKOU Tyaln 60ab1IX hopMaTax.
U KUBONHCHIO MaciaoM. U Bce xe g
IIOCTOSIHHO IIHCAJI AKBAPEJIBIO BO BpeMs Bama sxuBomuce HanoMuHaeT paGorsl Angepca IlopHa.
06ydeHUs, U 110 IPOUIIECTBUN BDEMEHU aKBapeJib CTajla Haxopaure i Bel BAOXHOBEeHHE B HAaCJIeJUU CTAPBIX
JOMUHUPYOLIEH TEXHUKOU B MOEH XyI0KeCTBEHHOM pabore. MacTepoB WiIN Bac BJOXHOBJISIOT TOJIBKO )KUBbIE
BII€YaTICHUS?
Baira >kMBOIIMCH HACTOJIBKO TOYHA, YTO IPOU3BOJHUT Harypa p1a MeHs Bcerza 6bLIa M OCTAETCS BaKHBIM
BII€YaTIE€HNE IIOJHOr0 KOHTPOJst. BbI mbITaeTech 7oGUTHCSA MCTOYHUKOM BJIOXHOBEHUS. MEHs BJOXHOBJISUI MHOTHUE
IIOJIHOTO KOHTPOJIA HaJl BOJOM? XyJOKHUKU U cpegu HUX Angiepc LlopH ¢ ero Bpicovaiinieit
S Bcerja nbITalOCh JOCTUYD OIPENEIECHHOTO KOHTPOJIS B MOECH TEXHUKOI HAIMCAHUS BOJBI.
AKBAPETbHOU KUBOMUCHU. JTO YIAETCS PEJKO U TOITOMY
CTapalChb MUHIMHU3UPOBATH CBOU OLIMOKH. Bama manepa npusnaercs B IlIBenun? A capimar, 9ro

ceiigac B Moje Golee 3KCIIEPUMEHTANbHBIA IOAX0 U
aGcTpakTHASI )KUBOIINChH.

U B IlBenyu, u B apyrux CKAaHIMHABCKUX CTPAHAX S
3aMETIJI PACTYIHII HHTEPEC K AKBAPEJIH.

CKOJIBKO 3aHMMaeT B cpeJHeM paGoTa Hax OJHIM
npousseneHneM? Bol MoskeTe paGoTaTh Ha/i HECKOIBKHMH
CIO’K€TaMH OJHOBPEMEHHO?

He6obimume (popMaThl 1 OKAHYUBAIO B OJJUH IIOJXO/, a
6ompme TpebyIoT 6osbuIe Bpemenu.  Bcerga padoTraio
TOJIBKO HAJ| OJJHUM CIOKETOM.

C. 30JIAO3. MNMnowage Ceatoro Mapka.

S. ZOLADZ. Piazza St. Marco. 28x38 cm.
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C. 30J1AO3. Ckanbl. / S. ZOLADZ. Rocks. 75x105 cm.

Bb1 motb3yeTech MAaCKMPOBOYHOM JKHUTKOCTHIO MIIH
KPOIIUMH KpacKamMu?

Jla, s Mcrosb3yl0 MACKMPOBOYHYIO KUAKOCTD, HO OYEHb
orpaHu4eHHo. YTo KacaeTcs KpOIOIUX KPACOK, S UCIOJIb3YIO
UIX JIUIID KOTAA TpeGyeTca JOOUTHCS ONpeaeIeHHOTOo addexTa,
HaIPUMEP, OTPAKAIONMEN MOBEPXHOCTU BOJBL.

Bl numere e;xegHeBHO?

Jla.

A Bunen Bamm pa6oter. Co3nanocs BnevaTieHue, 9o Ber
HCIIOJIb3yeTe OTPOMHOE KoaudecTBo IBeToB. Kakopnr Bamm
06s13aTeIbHBIE KPACKH, 0€3 KOTOPBIX He oboiiTuch? Kakoii
6pana Ber npeamounTaere?

Moit mo6umslii 6pang Windsor & Newton u pycckue kpacku
n3 Cankr-Ilerep6ypra “besbie Houn”. Mou “o6s3arenbabre”
KPacK¥ — yIbTPaMapyH, yMOpa HaTypaabHasA U a3apUHOBAs

ypIrypHasi.

Kaknmu kucramu Bel noassyerecn?
Kucrsamu ¢pupmer DaVinci.
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Kakos Bamr Be160p Gymaru?
S nonwaylocs 6ymaroit Arches 300 u 640 r/mz.

Ecmu paGoTa He moryunnack, Bel monpoGyere ee
HCIPaBUTH WIN BEIOpOCHTE?

Ecnm ommu6Ky He MCIIPaBUTD, S OTKJIAIBIBAIO PA6OTY I
Ha4YMHAIO 32HOBO.

Bb1 npenojiaeTe akBapebHYIO SKUBONHUCH?
S npenogasan panbiie, cefiuac yxe HeT.

KakoBbI caMble BaKHbIE nmpaBuia aKBapeJII/ICTa?
,ZIC]IaTb Ha6poc1<1/1, YIUTBHCSI HAXOAUTDH NBETOBBIC HIOAHCHI U
IINCAaTh €XKEJTHEBHO.




Stanislaw Zoladz,
Sweden

Did you always paint with watercolors?

Already as a child, | started painting with watercolors. Then, during my
senior school years and later at the Academy of Art, | also added the
techniques of painting with oil and gouache. Yet, the watercolor paint-
ing always remained a constant during my training years and as time
passed, the watercolor painting became the dominant technique in my
artistic work.

Your paintings are so precise that it gives an impression of total
control. Do you attempt to take full control over the water?

| always strive to achieve a certain control over my watercolor painting.
This is rarely possible and therefore, | strive to minimize my mistakes.

Your paintings are quite big. Do you paint more in the studio or on
location?

| work both in the studio and on location. On location, | work with
smaller sizes (up to 38x56 cm) and in the studio with the bigger sizes.

Your paintings resemble the works of Anders Zorn. Do you find
inspiration in the old masters’ heritage or in nature alone?

Nature always was and still is an important source of inspiration to me.
Many artists have inspired me and, among them, Anders Zorn and his
skillful technique when painting water.

Is your style appreciated in Sweden? | heard that it is more up to
date with experimental and abstract painting there?

Both in Sweden and in other Nordic countries, | have noted an increas-
ing interest for watercolor painting.

How long does it take to work on one painting? Can you work on a
few paintings at the same time?

The smaller sizes are finished in one painting session and the bigger
ones need more time. | only work on and with one painting at a time.

ln i* .l 'l.
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Swedish artist Stanislaw Zoladz (www.zoladz.net) is known
for his exclusive realistic approach reminding us of the best
of XIX century artists’ works. He won a prestigious Winsor
& Newton’s Millenium Painting Contest award, which he
received from Prince Charles, and just recently his painting
won The Excellence Prize in Shenzhen Biennial in China.

Do you use masking fluid or opaque paints?

Yes, | use masking fluid but with great restriction. As to opaque
white, | use it when painting to obtain specific effects, such as water
surface, for example.

Do you paint every day?
Yes, | do.

| saw your paintings live. You seem to use a very wide range
of colors. What are your “must haves” in colors which you
couldn’t do without? What is your favourite brand?

My favourite brand is W & N and Russian “Saint-Petersburg”. My
“must haves” are ultramarine, raw umber and alizarin crimson.

What brushes do you use?
| use da Vinci brushes.

What is your paper choice?
| use Arches 300 gm and 640 gm.

If you fail with a painting would you correct it or does it go to
the garbage?
If a mistake cannot be corrected, | put it aside and start up anew.

Do you teach watercolor painting?
| did previously, but not anymore.

What are the most important rules for a watercolor artist?
Sketching, learning how to mix color nuances, and painting every
day.

i1 C. 30J1ALI3. HioGpoBuKkeH.

3@
= S. ZOLADZ. Nybroviken. 56x76 cm.

C. 30JIAAS. MNMpucTaHb.

S. ZOLADZ. Pier. 105x75 cm.







Rum Cenr OHF

Kum CeHr OnHr (BBM, AWS, DF, NWS) pogwuncs
B CuHranype v npodeccroHanbHO 3aHMMaeTCs
akBapernbto ¢ 1985 roga. Konu4vecTtso ero
3acnyr v Harpapg 3aH1MaeT CTpaHuLbl TEKCTA,

OH IBMSAETCS OQHOW U3 CaMbIX YBaXXaeMbIX
duryp B akBapesnbHOM XuBonucu Asuu.

Ber npeacraBigeTe akBapeib
Cunranypa B mupe. merorcs mu
KaKHe-HUOYIb 0COOEHHOCTU B aKBape/In
Cunramypa? IIpuaamiexuT i oHa K
HEKOMY PeruoHaTbHOMY aKBape/IbHOMY
cooGmecTBy?
Sl MHOTO pa3 mpejACTaBIsAI aKBapeIb
CuHrarypa Ha MeKAyHapOAHBIX BbicTaBKax. COITacHEI Apyrue
XYOKHUKY U KPUTUKU CO MHOM MJIM HET, CUHTAITyPCKAst
aKBapeJIb IPEJACTABAAECT OCOOLIN TPOIMYECKUH CBET.
B neiicTBUTENIBHOCTH 3TO CMEIIECHUE TPAAUIINI OPUTAHCKOMN 1
KaIuOPHUNCKOI akBapeau. B Moem cirydae g mpeAnodnTan
HAKJIQ/[bIBATh YUCTBIE CBEKUE IIBETA, CO3/JAIONIME CBETSAIUAC
3¢ PeKT B MOEH KUBOIUCH.

Ber Mormn GBI pacckasaTh, Kak Bel cTanu akBapenucrom?
Emme B MOJIOZOCTH 51 MEYTaJI OBITH XOPOIIUM PUCOBAIBIIUKOM
1 SKUBOIINCIIEM, XOTS MBICJIb OBITH IIPO(ECCHOHATBHBIM
XYJIOXKHUKOM Jia’ke He MPUXO/IIa MHE B roJioBy. Bee moTomy,
YTO MOsI MaMa ObLTa KATETOPUYECKH IPOTUB MOECTO YBJICUCHU.
B pesysbrare s H0JIy4nI HOpMaIbHOE 06pa3oBaHue,

CMEHIJI HECKOJIBKO PAGOYHX MECT, IIPEKAE YeM CTal
poeCcCUOHANBHBIM Xy0KHUKOM B 1985 rozy.

Kro man yro mosiausaio Ha Bac xak XymoxxHuka Gorbie
BCero?

bpuranckuii xynoxuauk Cap YuibMm Paccen ®aunT, Takxke Kak
u JIxxon Cunrep CapkeHT, OKa3al Ha MEHsI caMoe 6O0JIbIIoe
BiausiHUe. MeHs NPUBJIEKIa HEIIPEACKa3yeMOCTh MaTepHUaIa, u
OHA 3aCTaBJIAET MEHS IUCATh IO CEH JCHb.

Korma Bel cTam npogeccHoHaIbHBIM Xy 0XKHUAKOM?
A noceaTwi Bce cBoe BpeMsl JKUBONMCH HaunHas ¢ 1983 roza,
KOTIJIA 51 OCTABII CBOIO PaGOTy ayAHO- U BUJEOCICIIUATINICTA.

Kakoso Bamre oTHomeHne Kk KpuTHKe B HCKyccTse? Uro
ToJie3Hee — HACIaX/JaThCA XOPOIIHMMH CTOPOHAMH HJTH
HaXOAUTh AedeKThbl B IPOU3BeIeHUH?

CJ10Ba KPUTHKU B UCKYCCTBE CyObEKTUBHBI U HE MOTYT
BOCHPUHUMATHCS CEPbE3HO, HAIPUMED, AKBAPEIb HA3bIBAIOT
IIPUEMHBIM PEGEHKOM B UCKYCCTBE WU ITOATOTOBUTEIbHBIM
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3TAIoOM JUIs 60JIbINOI kuBomcH Macaom! Takosa
YeJoBeYeCcKas IIPUPOJia — JIIOJIM BCEI/IA UINYT HETOCTATKI
U [I€HSAT JINIIb JIy9IIE CTOPOHDI, KOT/IA JIEJI0 JOXOJHUT JIO
HCKyCCTBa. B IPOTHBHOM CJlydae MOTyT IOJyMaTh, 4TO
BBI HEJIOCTATOYHO OGPA30BAHDI, YTOOBI BOCXHUINATHCS
HCKyCCTBOM!

Ber MHOTO MyTemecTByeTe. Bol Bcerna numere Ha
oTKpbITOM Bo3ayxe? Kak Bel opranusyere nponecc?
BospIyio yacTh BpeMEH! s IUITY Ha IUIEHAPE, XOTA 5 TaKKe
Iy JTOMA UM B MACTEPCKOil. OGBIYHO 5 BBIOHPAIO MECTO
1 HanGoJIee NHTEPECHYIO YacTh Meif3aka, YTOObI Ha4aTh
HUCATD.

Bb1 MorIu GbI HaliTH pasHHIY B paboTe, CIEeJIaHHOI B
MacTepcKoii ¢ hoTorpacun, u paGoTe C TeM ke CIOKETOM,
HAMCAaHHON C HATYPbI?

Koneuno xe, ecTb orpoMHasi pasHUIA MeK1y PaboTolH,
HAIIMCAHHOW B CTyAUU U ¢ HaTyphl. Koraa sel mumeTe

Ha [IJIEH3pe, Bbl BCE BUAUTE YETKO U ACHO, TOT/A KaK Ha
(ororpadumn, naxe ¢ BHICOKMM paspeleHneM, UMEIOTCH
Ppa3MbIThIE WK JaxKe yepHble obnacTu! S cornacen, uro

5TO ylOO6HO U 6€30I1aCHO MHUCATh B MACTEPCKOH, HO €CTh
OrpaHUYEHHE B OUIYIEHUAX CPEJIbl U HEIIOCPEJCTBEHHOTO
BIIEUATIEHHS OT MECTa, KOTOPOE Bbl IUmIeTe. B MacTepckoii
BbI OTPAaHUYEHbI YETHIPbMA CTeHaMu!

Ects 1u B Bamreii manutpe onpezeieHHbIe BeTa, 6e3
KOTOpBIX BaM mpocTo He 060iiTHCH?

Jla, dpanmysckuii yIbTpaMapuH U CUEHA JKKeHasd — JBa
CaMBbIX BayKHBIX I[BeTa, 6€3 KOTOPIX 5 He Mory!

BbI mob3yeTech MaCKHPYIONIEH JKHIKOCTHIO MIIH
Genunamu B paGore?

S 3a grcTOTY B aKBapesu 1 OYEHb CTPOT K cebe. f uyBcTByIo
BUHY, UCIIOJIb3ysl GeJIrIa, HO C HEJIABHETO BPEeMEH!I
ZOGABJIAIO UX TO TYT, TO TaM, IIOCJIE TOTO KaK YBHJIEJ pabOThI
HEKOTOPBIX MacTepPOB. XOTs BCE PABHO 5 OIPAHNYHBAIO CeO
B X MCIIOJIb30BAHNM, HO JIUISl MACKUPYIOIIEH KUIKOCTH o
HApPYIIy CBOM IIPABHJIA U ITONIPOGYIO B OJivKaiimue jaHm!




-

K. C. OHTI. Ynnua B Katmangy. Henan. / K. S. ONG. Kathmandu Street. Nepal. 53x73 cm. 2012

Be1 MoxeTe chopMyTHpOBaTE BasKHeHINe PaBHIa
aKBapeJIu JUIs ce6sl caMoro?

XpaHUTb TO, UEM AKBApEJb ObLIA BO BpeMeHa bpuranckux
MacTepoB akBapeiu — IPO3PavHOIl U YMCTOI!

Kakumu kuctsamu Bel mone3syerecns?
Winsor & Newton Ne 12 u nau6osiee nosesnoin Ne 10.

BbI cirenuTe 3a COOBITHAMU B MUPe aKBapesn?
S aurTaro )KypHAIbl U3 MHOTUX CTPAH U, B YaCTHOCTH, U3
Coepunennsix Illtaros u Kuras.

Kaxkospl, no Bamemy MHeHHIO, TEHIEHIMHU B aKBapeJId B
Mupe?

AxBapesib 6bUIa OOBSBICHA JJAKe KPUTHUKAMU «IIadePULICH
HCKyCTB2». MHOTHE KOJIEKITHOHEPBI CKEIITUYHO OTHOCATCS
K camoil TexHuKe. OHU JIyMaIOT, UYTO AKBAPEJIb BLIIIBETAECT

U 9TO Gymara Hejoropeunee xocTa. Kak 6u1 To HI 66110,
aKBapesb caMasl PEBHsA TEXHUKA, CYIECTBYIOIAsl C MOMEHTA
3apOSKJACHUS [UBIIN3AINYA. MHOTHE IPOU3BEACHNUS,
BBIITIOJTHEHHBIE B 3TOI TEXHUKE, COXPAHIINCH B My3€sX JIO
Hammx I[Heﬁ B X HepBOHa‘{a}IbHOM BUC.
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S Taxoke xouy cenaTh 3asgBiaeHue o6 akpapean. Cerogus
aKBapeJbHas )KUBOIINCH FOPA3/io IporpeccusHee!
AKBapeJINCTDI CTAHOBATCS OJIMKE JIPYT K JAPYTY.

Taxue MutepHer-caiitsl, kak Facebook, momoraior
AKBAPEJIUCTAM COJIM3UTBCS U IOKA3ATh MUPY CBOU PAGOTHI.
Ha MexyHapogHBIX GMeHHAIe AKBAPETICTHI UMEIOT
BO3MOKHOCTb OOMEHSATBLCS UJEAMU U TIOCMOTPETDH TEXHUKU
JPYT Apyra. ITO OTPOMHBII CKAUOK B Pa3BUTUU AKBAPEIbHOM
SKUBOIIUCH.

Ha3zoBHuTe HECKOIBKO «MOKHO» U «HEeIb35» JIJIsI MOJIOABIX
aKBapeJIuCTOB.

ITucaTh akBape/Ibio — 3HAUUT MUCATh U HE CJABATHCA. TO
camasi CJI0KHas U3 Bcex TexHuk. He Hago mucarn eio kak
macsiom! Hyxken gpyroii nmogxon.

SAUNDERS ,
WATERFORD!

CLASSIC WATERCOLOUR PAFPER




Kim Seng Ong,

Singapore

You represent watercolor of Singapore in the world. Are there any
specific features in Singapore watercolor? Does it belong to a
certain bigger region in watercolor society?

| have represented Singapore on many occasions in international art
exhibitions. | don’t know whether other art critics and artists would
agree with me about the Singapore form of watercolor being the tropical
light source, particularly in its presentation. It is actually a mix of tradi-
tional British and Californian watercolors. In my case | prefer to apply
fresh primary colors, creating a luminous finish on my painting.

How did you become a watercolor artist?

Since | was young | dreamt to be good at drawing and painting,
although to be a full time painter never came into my mind. This is
because my mum was strongly against my childhood aspirations. As
a result | went through the normal education and did a number of jobs
before | became a full time artist in 1985.

Who or what influenced you the most as an artist?

The British artist Sir William Russell Flint was my greatest influence as
well John Singer Sargent. It is the unpredictability of this medium that
attracted me and has kept me painting until this day.

When did you become a full time artist?
| became a full time artist in 1985 after | left my last job as an audio-
visual specialist with a multilateral organization.

Kim Seng Ong (BBM, AWS, DF, NWS) was born in Singapore
and has been a full time artist since 1985. The amount of his
merits and awards takes pages of text. He is one of the most
respected figures in watercolor media in Asia.

What is your attitude to critique of art? What is proper: to enjoy
the good sides or to find the defects of the painting?

The words of critique of art are subjective and cannot be taken seri-
ously. For example, they called watercolors “a stepchild of art” or as
“a preparation for a large scale oil painting”! It is human nature to
look for faults and then to appreciate the good side when it comes
to art. Or else people may think that you are not educated enough to
admire a painting!

You travel a lot. Do you always paint on the spot? How do you

organize the process?

Most of the time | paint on the spot, although | also paint at home or
in my studio. | usually pick a spot | like and select the most interest-
ing part of the scene to start painting.

Can you find differences between a painting made in the studio
with a reference photo and the same subject painted on the
spot?

There is a great difference between painting in the studio and on the
spot, of course. When you are painting “plein air” whatever you see
is clear and sharp whereas with a photograph even with very high
density there are bound to be areas which are not clear and details
blurred or even black! | agree that it is comfortable and safe to paint
in a studio but there are limitations as to the feelings of the environ-
ment and to attaining first hand reference of the place you are paint-
ing. In the studio you are confined to the four walls!

K. C. OHT. J1aviH. Henan. / K. S. ONG. Lane. Nepal. 53x73 cm. 2013
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K. C. OHT. CeswleHHasn BecHa. banu. / K. S. ONG. Holy Spring. Bali. 53x73 cm. 2012

Do you have certain colors in your palette that you can't do
without?

Yes. French ultramarine and burnt sienna are the two most important
colors that | can't do without!

Do you use masking or white opaque color in your painting?

| am a purist and very strict with myself. | felt guilty to use white but
most recently after seeing some masters’ work | felt a little white,
here and there create a better impact on a painting. However | still
restrain myself in using white, but as for masking fluid | will break my
own rules and try it one of these days!

Can you formulate what the most important rules of watercolor
are for yourself?

To achieve what watercolors were when they were painted by British
Masters — that is, to stay transparent and clean!

What brushes do you use?
Winsor & Newton Ne 12, and the most useful, Ne 10.

Do you follow what is happening in watercolor media?
| read magazines from many countries, in particular the United
States and China.

In your opinion, what are the tendencies in watercolor media in
the world?

Watercolor had been regarded by even critics as being “a step child” of
art! Many collectors are skeptical about the medium itself. They always
think they fade, and that the paper is less durable than canvas. How-
ever, watercolor is the oldest medium used since the dawn of civiliza-
tion. Many of the paintings done in the watercolor medium and kept in
museums have lasted to this day in their original form.

| also wish to make a statement on watercolor today. Today the scope
of watercolor painting has become much more advanced! Watercolor-
ists are getting closer to each other. With the use of Facebook, the
internet and websites, the works by watercolorists can be seen all over
the world. The organizing of watercolor biennials by many countries
have gathered international watercolorists together in exchanging ideas
and watching each others’ painting techniques. This is a great leap in
the development of watercolor painting.

Some “dos” and “don’ts” for the young watercolor artists?
Watercolor is to keep painting and never give up. It is the most chal-
lenging of all mediums. Do not paint it the way you paint oils! This is a
different approach.
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Huromaac CI/IMM OHC

HeTpaguumMoHHbIA N MTHHOBaLMOHHbIV
Hukonac CummoHc (www.nicholassim-
MONS.com) BHEC INIOTOK CBEXEro Bo3gyxa

B TEXHWKY akBapenu. ObnagaTenb
MHOro4MCeHHbIX Harpag, Hvkonac nposoanTt
CBOV MacTep-kKfacehbl, NbITassCb yCTAHOBUTb
HOBble CTaHAAPThl B akBapesnu.

A mocmorper Bce Bamu pa6oTsl,
;(OCTyHHbIe B C€TH. KOHC'—IHO, s He MOry
IIOJIyYHTH JKHMBOI'O IPEJICTABICHMS, HO
MHE OHHM HAaIIOMHIIN OaTHK (T€XHUKA
JKHUBOIIMCH BOAHBIMHA KPaCKaMI/I 10
IIeJIKy).
Mos BepcHs TEXHUKU GaTHKA HE
HACTOSAIMI 6ATHK, 2 CKOpee METO/,
KOIUPYIOMUIA 3TOT 3 PekT. S 1061BaIOCH 5TOTO, BEIMBIBAS
KpacKy € HOBEPXHOCTH. Sl He 9acTO MOIb3yIOCh STUM B CBOMX
pabdoTax, HO 3(p(PEeKT MOy IIPEH Ha MACTEP-KIACCAX, U o
00bsicHsT ero Ha cBoeM DVD. OueHnb moIe3HO It JOCTIKEHUST
BBITVIAAAIIINX OpI‘aHI/I‘IeCKI/I TeKCTyp "u y30pOB.

Hrak, naes TeXHUKH — CO3/aTh IPAHULIbI, YTOOBI
SKCIIEPHMEHTHPOBATh B 3aJJaHHBIX PaMKax?

Jla. Pe3yabraT 3aBUCHT OT TOTO, HACKOJBKO BIKHAS / CyXast
JKUBOTIMICH M HACKOJILKO CHJIBHO OHA 3a0PBI3TUBAETCS MU
BBIMBbIBAeTCs. TeXHMKA MOXET ObITh IPUMEHEHA KaK C OOBIYHOI
AKBAPEJIBIO, TAK U C )KUJKUM aKPIIOM.

BeIisaauT Kak KOMIPOMECC MEKTy KOHTPOJIEM H
CIIOHTAaHHOCTBIO. UTo 13 Hux Bam Gamxe?

KoHTpOJIb CHOHTAHHOCTU MOKET OBITH HAVUTyUIIei
XaPaKTEePUCTUKON. 32 HEKOTOPLIMHU UCKIIOYEHUSAMHI, MEHS
O6BI‘{HO HE HpI/IBHCKaeT JKHNBOIINCD, KOTOpaH BBITJTIAANT
YpE3MEPHO KOHTPOJUPYEMOM 1IN BLICYUUTAHHOU. Mue
HPABUTCSI MATEPHUaJl, PAOOTAIOMUIA caM 110 cede, U ACHOCTD,
YTO XyJOXKHUK HCIIOTb30BAJ CBOM MaHC. ITO IPOCTO — OBITH
CIIOHTAHHbLIM B aKBape]II/I B MAJICHBKUX MacmTa6ax, pr/:[Hee B
6ompmmx. 1, Mo kpaliHeil Mepe, IBITAIOCh CO3/JaTh WITIO3UIO
CIIOHTAHHOCTMU.

Muorue 3¢ ¢dextsr B Bamux paéoTax ce1aHbl BOJOMH, HO Ha
BHJIEO 51 3aMETHI, C KaKoil yBepeHHOCThIO Bo1 3TO nemaere.
HnaanyeTe JIN Bbl HPOIICCC B AeTa/IAaX, npeme 9eM Ha4YaThb,
nu C.TIe]IyeTe HaMe'—IeHHOMy l'IyTH 1A BI)I AOBOJIBHO I‘I/IGKI/I Ha
Ka)X0M dTane paGoTsI?

S 06HAPYXKIL, UTO OT XKECTKOTO MPUJIEPKUBAHNS TUIAHA

UM U€U MOXKET IoCTpajsaTh padoTa. Kpacka — ropasno
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JIYIIIIH XYZOKHHK, YeM s, ¥ IOUTHU BCET/ia JieJaeT YTO-TO
60J1€€ THTEPECHOE, YeM 51 MOT Obl npuaymars. Tax uro,
JlaKe KOT/IAa Y MEHs eCThb o6Iras ujes Oy/yieil KapTHHBDI,

s HE IIPOTUB, €CJIN ITPONEeCC IPUHUMACT HeO}KI/IZ[aHHblﬁ
06GOPOT, U s IOJIYYaIO YAOBOJILCTBHIE OT CICOBAHMA 11O
TedeHmo. IMEeHHO 3/ieCh MHTYUIINS 1 BOOOPAKEHUE UTPAIOT
PEIIAIoIIyIO POJIb, @ MATEPHA U XyTOKHUK BBICTYIIAIOT B
TECHOM COprZ[HI/I‘IeCTBe. A IIOAIIMCBHIBAIOCH IO CJIOBAMU
AnbBapo Kacranbera: “MHe He HHTEpECHBI BAIIM 3HAHUS,
MEHS MHTEPECYET Ballla MHTYUIUS — UMECHHO TaM HaXOJANUTCsI
FeHHAIBbHOCTL . Most KoMm(popTHAsA 30HA HA CAMOM JeJIe

HE B TOM, YTOGBI IMETH IIPE/ICTABICHIE, Ky/a 5 1Ty, KaK
My3BIKAHT, KOTOPBII HUMIIDOBU3UPYET, HE MOKET CKa3aTh,
YTO OH CBITpAeT B caeyiomeM Takre. Hajerocs, 94To yactn
3TOTO B036y>I(,Z[eHI/Iﬂ U OINYIIEHUST ONTACHOCTU NPOSIBUTCS B
OKOHYEHHOU paborTe.

JKnaxuit akpuI noka He IPeJCTaB/JIeH NIIPOKO Ha
POcCcHiicKOM pBbIHKE XyI0KeCTBEHHBIX MaTepuanos. Ha
CaMOM J€Ji€ MbI IIOKA IIPOCTO C HUM H€ 3HAKOMBI. OH ueM-
TO OT/IMYAE€TCA OT TPAAHUIINOHHBIX aKBap€JIbHbIX KPAaCOK,
BeJeT ce6da mo-apyromy? Bel canTaere, 9TO 3TO Ta XKe
TeXHHKa aKBapeJId HIH YTO-TO COBEPIIEHHO HOBOE?
MHorue NpuUnUCHBAIOT MHE U300PETEHIE TEPMUHA
“axpunoad aksapesnns’. He g mpuayman 5To BEIpaKeHHE.
Bnepsrle 5 yCIBIIAT €TO OT MOCIETHETO BETUKOTO
aMEepPUKAHCKOTOo akBapesucTa Barbdpena Ténuna (Val-

fred Tholin). 9To NpoCTO AKPWII, pa3BeJEHHBINH BOJON 1
HCIOJIb3YEMBIH B aKBapeIbHON TexHuke. JKuakuit

AKpUJI — MOE IPEJANOUTEHNE, HO MOKHO UCIIOIb30BATh
J06bIe aKkpuaoBbie Kpacku. CylecTByeT 60JIbIIoe
KOJIMYECTBO 3a0JIyKI€HUN, KACAIOMUXCSA 3TOTO MaTepUaa,
B MMpP€ TPaJUIMOHHON akBapeau. B nepsyo ouepeab
3asIBJICHME, YTO UCIOIb30BAHNE AKPUIOBBIX KPACOK
IpeAnoNaraeT UCKIIOUYUTENILHO TACTO3HOE HAIOKEHNE. TO
COBEepIUIEHHO HeBePHO. Bo Bpemsa cBoux gemoncTpanuii s

B IICPBbIC K€ MMHYTBI Pa3BEHYNBAIO dTOT MI/Iq) K 6OJ'II)H_IOMY
YAUBJIEHUIO HAGTIOAIOMUX, TOKA3BIBAsI, YTO AKPUIOBBIE
KPACKU MOTYT ObITh PO3PAYHbI, TOYHO TAK XK€ KaK
TPAaAUIIUOHHDBIC AKBAPECJIbHDBIC — HAK/IAAbIBATHCA ITACTO3HO.
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S ymaBien, HACKOJIBLKO MaJIO XYZOKHIUKOB 3HAIOT 00 3TOM.
CymecTByeT omu6G0IHOE MHEHHE, YTO IHCATDH aKPHIOBBHIMU
KpacKaMu JIerde, OTOMY ITO “HMH MOKHO IPHUKPBITH ONIIOKH”,
HO TaK MOKHO CJIEJIaTh JIIOOBIM MaTePHAIOM, HaKJIa /IbIBast

€TO TOJICTBIM CJT0eM. BoTbIIHCTBO MOUX PAbOT MPO3PAYHEI,
HE3aBMCUMO OT TOTO — HAIlMCAHbI OHU AKPUJIOM WJIN aKBAPEJIBIO.
I1pu BepHOM NPUMEHEHNU AKPUIOBbIE KPACKU HEOTIUIUMbI OT
aKBapeJIbHbIX. 3aueM OHM HYKHbI? CTOMKOCTD: aKBapeIb MOKET
GBITH CMBITA TPU HAMAYMBAHUH, aKPIIOBBIE KPACKH — HET, UTO
II0JIE3HO BO MHOKECTBE CUTyalluil. B 3ToM cMbIcie akpuiosas
SKUBOIIMCH JIAKE CJIOKHEE aKBAPEIbHOM, IIOTOMY UTO, BLICOXHYB,
OCTaeTcs HaBCET/[a, ¥ €€ HEBO3MOKHO YKe “BBIOpATh” KHCTHIO.
Omubxn He fonyckaioTcal B KoHIle KOHIIOB 06€ BEPCHH BOHBIX
KPaCOK UMEIOT CBOM IIPEUMYIIECTBA U HEJJOCTATKU, U [TIO3TOMY S
HCIIOJIB3YIO UX TO-OTAETbHOCTH WU B COUETAHUM.
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Kak BbI BeseTe paGoTy — 3aKkaHIHBaeTe 32 OJHMH CEAHC HIHN
B HECKOJIBKO IOJAX040B?

Ciyuaercs, 4TO HEKOTOPbI€ PaGOTDI U 32 OJUH IIPUEM,
Jpyrue TpeGyIoT CBEKEro B3I U NPUHATHS pemennus. OHu
OTKJIAABLIBAIOTCS, YTOODI OTIEKATHCS, IIOKA 51 HE BCIIOMHIO O
HUX, WIN ke, HA000pOT, 3a0yAy coBceM. MHe HPAaBUTCsI, KaK
Anexc Kanepckuii roBoput 06 a3Tom cocrosinun: “Iloka st
JlyMalo 0 HUX, paboTa elle He 3akoH4YeHa . S Bo3Bpamaiocs k
HUM CIyCTSI JHH, HeJEIU WIH MEeCSIbl, YTOObI OOHAPYKUTD,
YTO HYXXHO CIeJIATh AAJIbIIE, IIX YTOOI IOHSATD, UTO 5 JaKe
HE 3HAI0, YTO C HUMHM He Tak. Kak pesyibraT y MeHs Bcerga
€CTb HECKOJIBKO PabOT Ha PA3IMYHBIX CTALUIX PA3BUTHSL.




Kak Be1 paGoTaeTre Hag naeeii? Bel enaere HaGpocKu min
npenoYnTaeTe rOTOBBIA MaTepHuai?

A penxo nenalo HAOPOCKU U HUKOTA TOHOBBbIE pUCYHKU. S BIIKy
BCe y ce0s B TOJIOBE U 3HAIO, YTO BCE PABHO BCE U3MEHUTCS

BO BpeMsI pa6oTsl. Maen poskaalorcst 1u6o Giaroxapst
BOOOPAXKEHUIO, IN6O OT MAHUIYJIALUN ¢ (POTOrpadUAME, IACTO
U TaK, U TaK.

Bam xyzo2xeCTBEHHBII IOAX0 HACTOJIbKO HOBAaTOPCKUIA,
9TO J1I06as CIIy9aifHOCTh MOXKeT BOCIPUHHMATbHCA KaK
sagymanHas. Ecte 11 HeuTo, uTo BBl HazpIBaeTe “omméKoi”,
u kak Bol 3T0 onpegensere? Bam moaxox mo3soser
KOPPEKTHPOBATh OIIMOKY HUIU HY>KHO HAYHMHATH BCE 3aHOBO?
«OmubKu» He BCErJa TaK YK IIOXH CAMU I10 ce6e, TOJIBKO Te,
YTO HE SIBJISIOTCS 9aCThIO MOETo 3aMbIcia. TyT mossisercs
OYeHb BAXKHBII MOMEHT: OTOITH OT 33 [yMAHHOI'O BO HMs I€To-
TO XOPOILIETOo, U MOXET ObITh Aaxe Jydlnero. f sameTww, 4To 31O
TPYAHEE BCETO IPHUHSATD XyJ0KHUKAM, HO JUISI MEHS 5TO HAYAJIO
IIyTH K HOBBIM TOPU30HTAM U OTKPBITHAM. DTO KaK BbIJeJICHIE
HEe3aIUIAHMPOBAHHON HOTBI B MY3BIKAJIBHOM UMIIPOBU3ALIHH,
KOTOpasi MOKET 3aIlyCTUTh PAa3BUTHE TEMbI B HOBOM
HaIPaBJICHUY, IPEBOCXOASAIIEM IePBOHAYAIBHYIO 3a[YMKY.
Ecu onmm6xu HaCTOIBKO CEPbE3HBI, UTO IPO3SIT PA3PYIIUTD
IIOIIBITKY, 5 IIEPEXO3KY HA CYIePIKCIIEPUMEHTATbHBIN YPOBEHbD,
BO3MOKHOCTbB, OT KOTOPOH $ ITOJIy4aIo yroBosibcTBue. Kpome
TOrO, OGBIYHO S HCIIOJIb3YIO 6E30IIACHBIE TEXHUKH, KOTOPbIE
JIOIIYCKAIOT OMIMGKU, OCOGEHHO TaM, i€ OIBIT Hay I MEHs
0KUJATh X!

O maTtepuarax. Kak Bel npunuin K #CoIb30BaHUIO
xucreii Escoda, geii 6pang Ber npencrasiasere? Ecte

JIi IPUHITUIHATbHAS Pa3HUIA C APYTUMHI KUCTAMEU? Bbr
NnpeAnoYnTaeTe IVIOCKUE WM KPyrible KHCTH?

51 panbiie noepKUBAI APYrUue KUCTH, JOBOJBHO JOPOTue,

n y MEHSA 6LIJII/I ,/:[pyrI/Ie KUCTU paBJII/I‘{HbIX HpOI/I3BOI[HT€JICﬁ
npodeCcCHOHATBLHOTO ypoBHS. S caabiman pasrosopsl o Es-
coda MHOTHE TO/bI, HO TIOIPOGOBA JIETOM IPOIILIOro roja,
KOTZia JaBaa MacTep-kaacc Bo Ppannmu. A MmomeHTaNnbHO
MOJICEI, 2 IIOTOM IOJIyIHJI 3BOHOK OT Pukapsia dckoza, ¢
TOrO MOMEHTA BCE U MOIWIO. fI TOJIBKO UTO BEPHYJICS C Typa
HAa 3aBOJI B Ipuropo/ie bapcenonsl, 1 6bU1 OUEHD BIIEUATICH
MaTepI/IaJIaMI/I n yMCHI/IeM, C KOTOprMI/I HpOI/IBBOﬂHTCH TN
KUCTH. ,Z[eCHTI/IJIeTI/IH TpaI[I/IL[I/Iﬁ BKyHe C TEXHOJIOTUSIMU U
4eJ0BEYeCKUM MacTepcTBOM. KOHUMK KPYyIIBIX KHCTE BHE
KOHKypeHIn! S ncIorb3yio Kpyribie U II0CKue, ¥ MOM
po(eCCUOHATBHBIN HAG0P BKIIOYAET 5 CHHTETUYECKIX
kucreii: Ne 8, 12, 16, 20 — kpyribte u Ne18 miockas. Koneuno,
Y ME€HsI €CTb U BCsA cepus Kpyribix 1410 Barroco, Ha KOTOpBIX
OCHOBBIBAIOTCSI MOM CEPUH, B JIOMOJHEHHE K TOJHON JIIMHUH
mrockux Kolinsky. s moux cepuii g Beioupaio Gold Toray
CpeJHel >KeCTKOCTH 3 UX BBIHOCINBOCTD U BO3MOXKHOCTD
HCIOJB30BAHUS CO BCEMU BUJIAMU BOJAHBIX Kpacok, Kolinsky
A ICIIOJIb3YIO TOJILKO C TPAJUIMOHHON akBapenio. f ysepen,
YTO 9TO CAMbIE JIydIINe KICTH U3 KOTAA-THO0 CACTAHHBIX.

Be1 orpannunBaere cBoio namuTpy? CkoabKko nseToB Ber
ucnoabsyere? Bam 6oJibIle HpaBUTCS CMEIIMBAThL UX Ha
HaJIuTpe WIK OPsMO Ha IOJIOTHE?

Y MeHs HeT CUCTeMbl OTHOCUTEIBHO HaJII/IprI, KOJIM4YECTBA
MJTA HAXOKICHUs [IBETOB U T. . I 0ueHb Masro 3Haio o
IUTMEHTE U Jjake 0 Teopun 1ieTa. Bee, uro s genaio, —
I/IHTyI/ITI/IBHO. MOl"y CKa3aTb, 4TO Imocjae pa6OTbI C MHOTUMU
KpacKaMH, 1 OCTaHOBIIICA Ha da Vinci — 3a10/1ro /1o Toro, Kak
OHM HAa4YaJIN CIIOHCHPOBATH MeHs. M 51 oueHp o6pajjoBacs,
KOI/[d OHU 3aITyCTHJIN CBOIO JIMHHIO SKUIKOTO aKpHIa
(ocHOBaHHYIO HA TATUTPE AKBAPEJIH ), TAK YTO BCSA MOS
paboTa CBsA3aHA C OJHUM OpeHoM. Briciiee XyoxecTBEHHOE
Ka4eCTBO, M1 OHU BHE KOHKYPEHIINH I10 I[eHE.

Bam Be1GOp Gymaru?

O6prano Fabriano 300 r/m ropsuaero
MJTA XOJIOJHOTO IIPECCOBAHMUS,

B PyJIOHAX, YTOOLI HE GBITDH
OTpaHMYEHHBIM Pa3MepaMu.

H. CUMMOHC. Huccay 4.

<

N. SIMMONS. Nissau 4.
100x100 cm. 2008

H.CMMMO HC.J1a Bn gab pege.

N. SIMMONS. La Vida Breve.
150x75 cm. 2006

>




Bul npunum B )KMBONKCH U3 MY3BbIKH.

¥ Bac ecTb aBTOPHUTETBI B )KHUBOIIHCH,
KTO OBUI GBI KaK rypy WIH KaK IeJIb, K
KOTOPOH CTPEMUTECh, HIH KaK HCTOYHHUK
BJOXHOBEHUS?

Panee ynomanyroii Banrndpesn Témmn

ObLI MOUM IIEPBBIM U HaGOJI€€ BAKHBIM
yUuTeNEeM, XOAd9asd SHIUKIOIE NS
aKBapEJIbHBIX TEXHUK U cTUIEeH. OH cpasy
3aCTAaBUJI MEHS [TUCATh HA METPOBOM
pasMepe, Tak 4TO pasMep HUKOT/A HE

ObLI Ui MEHS YCTPAIIAIONUM (DAKTOPOM.
Boamosxno, 90% paboT, c/ieTaHHbIX

TOrAa, OBLIM 110 BOOOpaXKEHUIO, 6e3

BCSKUX ITPEABAPUTEIbHBIX HAOPOCKOB

WJIM IUIAHUPOBAHUS — IIPOCTO
noctuKeHue marepuana. 5 gymaio, st
6bLIO BaYKHO B PA3BUTUM TBOPYECTBA U
npucrnocadbIuBaeMocT. Mue ero oueHb He
xparaeT! (cM. [TocBemenue emy Ha MoeM
6sore — H. Cummonc). Taxxe cribHOE
BJIMSHUE HAa MeHd oKazasa bap6apa Heunc,
YHUCTENHIMN aKBaPEIUCT, KOTOPBIX 5 KOT/ia-
60 ujen. Ee Biugare Ha MUp akBapeu
HEJIOCTATOYHO IIPU3HAHO, HO OHA JIyIIINi
13 HETaTUBHBIX (IIMIIYT CBETIOE HA TEMHOM)
sxuBonucues. Ha mens takixke okasamu
BJIMSIHHE MHOTHUE JIPyTU€ aKBAPEIUCThI, UX
CJIMMIKOM MHOTO, 4TOObI IEPEUNCTATD.
ITocxe Toro xak s “nepedbpan” aKBapesu,

{1 Ha4aJl UHTEPECOBATHCA JPYTUMU
xygoxkaukamu — Capkent, Yuctiep u
CopoJura, Hatrpumep, u npuHTamu Pobepra

Masepsesuta u Maypucuo Jlasancku. 3arem
g 32CBETUJICA HA CIIEHE, YBJIEeYEHHbI
My3bIKOI, 1 BEPHYJICH K UCKYCCTBY MHOTO
set cuycTs. Sl 3makoM ¢ paboTaMu MHOTUX
TON-aKBAPEJIUCTOB, HO MOU JIIOOUMBbIE
XYIO’KHUKM Ha CETO/(Hs — IUIIYIHE MACIOM
Anexc Kanesckuii u JIura Ka6esry.

‘Sqgnature cobetion

NICHOLAS SIMMONS NICHOLAS SIMMONS




Kak BeI oTHOCHTECH K CBOMM rOoTOBBIM paGoTam? Uro Ber
YyBCTByeTe K 3aKOHYEHHOIi paGoTe?

TTHO OBITh OOBEKTUBHBIM, HO S HAYUMJICS OTHOCUTBCS K
HHM C HEKOTOPOI HenpeaB3saTocThio. HexoTopbie paGoTsr
KaK B3PBIB C CAMOT'0 HadaJIa, HO s TEPSIO K HUM UHTEPEC 110
NpoecTBUN BpeMeHu. J[pyrum TpedyeTcst BpeMs, 9TOObI

H. CUMMOHC. LuH XuH 3./ N. SIMMONS. Xin Jin 3.
r r & - ; | ot

S HAYAJI UX HEHUTD. A YYyBCTBYIO, YTO JYy4YIINE T€, KOTOPbIC
Tp(:‘6yI(,)T BEPYy B MO MHCTUHKTDI, ITOKA Hp()()Hp'dIOCb

10 JIZl6I’IpHHTZlM HEYBCPCHHOCTH, 6ZUIZlHCI/IpyI()H_[Hﬁ HaJ
IIPOIIACTBIO. n Korjaa aTo Cp'd6aTLIBZl(‘.‘T, Harpaja ropasao
BbIIIIE, YEM KOI1a p'd6()TZl(:‘IHI) 1o Y‘IC6HIIKY.




Nicholas Simmons,
USA

I have looked through the available paintings of yours on the
internet. Of course | couldn’t get a live impression but they look
like batik technique (I tried something like this long ago when |
took a couple of lessons of painting on silk).

My version of the batik technique isn’t real batik, but rather a method
that mimics the effect. | do it by washing away paint from the surface.
| don’t use it on many paintings, but it has been popular in workshops
and is explained in my DVD. It is very good for obtaining organic-
looking textures and patterns.

So is the idea of the technique to create some borders to experi-
ment within reserved areas?

Yes. Results are dictated by how wet/dry the paint is, and how force-
fully it is sprayed or washed off. The technique can be done with
straight watercolor or acrylic watercolor.

It looks like a compromise between control and spontaneity.

Which of them is closer to you?

Controlled spontaneity might be the best characterization. With some
notable exceptions, I'm not usually attracted to paintings that look
overly controlled or calculated. | like to see the medium working on
its own, and evidence of the artist taking a chance. It's easy to be
spontaneous in watercolor on a small scale, more difficult to be so
on a large scale. In any case, | make an effort to at least create the
illusion of spontaneity.

Lots of effects in your works are made by water, but | saw in
your video your confidence. Do you plan the process in details
before you start and try to follow the route or are you pretty flex-
ible in any stage of your work?

| have found that rigidly adhering to a plan or vision can make the
work suffer. The paint is a much better artist than | am, and almost
always does something more interesting than anything | could invent.
So, while | typically have a general idea of how | want things to look,
I'm quite OK when the painting takes an unexpected turn, and | enjoy
going along for the ride. This is where intuition and imagination come
into most critical play, and the medium and artist truly work in concert.
| subscribe to Alvaro Castagnet’s saying: “I'm not interested in your
knowledge, I'm interested in your intuition. That's where genius
resides.” My “comfort zone” is not really having a clear idea of where
I’'m going, just as a musician who improvises can’t tell you what he’ll
play in the next chorus. Hopefully some of that danger and excitement
comes through in the finished work.

Liquid acrylic paint is not on the Russian market. We actually
don't know it yet. Is it different from the traditional watercolor
paint? Does it behave differently? Do you consider it a tradition-
al watercolor technique or something completely new?

Many people credit me with the term “acrylic watercolor”. | did not coin
the expression, | first heard it from the late, great American watercol-
orist Valfred Tholin. It is simply acrylic paint thinned with water and
used in the watercolor technique. Fluid acrylic paint is my preference,
but any acrylic paint can be used. There exists a lot of ignorance
about this in the traditional watercolor world. Foremost is the notion
that use of acrylic necessarily means opaque application. This is
completely wrong. | do a demonstration in the first minutes of all my
workshops that quickly dispels this myth (to the surprise of onlookers),
showing that acrylic paint can be used with beautiful transparency just
as straight watercolor can be used opaquely. It's amazing to me how

Unconventional and innovative, Nicholas Simmons
(www.nicholassimmons.com) brings a breath of fresh air to
water media techniques. He has received numerous awards.
Nicholas teaches his unique approach in workshops and mas-
ter classes attempting to settle new standards to the traditional
technique of watercolor.
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H. CUMMOHC. Ho4Hble orum.
Jlopa v Tannop.

N. SIMMONS. Nightlights 1.
Lord & Taylor 75x90 cm. 2006

few painters know this basic fact. There is the gross misconception
that using acrylic is easier because “you can cover up mistakes,” but
this can be done with any medium when applied heavily. Most all of
my work is transparent, whether in acrylic or straight watercolor. Prop-
erly done, an acrylic watercolor is indistinguishable from a straight
watercolor. Why use it? Permanence; straight watercolor can move
when rewet, acrylic watercolor does not, which is useful in a variety
of situations. In that sense, acrylic watercolor is actually more difficult
than straight watercolor because once it’s dry, it’s there forever and
can’t be lifted. No mistakes allowed! In the end, both versions of
watercolor have their advantages and disadvantages, and that’s why |
use them, alone or in combination.

How do you work on your painting — do you finish it in one go or
in several approaches?

Some of them happen in one go, others get to a point that requires
fresh eyes and decisions. They get put away in the “curing shed”
while | think about them, or alternatively, forget about them. | like how
Alex Kanevsky talks about this phase: “As far as I'm concerned, I'm
working on them.” | go back to them days, weeks, months later to
find that the next step is obvious, or that | can’t even remember what
| didn’t like before. As a result, | usually have several paintings in vari-
ous stages of development at any given time.




H. CUMMOHC. JleTHu1 BeTep.

N. SIMMONS. Summer Wind. 86x72 cm. 2013

How do you develop an idea? Do you make some sketches or
you prefer to use ready material?

| rarely make sketches and never make value studies. | see it all in my
head, and know things will change during the course of the painting,
anyway. The ideas are either from imagination or manipulation of
photographic references, often both.

Your artistic approach is so innovative that any coincidence
could be taken as acceptable. Do you have some things that you
consider mistakes and how do you determine them? Does your
approach allow you to correct your mistakes or do you have to
start a new painting every time?

“Mistakes” are not always bad things per se, only things that were

not part of my original vision. This brings up a very critical moment in
the process: letting go of a preconceived idea in favor of something
that might be just as good, or even better. | have noticed this is most
difficult for developing artists to accept, but for me it’s the threshold

to new horizons and discoveries. It’s like hitting an unintended note

in musical improvisation, which can propel things in a new direction
superior to the original intention. If the errors are serious enough to
ruin the effort, | then go into super-experimental mode, an opportunity
| relish. Aside from that, occasionally | employ safety mechanisms that
allow for error, especially where experience has taught me to expect it!

About the material. How did you come to use Escoda brushes,
the brand that you represent. Is there any big difference between
those and other brushes? Do you prefer to work with flat or
round ones?

| was endorsing another brush that was a very good value for the
money, and | had other brushes of various brands that were profes-
sional grade. | had been hearing raves about Escodas for years, but
never actually tried one until last summer while giving a workshop in
France. | was instantly hooked, and then | received a phone call from
Ricard Escoda, and things developed from there. I've just returned
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from touring the factory outside of Bar-
celona and was very impressed by the
materials and craftsmanship that goes
into making the brushes. Decades of
tradition coupled with technology and hu-
man skill. The point on the round brushes
is beyond compare. | use rounds and
flats, and my signature set comprises five
synthetics: Ne 8, 12, 16, 20 rounds, and a
Ne18 mottler (1 1/2 inches flat). Of course
| have the entire 1410 Barroco round line
my series is based on, in addition to the
full line of flats, and their line of Reserve
kolinskys. For my series,

| chose the medium stiffness of the Gold
Toray fiber for its endurance and versatil-
ity with all forms of watermedia; | only use
the kolinskys with straight watercolor. I'm
convinced they are the best brush made.

Do you limit your palette? How many
colors do you use? Do you like to mix
them on the palette or do you let them
mix right on the painting?

| have no system regarding palettes, ar-
rangement, number of colors, etc. | know
very little about pigments or even color
theory, everything | do is quite intuitive.

| will say that after using most of the popu-
lar brands of paint, | settled on da Vinci
well before they sponsored me.

And | was delighted when they started
their fluid acrylic line (smartly based on
the watercolor palette), so everything | do
is with one brand. Top artist quality, and
they blow away everyone on price.

Your paper choice?
Usually Fabriano 140 Ib, hot or cold press in rolls so I'm not limited
by size or shape.

You came to painting from music. Did you have someone as an
authority in painting who would be like a guru, or a goal to reach,
or a source of inspiration?

The aforementioned Valfred Tholin was my first and most important
mentor, a walking encyclopedia of watercolor techniques and styles.
He got me painting on 30x40 inches watercolor board from the begin-
ning, so size was never an intimidating factor. Probably 90% of the
paintings | did back then were strictly from imagination without any
drawing or planning, just reacting to the medium.

| think this was important in developing creativity and adaptability.

| miss him dearly (see tribute on my blog)! My next most important
watercolor influence was Barbara Nechis, the purest watercolorist I've
ever seen in terms of truly working in the moment. Her considerable
influence on the watercolor world is not acknowledged nearly enough,
and she is the best negative painter, ever. | was also influenced by
other watercolorists too numerous to mention. After “watercolor over-
load” | started getting interested in other painters, Sargent, Whistler,
and Sorolla, for example, and the prints of Robert Motherwell and
Mauricio Lasansky. | then got burned out on the art scene, aban-
doned it for music, and only returned many years later. I'm familiar
with the work of most of the top watercolorists, but my favorite artists
these days are oil painters Alex Kanevsky and Lita Cabellut.

What is your attitude to your ready works? What do you feel
about a finished work?

It’s difficult to be objective, and I've learned to take a fairly detached
attitude towards it all. Some paintings burst out of the starting gate
but lose my interest over time, others take a while for me to appreci-
ate. | feel best about the ones that required faith in my own instincts
while meandering through the labyrinth of uncertainty, poised on the
precipice of disaster. When it works, the rewards are much greater
than playing by the book.




tovacT T Tamnep

Tomac LWannep (www.thomasschaller.com)
NPU3HaH CambIM apPXUTEKTYPHLIM XYAOXHUKOM

B Mupe. B aTon o6nactu oH 3aBoeBasn Bce
BO3MOXHble Harpafbl. LLlannep — 4neH mHormx
npogheccnoHanbHbIX OpraHn3auuii u ocHoBaTenb
rpynnbl “CeBepo-AmepukaHckme XyaoXXHUKU
AkBapenucTbl”. Cnpoc Ha ero cepuio MmacTep-
KnaccoB “ApxuTeKTypa cBeTa’ MOCTOSAHHO
pacTeT. Ero paboTbl KONNEKLMOHNPYOTCS U
3KCMOHMPYIOTCS BO BCEM MUpE.

Korga Ber Hauanu mucaTh akBapesbio?
Be1 npoGoBanu nucaTh APyruMu
MaTepHuaaaMu?
B ynuBepcureTe st y4mICs MUCATH MACTIOM,
AKPIJIOM, A TAKXKE M3ydal PasInIHbIC
TEXHUKU redaTy. BriepBoie s MO3HaKOMIIICS
C TEXHUKOU aKBaped B apXUTEKTYPHOU
mKkoste. fl usyuas TpagUuIMOHHLIN TOAX0/
TOYHOTO KapPaHAAITHOIO PUCYHKA C HAJTOXKEHNEM HECKOIbKIX
[IPO3PAYHBIX CJTOCB OTMBIBKH AKBAPEJIbIO. DTA TEXHUKA
MHE OYE€HDb ITOJAXOANT, 1 C TECHEHNEM BpeMCHI/I MMEHHO OHa
c(OopMHPOBATIA OCHOBY BCEH MOE aKBapeIbHON PabOTHI.

HackobKo BBI HCIIOJIb3yeTe BOOOpaXkeHne, Korjaa niniere
KOHKPEeTHBIH Mei3ax?

Mou 3aHsATUA UICTOPUYECKON apXUTEKTYPOIl Pa3BUIN BO

MHE€ BOCXUIIICHUE 1 JIIO6OBL K ITIOJTHOCTBIO HpI/II[yMaHHOMy
BOOOpaxaeMoMy MaTepuany. Terepsn, jaske Korga s munry ¢
HATYPBI, g BKJIIOYAIO BOOOPAKaeMbI€ 3JIEMEHTBI, BCILIBIBAIOIIIE
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W3 MAMSITH WIN YUCTBIX SMOIUIA. /[o6aBio, 9To 4acTo s
MUIITY 10 BOOOPAKEHUIO UIH 10 YyBCTBEHHOI MAMSITH.

Kak gacto Bel mumeTre ¢ Hatypnr? Kak wacTo Ber
3aKaHYHBaeTe paboTy C HaTyphl, IpeanodnTaere I Bor
JONHCBIBATE PAOOTY B CTYAHH?

S 6bI cka3an, ITO 5 MUIIY HA IUIEH3PE TPUMEpPHO OT 40

10 50% Bpemenu. MHOTa 1 HAUMHAIO PabOTY C HATYPBI 1
3akaHuUMBaIO B cTynuu. Ho naxke B Tex paborax, KOTOpbIe
HAIIMCAHBI B CTYUH, U KOTOPLIE, KAaK IPABIIIO, GOJIBLIETO
pasmepa, I IOJaraioCh Ha CBOU OIIBIT IUIEHIPA, YTOOLI
SKCIEPUMEHTHPOBATD C IIBETOM, KOMIIO3UIUEH 1
aTMOChepHBIME d(PPEKTAMU.

Kaxor Bamr mo6uMelid pa3Mep aKkBapeIbHON paGoThI?
Mou sT10b1 06619HO 30x45 €M, TOTA KAK JUIS CTYAMITHBIX
PaboOT TUIIMYHLIN pasmep nos-mucta (38x55 cm) mwin mebit
smct (56x76 cm). B mocieanee BpeMst st IPEAIIOYUTAIO
IUCATD HA GOJIBIINX PA3MEPaAX, TAK KAK OHU IIO3BOJISIOT
60see CBOOOHBIN, PACCIAGJIEHHBIH, TOIBIKHBIIH,
HMITPECCUOHUCTUYECKUI TIOAXO0/], YTO OYCHD BOO/YIICBIISCT.

Y Bac ecTb aBTOpUTETHDBIE IMYHOCTH B aKBapeJIbHOMH
JKHUBOIIUCH, KTO 6I;I B/IOXHOBJISI A CJIy}KI/UI HCTOYHHUKOM
3HaHmii Juis Bac?

B aKBapeﬂI/I €CTb MHOTO JII/I‘IHOCTCI‘/JI, IIOBJIMABIINX HA MEHSA.
Cpeau BeINKUX aKBAPETICTOB IPOILIOrO MEHS OCOOEHHO
TporaeTt TépHep cBoeif 3aXBaTHIBAIONIEH AyX aTMOCDEPOI,
Cap/uKeHT — paoCThIO U CBOOOJOM CBOUX PabOT, KaK

U IIOTPSCAIONUX PHCOBAIBLHBIX CIOCOOHOCTENH. OH MOT
PHCOBATH KUCTHIO KAK HUKTO JPYTOii.

T. LWWAJIJIEP. Xpam B Oenbdax. Npeuuns.
T. W. SCHALLER. Temple of Delphi. Greece.
36x56 cm. 2012




T. LWWAJIEP. CtaHuua cnacatenen. MNnsx B BeHeuun.

T. W. SCHALLER. Lifeguard Stations. Venice Beach. 76x107 cm. 2013

Taxxe mens rry6oko Bocxumaet [sxon Cemn Korman, Cupur
Dapeit u P. /1. Yupkepu — BeJIMKUE AaHIIMACKUE TEH3KUCTDI
U apxXUTeKTOPsl, 1 Jasapx Cearo — HEBEPOSITHBIM
KOJIMYeCTBOM MH(OPMAIINHU, KOTOPYIO OH MOT IIePE/aTh
MUHUMQJIBHBIM KOJIHIY€CTBOM Ma3KOB.

ﬁose(b Maiixn lanygn, [lupanesu n amepukanckuii Xpio
Psppuc 66U U3YMUTEIBHBIMU PUCOBATBITUKAMU
XyJOKHUKAMH.

YTo KacaeTcd TeX AKBAPEIUCTOB, KTO MO CYACTBIO BCE €IIe C
Hamu, g Haubosiee TPOHYT padoTamu Pobepra Yaiina, AnbBapo
Kacraubera u Moseda 36yksirda. U etme ecTh MHOKECTBO
MOUX COBPEMEHHHKOB, KOTOPbIE MEHsI BJOXHOBJISIIOT. Hx
KOJIMYECTBO CJIHUIIKOM BEJINKO, HO 5 HA/ICIOCh, YTO OHU U TaK
BCE 3HAIOT.

T. LWANNEP. Xpam Cs. Xpuctogopa. CreHa.
T. W. SCHALLER. St. Christopher’s. Sienai.
30x30 cm. 2012

T. LWAJIJIEP. UtanbsHckoe yTpo. Accucim.
T. W. SCHALLER. Italian Morning. Assisi.
61x46 cm. 2012
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Hacxkonsko, mo-Bamremy, BaxkHo yMeHne pucoBaTh B paGore
aKBapesbIo?

ITOCKOIBKY $1 ITOJIy9IHI apXUTEKTypPHOE 06pa3oBaHue, y

MeHs TIyGOKast TI0OOBb K PUCYHKY U IIPOIECCYy PUCOBAHHS.
Co BpeMeHeM s yXO/IJT JAJIbIIE U JAJIbIIE OT 6a30BOTO
PHCOBaHMS B CBOMX aKBapeJIsx. IlepcrekTusa 1 KOMITO3UITHIS
OTOILIN HA BTOPOH ILTAH, U TEIeph 5 GOJIbIIE PUCYIO KUCTHIO
M BCE€ MEHBbBIIIEC U MECHBbIIIEC I10JIAaralOCh HA HaMe‘{CHHBIﬁ
KapaHJAIIoOM PUCYHOK. Sl cTpeMIIoch K ToMy, YTOGBI B MOUX
paboTax, MIOMHUMO TOYHOCTU U ICHOCTH U300PKEHUS, GBLIO
9TO-TO €IIe.

Kakoe 13 npeayiosxeHHbIX oOTHOIIeHHIT Bam Gonpire
GyIoKe: MICaTh KaXK/bIii IeHb, YTO GbI HU CIyYMIOCH, HIIH
I CaTh TOJIBKO, KOIZla HACTPOEHHE COOTBETCTBYeT?

A cxonen mucaTh MOYTH KaK/IbIH JI€HD, XOTS g CTapaloch

HE OLITh (PAHATUYHBIM. /[€Hb, COBEPIIEHHO CBOOOHEII OT
JKUBOTIFICH, MOXET OBITh HE TAK IUIOX BPEMS OT BPEMEHH, HO
1 JTIOGJIIO MHCATh, 3TO MOSI BTOPAsl HATypa, U, €CJIU s IPOBOXKY
CJINIIKOM MHOT'O BPEMEHH BTN OT MOIbOEPTA, MOKET
MOHA[OOUTHCS HEKOTOPOE BPEMS, UTOOBI CHOBA BOMTH B
puTM™.

Kaxxercs, y Bac nemenkoe ums.
Ecte 11 y Bac Hekoe KyIbTypHOe
OKpY>KeHHe, KOTOpoe GbI BIMSIO Ha
Bac xax xymoxxHuKa?

Xots s u poauics B Amepuxke,

y ME€Hs HeMellKue KopHu. Most

ceMbs rTocemmtachk B Oraiio — Ha
AMEpPUKAHCKOM CpEJJHEM 3amajie —
Cpe,Z[I/I MHOT'MX HEMEIIKNUX SMI/II‘paHTOB
Toro BpeMeHu. fI poc Ha pepme,
MIPOCTOM IEPEBEHCKNUN IMMOIXO]] K
JKN3HU — IIEHHOCTDH yHOpHOI‘O pr,z[a

U1 BBIHOCJIMBOCTU — OKa3aJl Ha MEeHS
3aMeTHOE BJIUSHUE.

Kaxxercsa u Bam BasxabIM n3zéerathb
GeInI U CPEeACTB MACKHPOBAHU B
akBapeIn?

9TO CTPOTro JMIHOE OTHOIIECHHE, HO 5
[IPU3HAIO, YTO XOTS 5 BCET/A CTOSI Ha
NO3UIUU “dMCTON TEXHUKU —
uszberan J060ro UCIOTb30BAHTS
6eINIT, KPOIOIMX KPACOK U
MaCKHPOBAHMS — S OCTAOIII 3TO
CTPOroe OTHOIICHHE 32 IOCIEHIE
rojpl. f 10 cux mop He noaL3yI0CH
pesepBakeM B CBOMX paboTax, He

10 l'IpI/I‘II/IHe YUCTOTHI TEXHUKU, HO
10 l'IpI/I‘II/IHe MOETO Hpe,Z[HO‘ITCHI/Iﬂ
Ma3KOB, C/I€JJAHHDBIX BPYYHYIO.

A nymaro, yTo orpaHmYeHHOE
noGaBieHne GeInI MOKET 100aBUTh
I‘JIY6I/IH])I n yCI/IJII/IT]) BII€UATJICHUEC

OT PabOTBI, TAK YTO 5 TOCTEIICHHO
CTAJI IPUBJIEKATDH OEJIIIA B CBOUX
MOC/IEIHUX paboTax.

51 o6Hapyxui, uTo Bl oueHnn
OTKPBITO 00IaeTeCch ¢ JPYTrUMH
xymoxxaukamu Ha Facebook. Ber
y4HuTECHh YeMy-HHGYAb Y CBOMX
KOJIIer?

A yayces Ha paboTax cBoux
COBPEMEHHUKOB GOJIBIIE, €M MOTY

ckasarb. [TouTu Kaskblil JeHb MHOXKECTBO U3YMUTEIbHBIX
akBapeJsel BoIcTaBasioTcs Ha Facebook, B 61orax
XYJOKHUKOB U IPYTUX COIUAIBHBIX

CeTSIX — BCE 3TO ABJACTCS JUIS MEHS KAKIM-TO Yy/[OM.
XyZOXKHUKI OOBIYHO PaboTaIoT B u3osiuu, a Facebook
OOBEANHILI HAC, CTAT CBOCOOPA3HBIM KIYOOM IT0 MHTEPECaM —
BUPTYAJIbHOU IPMAPKOM M€l M BIOXHOBEHUS. DTO TAKKE
KJIACCHBIH CIIOCO6 Y3HATDH O HOBBIX MaT€PHaIaX U TEXHUKAX,
y3HATh O IPEACTOAMNX BBICTABKAX, KOHKYPCAX, IMyOIMKAIIMAX
u T. 1. IMeeTcs Takke HeKast COpEBHOBATEIBHOCTD MEK/LY
AKBAPEJUCTAMH, KOTOPAs JINIIb BIOXHOB/ISAET Ha JIyUIIIe U
ele Jy4iue paboThl.

T. WWAJIEP. LlemeHTHas dabpuka. BaHkyBep.
T. W. SCHALLER. Concrete Factory. Vancouver.
76x56 cm. 2013
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¥ Bac o4eHb pa3HbIii HOAX0/ B paboTax B
3aBHMCHUMOCTH OT MECTa U CIo’KeTa. Bl mo3Bosisiere
ceGe MHOIZIa 9KCIIEPUMEHTHPOBATH?

S sxcepuMeHTHPYIO 60JI€€e, YeM KOT/a ObI TO

HU 66110. Bee Mo paboTEI coftepKaT HEKoe
ITOBECTBOBAHME, U TO, O UEM 5 PACCKA3BIBAIO, 3TO
Bcerza “ceer”. OTTaJKUBASCH OT 3TOTO, S CTAPAIOCH,
YTOOBI CBET JTIOOOTO BBIGPAHHOIO OOBEKTA CKA3aT
MHE, KaK €T0 JIyqIle HalluCaTh.

C peskumu TeHaMU? bosee Ipo3pavHo U BO3AYIIHO?
B xonoauoi nim Tertoit ramme? Kak TobKo 310
HACTPOEHHE — “TIOBECTBOBAHNE” — HAIIEHO, Cpa3y

K€ CTAHOBUTCS ACEH XY[0KECTBEHHBIHI IOXO/.
Harnpumep, MOXeT GBITh IPETIIOUYTUTEICH
CBOOOJHDIN, MMIIPECCUOHUCTUIHBINA TTOAXO]
ITO-MOKPOMY, 2 MOKET, CTOUT BBIGPATh OCTPBIH,
YIJIOBATBIN, IIOJTHOCTHIO KOHTPOJUPYEMBIA CTUIIb.
Yaire BCEro MCIoNb3yeTcs] COUETAHNE PA3HBIX
IIO/IXO/IOB B OJJHOI paboTe, HO ONPEJIENEHHO O/lHA
N3 TEXHUK 6Y,Z[CT I[OMI/IHI/IpOBaTb.

Kaxkosa gacTbh KOHTpOJIA 1 caydaiHOCTH B Bameit
padGore?

Kak 66110 cKa3aHO paHbIIe, s CKIOHEH CIUTATh,
YTO YCHENIHAs AKBAPEIb COUYETAET B cebe pasHble
oaxo/bl. MHE HpaBUTCA UCIIOIL30BATL B OJHOM
pabdoTe 1 6osIee CTPOrUe TEXHUKH, JaXKe ITHUCHMO
CyXOH KHCTBIO, U1 60JIee paccaableHHbIe, KaKk
IIICBEMO TI0 MOKPOMY, € TaK YacTO OOCYKAA€MBIMHI
“ncuesaromumn’ rpanamu. HecmoTps Ha To uTo
OJHA 3 TEXHUK MOXET I[OMI/IHI/IpOBaTb, MMEHHO
CTENEHD IPEUMYIECTBA OAHON U3 TEXHUK
MOJKET NPUAATH PA6oTe GOIBNIYIO TTyOHHY 1
SMOIIMOHAIBHYIO CILIY.

YTo BAoXHOBWIO Bac K HAMMCAaHUIO KHUT?

Mos neppas kHura “ApXuTeKTypa B akBapean”
ObLTA IIOMBITKOM CBSA3ATH BEJIUKUE TPAUITIN
MPOIIIOrO — OCOGEHHO (PPAHIY3CKOI'0 HCKYCCTBA
1 AHIVIMHACKOM MeN3aKHOM KUBOIIUCHOU

NIKOJIBI — C OGJIACTBIO APXUTEKTYPHOI aKkBapeIbHOI
JKUBOIIMCH HAIIKX JHei. S Hagesicss coxpaHUTb
9THU BEJIUKHE TPAAUIUHN B COBPEMEHHOM KOHTEKCTE
n HpeI[CTaBI/ITL X HOBBIM IIOKOJICHUSIM CTY,[[CHTOB
KaK apXUTEKTYPHOTO, TAK ¥ U300Pa3UTEeIbHOrO
HanpasiaeHnit.  60sICs, 9TO TPAAUIINN U MACTEPCTBO
pucynka n aksapesu XVIII, XIX u magana XX BeKoB OyayT
yTepHHBI B IIOI'OHE 34 HOBBIMU TEXHOJIOTUSIMU.

Mos Bropas xaura “MckyccTBO apXUTEKTYPHOTO PUCYHKA:
BOOOpAKEHHE U TEXHUKA™ ObIIA U3YICHUEM ITOOYKICHMS K
PHCOBAHMIO, K )KUBOMINCH, K TBOpYecTBy. f Bcerna cumrai,
YTO B KOHTEKCTE apXI/ITCKTYpr ]Iy‘{H.IPIe pe3yJILTaTBI MOI‘YT
6])ITI) /IOCTI/IFHYTI)I HpI/I IIOMOIIN pI/ICyHKOB 1 3CKH30B,
CJICTAHHBIX PYKAMH.

Bre apXuUTEKTypsI 51 HAGIIO A, KAKIM CIIOCOG0M PUCYHOK U
JKUBOIIUCH MOl"yT IIOMOYb ITIOHATH CaMOTI'O CC6H, paCHaXHyTb
BCE OKHA CBOEM JIyIIH.

Bs1 npenogaere camu? Eciiu ga, TO 4TO ABIsAETCA HanboIee
Ba’KHBbBIM B achapeJIn, Ha 9TO BbI B r[epBon oqepesz
o0paiaeTre BHUMaHue?

B nacrosmee Bpems g He 3aHIMAIOCh IIPEIIOAABAHMEM Ha
OCTOAHHON ocHoBe. Ho nepuoamyecku ey Kypcol 10
MPAKTUKE U UCTOPUU aKBapean. f auran rexnuu mo scemy
MHPY IIO ICTOPUM APXUTEKTYPHOM aKBAPEIN U cegac
MIPOBOKY MACTEP-KJIACCHI HA IVIEHAPE U B CTyAuU. B nannbIit

T. LWANMEP. Mapk Maguccon Ckeep. Hbto-Mopk.
T. W. SCHALLER. Madison Square Park. NYC.
36x24 cm. 2012

MOMEHT $1 6OJIbIIIE KOHIIEHTPUPYIOCh HA CTYAUMHON paboTe
1 T'OTOBJIIOCH K BLIHYCKY HOBOﬁ KHHUTHU, HOCB?{IJ.[CHHOI‘/JI MOCMY
OIBITY PAGOTBI B TEXHUKE aKBAPEJIH.

Kaxkoii Bam npodeccroHanbHBIH BEIOOP GyMaru, Kpacok,
KHCTeWH?

S mpo6osan MHOTOE, HO B KOHI[E KOHIIOB OCTAHOBIUICS Ha JIBYX
BUJIAX aKBapesIbHOI 6ymaru — Saunders u Arches. Saunders

S IPEANOYHTAIO JUI 6ojIee PACCIabJIeHHOH, aTMOC(pepHO

U IMITPECCUOHUCTHYECKOII xuBonHcH, a Arches juisa 6oee
KOHTpO]II/IpyeM])IX, HpOSpaquIX U MHOTOCJIOMHBIX aKBapeJIeIl/JI.
B 060oux MHEe HpaBUTCS TPydasi IOBEPXHOCTD, IIOCKOJIBKY
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s yBEPEH, 4TO CAMbI€ KPACHBbIE 3ATUBKU IIOTY4aIOTCS IPU
HCIOJIb30BAHUH G0JIee MPaHyINPOBaHHOTO urMenTa. Kpome
TOrO, g BeI6upaio 6ymary 300 r B cydae, KOTja MUIIY HA MOJTHOM
smcre 56x76 cm. Takast rroTHast Gymara, BO3MOXKHO, BOUpaeT
GOJIbIIE IUTMEHTA, HO OHA 60JIE€ BHIHOCIUBASL.

Yro KacaeTcs KUCTEH, 1 IPOGOBaJ MUCATh MHOTUMH, 1

B IIOCJIEJHEE BPEMsI CIIONL3yIo 6enmdby oT Raphael n

Neef, mapouky kpyribix coboeii ot Isabey, nBe kpyrible
cunTetuueckue ot Perla, 6obnryio mockyio Robert Wade u
pasiuunble Meakue ot DaVinci.

3naere i1 BeI 9TO-HIOYAL O PYCCKOM MCKYCCTBE K
XYTOKHUKAX?

S monaraio, yTo HauGoIEE IIIyGOKOE BAMSHUIE HA MOE
XyZJ0’KECTBEHHOE PA3BUTHE OKA3AIN BEJTMKHE XY[OKHIKI
U apXUTEKTOPBI aBaHrapAucThl Havana 1920-1930x rr., B

T. LWWANJEP. MNoHTe ®abpuumnyc. Pum.
T. W. SCHALLER. Ponte Fabricius. Rome.
46x61 cm. 2012

38

gactHOCTH KoHncTanTun Menpaukos u fkos UepHUKOB.
Cuua, JpaMaTU3M U KOMITO3UIUS 9TUX JBYX XyJIOKHUKOB
HeCpaBHEHHA, U KAJKETCS, IO CUX MOP IPOJO/LKAET OKA3bIBATh
BJISIHUE HA MCHS4. I/I XOTs UX paGOTI)I 6bIJII/I COIIAJIbBHO U
IIOJIUTUYECCKU MOTI/IBI/IpOBaHLI, OHU 6I)IJII/I Hepe,[[OBbIMI/I n

He CTaJIU ITbUILIO BEKOB. MHE 1M0BE3JI0 ObITH 00J1ajaTeIeM
(parTacTrueckoit penpoayknun YepHIKOBA, KOTOPAS BUCUT
y M€Hs B KOMHATE, U, €3K€eJHEBHO IIPOXO/(5l MUMO, I IIOJTyJaIO
HaITOMMHAHVE, HACKOJIBKO CUJIbHBIM 1 BHeBpeMeHHbIM MOXET
OBITh IPOU3BEICHUE UCKYCCTBA.

SAUNDERS _
WATERFORD:?

CLASSIC WATERCOLOUR PAPER




Thomas W. Schaller,

When did you start painting with watercolor? Have you ever tried
any other medium?

In University, | studied painting in oil, acrylic, as well as various meth-
ods of printmaking. But it was in architecture school that | first became
drawn to the watercolor medium. | studied in the traditional Beaux-Arts
methods of precise pencil line drawing with the application of layered
washes of transparent watercolor. These techniques have always
resonated with me; and while much has adapted and evolved over the
years, they have formed the basis for all my watercolor artwork since.

How far can you go in imagination when you paint a concrete
landscape?

Also from my studies of historic architectural artwork, | developed a
fascination with and love for more purely fictitious, imaginary subject
matter. Now, even when | paint from life, | will incorporate elements of
pure imagination drawn from memory or pure emotion. In addition, |
often do painting entirely derived from imagination and sense memory.

How often do you paint on location? Do you often complete your
work by painting life or do you prefer to finish the painting in a
studio?

| would say that | paint on location about 40 to 50% of the time. Some-

times | will begin a piece on location, and then complete it in the studio.

The rest of my work is studio-driven. But even for these pieces, which
tend to be larger, | call upon my experiences in plein-air, or site work,
to experiment with color, composition, and atmospheric effect.

What is your favorite size of a watercolor painting?

My on-site work tends to be about 12x18 inches, while my studio work
is typically half-sheets at 15x22 or full sheets at 22x30 inches. | sup-
pose that these days, | most enjoy doing the larger pieces since they
allow for a more free, more loose and kinetic, impressionistic approach
that is quite exhilarating.

Do you have some authorities in watercolor who would be a
source of knowledge and inspiration for you?

My influences in watercolor are many. Among the great watercolorists
and of the past, | am most moved by Turner — for his breath-taking
atmospherics, Sargent for the joy and freedom evidenced in his work,
as well as his extraordinary draftsmanship abilities. He could draw
with a brush like no other.

| also deeply admire John Sell Cotman, Cyril Farey, and F. G. Widg-
ery, great English landscape and architectural painters; and Edward
Seago for the incredible amount of information he could convey while
employing the least amount of brush strokes. Joseph Michael Gandy,
Piranesi, and the American Hugh Ferriss were all astounding drafts-
men, visionaries, and artists.

Of those watercolorist masters who are happily still with us, | am most
moved by the work of Robert Wade, Alvaro Castagnet, and Joseph
Zbukvic.

And then there are a score of my contemporaries from whom | derive
great inspiration. Their numbers are too great to list, but | hope they all
know who they are.

What is your opinion on the importance of drawing basics in
watercolor painting?

Having come up as an architect and architectural artist trained in the
Beaux-Arts techniques of draftsmanship, | have a profound love of

Thomas W. Schaller (www.thomasschaller.com) has long been
considered one of the foremost architectural artists in the
world. In the field, he has won every major award for his art-
work. Mr. Schaller is a member of many professional organiza-
tions and is a founding member of the group known as North
American Watercolor Artists. He is increasingly in demand in-
ternationally to conduct his watercolor workshop series, “The
Architecture of Light”. His artwork is collected and exhibited
around the world.

drawing, and the drawing process. The great Beaux-Arts masters such

as Etienne Louis Boullee and Claude Nicholas LeDoux produced lu-
minous ink wash and transparent watercolors which were essentially
“hung” from a framework of exquisite line drawings.

That said, over time | have moved further and further way from base
drawings in my watercolor work. Perspective and composition have
become somewhat second nature and so nowadays, | try to “draw”
more and more with the paint brush and to rely less and less on pencil
base drawings. | also attempt to imply much more in my paintings
rather than explicitly state.

What attitude would be yours: to paint everyday no matter what
happens, or, that the artist should paint when he is in a right
mood for painting?

| tend to paint mostly everyday, although | try not to be too rigid about
this. A day completely off from painting now and again can be a
good thing, but | love to paint, it is second nature to me, and if | spend
too much time away from the easel, it can take some time to find my
rhythm again.

You seem to have a German name. Is there some specific cul-
tural background that would influence you as an artist?

While | was born in America, | am from a German heritage. My family
settled in Ohio in America’s midwest among many other German
immigrants of that period. | was raised on a farm and so my cultural
heritage and influences are more those of an approach to life based
on a somewhat simple rural background: the value of hard work and
persistence being foremost among these.

Is there any importance of keeping watercolor technique pure,
avoiding any masking or whites?

This is a strictly personal preference, but | confess that while | used to
be quite a purist eschewing any use whatsoever of white, opaques, or
masking | have loosened my opinions over the years. | still do not use
any masking within the body of a painting, not for reasons of purity
but because | prefer the hand struck lines and shapes only evident
when not impeded by masking. | think the limited use of white or other
opagues can actually add depth and enhance the appearance of a
work otherwise completely transparent in nature, so | have slowly
incorporated them into my work of late.

| realized that you are very openly communicating with other art-
ists on FB. Do you still learn something from your art-fellows?
From the work of my contemporaries, | learn more than | can say.
The almost daily barrage of astounding watercolor work posted on
Facebook, artists’ blogs, and other social media outlets has been
nothing short of a miracle to me and many others. As artists, we tend
to work a lot in isolation, and the postings and interaction afforded by
Facebook for example have been a great way for artists to form a sort
of intimate, global community — a virtual marketplace of ideas and in-
spiration. It is also a great way to learn of new media and techniques,
and find out about upcoming exhibitions, competitions, publications,
etc.

There is also a sort of good-natured challenging, and competition that
occurs between watercolor artists online that can only encourage one
to produce better and better work.




T. LUATIJIEP. KoponeBckuii nonymecsy,. 53a.
T. W. SCHALLER. Royal Crescent. Bath. 56x76 cm. 2012

The approach of your paintings is very different depending on
the place or subject. Do you indulge yourself in experimenting
with technique sometimes?

| do experiment a great deal more than ever before. All artwork has
a type of narrative and the story of all my work is “light”. From this
springboard, | try to allow the light of any given subject matter tell me
how it wants to be depicted in strong shade and shadow? more dif-
fusely and atmospherically? in warm hues or cool? Once this mood
of the story is decided upon, the technical approach to the painting is
dictated. For example a loose, impressionistic, wet-in-wet approach
may be more appropriate, or a more definitive, edge-based and con-
trolled approach may be called for. Most often, there is a combination
of these and other approaches within the same work, but typically, one
technique will dominate.

What is the part of control and of letting it flow in your painting
process?

As stated above | tend to think that the strongest, most successful
watercolors are those that employ a range of watercolor applications
within a single work. | like to have examples of more controlled, even
dry-brush work, as well as much more loose, wet-in-wet techniques,
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and those much discussed “lost and found” edges, appear together in
a single work. While one technique may be the dominant in any given
work, it is the range of these techniques which can give a painting
great depth and emotional power.

What made you write your books?

My first book, “Architecture in Watercolor” was an attempt to link the
great traditions of the past especially the French Beaux-Arts and the
more English-based landscape painting school to the emerging field
of architectural painting in watercolor of the present day.

| had hoped to try to keep these grand traditions alive in a modern
context, and to introduce them to a new generation of students and
practitioners of both fine arts and architectural arts.

It was my fear that the great traditions and skills in drawing and water-
color of the 18th, 19th, and early 20th centuries were becoming lost in
the onslaught of modern technologies.

My second book “The Art of Architectural Drawing: Imagination and
Technique” was an examination of the impulse to draw to paint to
create hand-done works of art, and it was and is my fervent belief that
in an architectural context better design can result from the practice of
these hand-done skills.




Beyond the field of architecture, | looked at the way in which drawing Do you know something about Russian art and artists?

and painting can illuminate our own natures, can afford us all windows | suppose that the most profound influences on my artistic develop-

into our true selves, and in ways that nothing else can. ment from Russian artists have been from the great avant-garde art-
ist/architects of the 1920’s and 1930’s; primarily Konstantin Melnikov

Do you teach? If you do, what is the most important in watercolor and lakov Chernikov. The power, drama, and compositional wizardly

painting that you stress on? of these two artists is incomparable and seems as moving to me to-

| do not now teach on a regular basis. But | have and continue to con-  day as ever. Though their work was socially and politically motivated

duct occasional workshops and lectures on both the practice and the and charged, as artwork it has endured, as forward-thinking as ever

history of watercolor. | have lectured extensively around the world on and not to be consigned to the dusty files of time.

the history of architectural watercolor and | do now give workshops in | am fortunate enough to have a fantastic Cherikov print hanging in

both plein air and studio-based watercolor. At present, | am concentrat- my livingroom, and as | pass by it daily, | am reminded of how time-

ing more on studio work and preparing for a new book based more on  less and powerful a work of art can be.

my efforts in watercolor in the field of fine art.

What is your professional choice of paper? Colors? Brushes?

| try many, but ultimately, | have currently settled on two primary types
of watercolor paper; Saunders and Arches. | prefer the Saunders for
more loose, atmospheric and impressionistic work; and the Arches for
more controlled, purely transparent and layered watercolors. In both,

| prefer the rough surface as | believe it affords the most beautiful
washes when using more granulated pigments. And | prefer the 300 Ib
surface in each case when using regular 22x30 inch full sheets. This
thicker paper can absorb a bit too much pigment at times, but is more
durable, buckles less, and has a deeper tooth than the thinner stock.
For brushes, again, | try many, but my preferred brushes of late are a
series of squirrel mops by Raphael, and Neef, a couple of sable rounds
by Isabey, two Escoda round synthetics by Perla, a large Robert Wade
flat, and various smaller composite rounds by da Vinci.

T. LWANJIEP. Tem3a. JIoHOoH. / T. W. SCHALLER. The Thames. London. 56x76 cm. 2012
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BurTopusa HpI/IHI elbKO

Hemeukas xygoxHuua Buktopus MNMpuwenbko
(www.prischedko.de) pa3Buna cBow CO6CTBEHHbIN
y3HaBaeMblIi CTUIb B akBapenu. OHa ABnseTcs YneHoM
MHOTMX aKBapesbHbIX Y Xy[OXECTBEHHbIX O6LLECTB B
EBpone. Ee yacTo npurnaliatoT B XIOpW NPECTUMXKHbIX
akBapernbHbIX KOHKYpcoB. MaTtepuarnbl 0 Hel Ny6vKyoT B
XyOOXECTBEHHbIX XypHanax. Takke oHa U3BecTHa CBOeN
npenofaBaTenbCKov AeATENbHOCTbIO.

Texnuka aksapenau — Bam nepsbri
BBIOOP?
Jla, a1 HaunHaIa C aKBaApeJIH elle B
JIETCKOM XyZ0KE€CTBEHHOI MKoJe (KakK,
HaBepHOe, BCE€, KTO HAYMHAJI y‘II/ITbCH
pHCOBaTh), HOTOM ke B AKajeMuu
HEKOTOPOE BPeMsI IHCAJIa MACJIOM, &
elre yepe3 Kakoe-TO BpeMs Ipobosaa
akpu. Bee 3T0, 6€3yC/IOBHO, JAJIO OIBIT, HO BCE e
BEPHYJIACh K AKBAPEIU U CEYac MUIIy TPaKTUIECKH TONBKO B
aTol TexHuke. HaBepHoe, KasK/IbIil BLIGUPAET CBOIO TEXHMUKY,

KOTOpasi COOTBETCTBYET €ro XapaKTepy, B KOTOPOI MOXKHO
YyBCTBOBATH C€0A CBOOOJHO U €CTECCTBEHHO.

OTkyna npoucxoaut Bamre ayBcTBO aGcTpakmum?
ITonarao, 3T0 06pa3 mpmuieHus. Co BpeMeHeM MEHSIETCST
BOCHPUSTHE U TOTPEGHOCTD B PealbHOM Iepejaye
JEUCTBUTENILHOCTH, IOCTEIIEHHO MIEPEXOJUT B XKEJTaHUE
6OJIbIIIE TPOSIBUTE CBOE OTHOIIEHUE K HEH. YiKe He TAKIM
I/IHTepeCHLIM KaXXeTCI TOYHOCTDb U HpaBI/I]IbHOCTI) nepe,z[aqn
JeTaneil, KOHKPETHOCTD IpeAMeToB. CMEeIaloTCs aKIEHThI.
bpocaercs B m1aza Bce 60JIbIIE HE CaM IIPEAMET, & €TO

TEHb WIN 9aCTh KOHTYpa. OUeHDb BAKHBIM SBJISIETCS JUIS
MeHsI CBET WU, CKopee, cBeuenue. M 3aech, MHE KaskeTcs,
aKBapeJb KaK TEXHUKA IIPOABJIAETCA BO BCel cBoei
IOJHOTE. B KOHEWHOM UTOTE 3TO MPUBOAUT K OTAAJIEHUIO OT
“peanbrHoCTH.

Bl mameTe 10BoIbHO ApKuMH KpackamMu. dTo Ber
MOJKeTe CKa3aTh 0 CBOell maaurpe?

Jla, 1ist MeHst BAXKHO, YTOOBI IIBET uMes “Bec”.

CrereHb HACBIEHHOCTH I[BETA HECET B cebe HOJIbIoe
3MOIMOHAIbHOE 3HaueHue. Celuac Juisi MEHsI cCaM MOTHUB He
UrpaeT OCHOBHOU posn. IltaBHOE €ro BbhIpakeHue — B IIBETE.
Kax 661 MBI ycep/IHO He U3yJaii TEOPUIO IBETA, BCE PABHO
TOHKOCTH IIBETOBOH MAJIUTPHI HE OOBACHUTD JIOTUKON. TO
IIPOUCXOJUT I7I€-TO IIyGOKO Ha IOJCO3HATEIHHOM YPOBHE.

KakoBo MecTo BooGpakenus B Bamreii paGore?
Boob6paxkenue... OTPBIB OT peaTbHOCTH WIN CaMa
PeaTbHOCTE? TO OCHOBA BeeMmy. UTo ObLIO ObI 6€3 HETO?
MI/Ip 6LI CTaJ COBCEM HeI/IHTepeCHbIM.

BeI cTyaMiTHBI Xyq0KHHUK WIM IPEIIIOYHTaeTe paboTaTh
Ha HaType?

Panbme s paboTasa B OCHOBHOM HA IUIEHAPE, A cefvac
TOJBKO B MacTepckoit. [lo muorum npuyunam:

— 51 M0G0 60bIIe GOPMATEI, A TO HE OYEHD IPAKTUIHO,
€CJIM HAaXOJUIILCS HA YIUIE;

— B TEXHUKE I10 CI)IpOMy JIy‘IIJ_Ie pa6OTaTb B IIOMCICHNU,;

— HE XOUETCs CJIUMKOM 3aBUCETh OT HATYPDI;

— HO caMOe€ IJIAaBHOE — 3TO KOHIIEHTpanus. MHe XxouyeTcs
GoJIbIIIe YUTH B €651, U 3TO MHOT/IA HE TAK-TO MIPOCTO.

B. MPULLUEOBKO. Ctapas ynoyka.
V. PRISCHEDKO. Old Street. 56x36 cm. 2010




Bb1 3akanunBaeTe NPOU3BE/I€HHE 32 OJJUH Pa3 WK MOKETe
OTJIOXKHTBH, YTOOBI BEPHYTLCS K HEMY ITO3Ke?

Sl gacTo BO3BpamaIoch K paboTaM yepes Kakoe-TO BPeMs, HO
TOJILKO, YTOOBI IOTTOJTHUTD AKIIEHTEI M, MOKET OBITD, U3MEHHUTD
KaKMe-TO HIOAHChI. B TeXHMKe 110 MOKPOMY IepenuchbIBAHUE
GOILINON YaCTH PAGOTEI, KaK IPABUJIO, HUIYETO HE JIAET, TOTOMY
YTO I[BET TEPSAET CBOIO CBEKECTh. IloaTomy g cTapaioch cpasy
C/leIaTh BCE, UTO MHE KasKETCS HYKHBIM.

EcTb it pazHANa B Xy10KeCTBEHHOM )KM3HH YKPaHHbI X
Tepmanun, rae Bol ceiiuac xxuBere?

ITO, KOHEYHO e, HETPOCTOI BOMPOC, M OTBETUTD HA HETO

B JIBYX CTOBax HEBO3MOKHO. Ho ecst roBopuTh 09eHb
06OOIIEHHO, TO Pa3HUIlA, KOHEYHO, ecThb. S sK1By yxke 601ee
20 et B [epMaHUH 1 TO3TOMY HE OYEHD XOPOIIO 3HATO
COBPEMEHHYIO Xy0KeCTBEHHYIO JKU3HDb YKpauHbl. Ho gymaro,
YTO OHO U3 PA3THMYUI COCTOUT B TOM, UTO 3/1eCh, B lepmannn,
HET OHOTO JOMHHHUPYIOIETO CTH/IA B xxuBonuch. [Ipaso

Ha CyIecTBOBaHHE MMeET MpaKTHIecKku Bee. [1aBHOe, MHE
Ka)KeTCs, He TOTEPATHCS CPEJIM STOTO Pa3HOOOpa3nsd, a HaUTH
CBOIO COGCTBEHHYIO (POPMY BBIPAKECHUS U OBITH Y3HABACMBIM.
A HaCKOJIBKO 3TO OYIET UMETD YCIIEX, IIOKaKET BPeMs.

BeI MoKkeTe AaTh Ha3BaHUE CBOEMY CTHIIO?
Her, He Mory. 9T0 He peaju3M 1, KOHEYHO Ke, He abCTPaKIHs.
Yro-to cpexnee.

Kakmne rexauku Bol Goble Bcero npuMensere B padore?
S paboTaro B TeXHUKE ITO MOKPOMY. ITO GOJIbIIE BCETO, KaK MHE
KaKETCs, COOTBETCTBYET MOEMY BOCIPUATUIO MUupa. B aToit

43

TEeXHUKE OOJIbIIE CIOHTAHHOCTU, OHA O0JIee SMOIMOHAIbHA
M ACCOIMATUBHA, YEM JIOTUYHA.

BeI ncrionb3yeTe Kakue-HHGOYIb HEOGBIYHBIE METOABI K
MaTepHuaIbI?

S He MCIOIB3yI0 HUKAKHUX JOMOJHUTETBHBIX MATEPUATIOB.
TOJILKO IIUTMEHTBI U BO}Iy.

Yro Bel noKka3pIBaeTe Ha CBOMX MacTep-KjIaccax?

Kax npasuio, Ha MacTep-K1acc KaK/Iblii pa3 IPpUXOJUT KaKas-
TO YaCTh COBEPUIEHHO HOBBIX JIOJIEH, KOTOPBIX f €Ilie He
3Ha10. 1 moaTOMY, KOHEUHO, 1 HAUMHAIO C TEXHUKU U KAKHIX-
TO COBEPIIEHHO NPOCTHIX Bemeil. Hy a B mpornecce obmenus
MIOCTENIEHHO OINpeleIsIeT sl HallpaBJIeHne pasrosopa. Iyt
GOJIBIIYIO POJIb UT'PAET TOTOBHOCTD MIOHUMATD JIPYT JIPyTa.
Benp 32 BpeMs OT ABYX IO IATH JHEH HEBO3MOXKHO HAYIHUTH
HI/I‘{eMy KOHerTHOMy, HO MOXHO BJOXHOBHUTDH HAa HOBbIE
MIOMCKH U 3KCIIEPUMEHTHI. Sl Bcera cTapaioch MoMoYb
K2)XXJIOMY HE IPOCTO HAYUYUThCS KOIMMPOBATH TEXHUKY, &
HAWTH CBOE HAIIPaBJICHUE.

KaxoBsl Bamu npeanouyrennsa B 6ymare, Kpackax,
KHCTSX?

S pabotaio Bcerga Ha 6ymare 600 r. DTo 19 MEHS OUEHD
BaxxHO. [IpeamounTaio mapkun Hahnemuehle wmu Fab-
riano. ®opmar — MmuHIMYM 76x56 cM 1 Goubire. TexHuka
10 MOKPOMY IPEAIIONIArAET, YTO PabOTa JOIKHA ObITH
IpPaKTUYECKU 3aKOHUYEHA, ITOKa Gymara eIe BIaKHas.
IToaToMYy 51 HCITONIB3YIO GOIBIINE MO Pa3MeEPy KUCTH MAPKH
da Vinci ¢ TOHKMM KOHYHUKOM, KOTOPBIMH BO3MOKHO
HOKprBaTb 6OJIBIJ_II/IC IIOIAaA 1 O,[[HOBpeMeHHO
npopaGaThIBATh MEJIKHE JCTAIH.

Kro 6onbmre Bcero noenust Ha Bac B uckyccrse?

He Mory KOHKpETHO CKa3aTh, KTO Ha MEHS M3 AKBAPEJIHCTOB
noBINsI 607b11e Bero. CKopee BCEro, BIUSHIE Ha MEHS
OKa3bIBAIOT pa6OTbI, BBIITIOJITHCHHBIC B ,Z[pyI‘I/IX TEXHHKAX,
VTN )K€ COBEPIIEHHO JIPyrue BUABI NCKyccTBa. Ecm aTo-To
yBI/I}IeHHOe B,z[pyr l'IOHpa,BI/IJIOCb7 TO OHO BbI3bIBAE€T paSHbIC
acconuanuu, ¥ 3TO B CBOIO OUYepe/ib HATAIKIBAET HA HOBBIE
UJeN U IPOJABUTAET B COOCTBEHHOM passuTuu. S gymaro,
BCE 3TO He CIYJaifHO, M BHUMaHUE KOHIEHTPUPYETCS yKe
ABTOMATHYECKU HA TEX BEIAX, O KOTOPBIX CaM JyMaeIb
JIoJIroe BpeMs, 1 He Haxoaumb pemenus. [TosToMmy B pasHble
MEePUO/IBI JKU3HU HPABATCSA COBEPIICHHO PA3HBIE BEIIH.

Kak Ha Xy#0)KHHKa BIUsIeT y9acTHe B KOHKypcax U
BBICTaBKax?

Bce aTo, KOHEuHO, OKa3bIBaeT GoJbloe BausHue. Mue
KXXETCs, HY)KHO JUI ce6s1 HAliTH HEKOe paBHOBECHE
MESKTy KOTMIECTBOM BBICTABOK U ITOBCEIHEBHOIT paboTOI
B MacTepcKoil. Ecm cIMmKoM MHOTO BBICTABOK, TO
HAYUHACTCA OpI/IeHTaI_II/IH HA BHECUTHUEC CljaKTOpr7
YBEJIMYUBAETCS 3aBUCUMOCTE OT OKPYKAIOIUX, OT UX
MHeHUs. ECI CIMIKOM MaIo — TepsAenbcsl B CAMOKOIIAHIH.
Jlig pa3BuTHSA, @ TAKXKE YTOOBI UyBCTBOBATD CE0S
KOM(OPTHO, HY)KHO HANTH CBOE JIMYHOE PABHOBECHE.

BaMm HpaBHUTCS TeIUTHCSA CBOMMH 3HAHUSMH X METOXaMM?
Henbas Bce BEIpasuTh croBaMu. Eciu g ayBcTByIO ce6st

C KEM-TO Ha OJIHOI BOJTHE U 3TO IPUHOCHUT KaKHE-TO
Pe3yIbTaThl — TO Ja.

B. MPULLUELOBLKO. MopTper.
V. PRISCHEDKO. Portrait. 56x76 cm. 2010




. MPVWWEAOBKO. Annes. / V. PRISCHEDKO. Allee. 76x56 cm. 2010




Viktoria Prischedko,
Germany

German artist Viktoria Prischedko (www.prischedko.de) has

developed her own well-recognized style of watercolor painting.
She is a member of many watercolor societies and artist commu-
nities in Europe and is often invited to be a judge in prestigious
watercolor contests. She has many publications in Art magazines

and is famous as a good watercolor instructor.

Was the watercolor media your first choice?

Yes, | started to paint in watercolor while attending a children’s art
school (as, perhaps, all of us starting to learn how to draw did). Later,

in the Academy, | painted in oils for a while, and after that tried working
with acrylic paints. Surely it was good experience, but still | went back
to watercolors and now it is almost the only medium in my use. Perhaps
everyone chooses the technique that corresponds to one’s tempera-
ment and which lets one feel free and natural.

Where has your sense of abstraction come from?

Probably it is the way of thinking. Eventually perception changes and
the original necessity to capture reality slowly merges into the desire to
show one’s one attitude to reality. The accuracy and correct depiction
of details and objects doesn’t interest me that much. Priorities shift. Not
the object itself, but its shadow or a part of its outline does catch your
eye. For me, the light, or rather, the glow is very important. And here
watercolor as a technique comes up to show itself at full length. Such
attitude leads to some estrangement from reality after all.

Your colors are quite saturated. What can you say about your
palette?

Yes, | like colours to have “weight”. The very level of color saturation
has a deep emotional meaning. Now the moitif | paint is not that signifi-
cant for me. Expressing it with colour is the most important thing. We
may study color theory in the most careful way but still all the nuances
of a palette cannot be logically explained. They are perceived in deep
subconscious.

What is the place of imagination in your work?
Imagination... Is it a deviation of reality or reality itself? It's fundamental.
What would be without it? The world would be dull.

Are you a studio artist or do you prefer to work on the spot?

| used to work en plein air, but now | do it only in the studio. There are
many reasons for that: | prefer imperial size which is not very practical
to work with outdoors, it’s better to work in “wet” technique indoors, and
| don’t want to be stuck to nature, but the main reason is concentration.
| want to sink deep inside myself and that isn’t that easy sometimes.

Do you finish your painting in one session or might you put it
aside and come back later?

I'm quite often back to my paintings in a while, but only to enhance
some details or maybe change some nuances. In “wet” technique, re-
painting of a large fragment does not bring any good to watercolor as
color loses its freshness. That is why | try to do everything that seems
important to me at once.

What is the difference between the art life of Ukraine and of Ger-
many where you live now?

It is certainly not an easy question and it is impossible to answer it just
in brief. But generally speaking, the difference exists, that is for sure.

| have been living more than 20 years in Germany and can'’t say | know
art life in Ukraine well. But it seems that the main difference is that here
there is no one dominating art style in painting. Almost everything might
exist. And it is important not to be lost among this diversity, but to find
one’s own way of expression and to become recognizable. And time will
prove whether that would turn out to be successful.
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Could you find a name for your style?
No, | can’t. It is not realistic and certainly not abstract. Something in
between.

Which techniques do you use the most in your work?

| work in “wet” technique. It seems to coincide with my world percep-
tion. There is more spontaneity in this technique and it appeals more
to emotion and associations than to logic.

Do you use some unusual materials and methods?
No extra materials or media. Just pigments and water.

What do you demonstrate in your master-classes?

Among those who take my workshop there are always some people
whom | don’t know at all. And that is why | start with the simplest
things, of course. But the longer we are in contact the more special
the talk is. The readiness to understand each other is very important
in this process. There is no way to teach something substantial in a
few days, but it is possible to inspire new approaches and experi-
ments. | always try to help everyone who comes not just to copy the
technique but to attempt to find one’s own direction.

What are your preferences in paper, colors and brushes?

| always paint on 600 gm paper. It is crucial for me. My favourites
are Hahnemuehle and Fabriano. Size from 76x56 cm and on. “Wet”
watercolor should be completed while the paper is still drying up.
That’s why | use large pointed da Vinci brushes which are good for
both covering the large areas and for working out details with.

Who in Art has influenced you the most?

| cannot say exactly what watercolor artist influenced me most of

all. | feel rather inspired by works of art in other media or even from
other arts branches. If | like something it may conjure up different
associations which sequentially call up new ideas and help in per-
sonal progress. | think it is just natural that your attention focuses on
something which had been heavy on your mind for a long time. That
is why one likes different things as life goes on.

How does participation in art contests and exhibitions affect an
artist?

Of course it has certain influence. But there should be some balance
between the number of exhibitions and everyday working in a studio.
Too many exhibitions cause one to pay too much attention to outer
distractions and to depend on others’ opinions. Too little exhibitions
make the artist absorbed with self-analysis. One must find one’s own
balance to be comfortable with.

Do you like to share your knowledge and methods?

Words cannot express everything. If | feel myself on the same emo-
tional wave with somebody and it brings up some result, then | like
to share.




heiiroPanage

Kewko TaHa6e (www.ktanabefineart.com) —
npodeccnoHasnbHbI akBapenucT 1 npenofasaTensb.
Camoy4ka, oHa 04eHb 6bICTPO fobunach

npu3HaHus, a ee paboTbl NOYYMIIM MHOXECTBO
npecTuxHbIX Harpad. Ee xynoxecTBeHHble paboThbl
KONNEKLUMOHMPYIOT MO BCEMY MMPY, a TakXe HaxoaaTcs
B MOCTOSIHHbIX KOMNMEKLMAX My3€eB.

Br1 cranu npodeccnoHaTbHBIM K. TAHABE. Hdopora K xpamy.
XyJIOXXHHKOM He TaK JaBHO.
Yro zactaBwio Bac ocTaBuTh K. TANABE. Road To Temple. 29x22 cm. 2011

NPECTHKHYIO MOCTOSTHHYIO PaGoTy

M CTaTh NPo¢eCCHOHATLHBIM

XyZOKHHUKOM?

S Bcerna ynmopHo pa6oTaa, 4TOGEI

JIOGUTBCS PE3YJIBTATOB B TIOOOM CBOEM
Jene, 6yab TO yueba 1y paboTa, Tak UTo g He YyBCTBYIO, UTO
“ocTaBmIa” YTO-TO, CMEHUB HAIIPABJICHHUE ACATEIbHOCTH.
Bcio cBOIO XU3HD 5 HACTAXK[aIaCh TBOPYECTBOM U
OCO3HaBaJIA, YTO MOE )KeJaHUEe CTaTh MPO(pECCHOHATLHBIM
JKUBOITHCIIEM PACTEeT rOf OT rofia. Sl mpakTukoBasacs B
JKUBOITICH B CBOOOJHOE BpeM U PEIIIA OTAATHCSA 3TOMY
3aHATUIO MTOJHOCTBIO, KOT/Ia TOYYBCTBOBANA, YTO BPEMS
TIPHUIILIO.

Be1 Bcerga 3nanm, 9To akBapenab — 310 Bam maTepmair?
Korza s Hauasa 3aHIMaThC MCKYCCTBOM, S TOIPOGOBAIA
Ppa3Hble MaTepUabl, B TOM YHCJIE AaKPHJI U ITACTeIb (Macio

g mu3beraia, 3a60TACh O 3/J0poBbe). Mimo3opHas npupojga
AKBapeJI MHTPHUTOBAIA M pacCTpauBaIa MEHs OOJIbIIE,

geM JIpyrue MaTepHuaIbl, U 5 JJOJLKHA ObUIA MTOHATH, TOUeMy
TaK CJI0KHO €€ KOHTPOJIMPOBaTh. TakoBa 6bUIa MOs IepBast
peakIus, 1, K C4acThIO, IPUTSHKEHHE ObLUIO Gosbine. Yem
GoJIplIIe s paboTaIa AKBAPEJIBIO, TEM GOJIBIIE YOEKAATACH, YTO
MMEHHO 3TOT MaTePHAJI JIY4IlIe BCEIO OTPaskaeT MOU SMOIHM.

Bo1 Tak MHOTO nIyTemecTBoBaM, )Xuau B Azun, EBpomne,
Amepuxke. Biuser 1u Kak-To ANOHCKadA KyIbTypa Ha Bame
TBOPYecTBO? BBI 9yBCTBYyeTe CBOIO KYJbTYPHYIO CBA3D?

S pomunace u Berpocia B Anonun, a Teneps skupy B CIIIA.

S Bcerza MmHOTO MyTemecTBOBaMa IO EBpomne, Ho HUKOTIA

He XITa TaM 1mojonry. He BakHO, T/ie 1 HAXOKYCh, MOs
KyJIBTypHas UAeHTH(DHUKANUA TIy6oko B Amonuu, u 1 Bepio,
YTO 3TO HAXOJWT OTPaKeHHE B MOUX PabOTaX U B HEKOTOPDIX
TEeXHUYECKUX TPHEMax.
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K. TAHABE. Pum. Utanusa. / K. TANABE. Rome. ltaly. 55x76 cm. 2011

BbI numreTe MHOro apXUTEKTYPHBIX 00beKTOB. 310 Bam
JTIOOUMBIA MOTHB?

Apxurekrypa — 310 hopMa YeJOBEIECKOrO MACTEPCTBA,
KOTOpasi PACCKa3bIBAET TAK MHOTO O CTHJIC XXU3HHU U TPAJUIMSIX
B JIIOG0H KyJIbType. S Hax0xy 3TO OUeHb 3aXBATHIBAIOLIIIM.

S He u3yvyasa APXUTEKTYPY, HO S [EHIO KPACOTY APXUTEKTYPhI

U IIPEUMYIECTBA TEXHUIECKUX IIPUEMOB, KOTOPbIE OHA JIACT.
9TO IpUAAET MOUM PAGOTAM OIIYLICHHE MECTA 1 IyBCTBO
[IE€PCIIEKTUBBL.

Muorue Bamu paGOTbI BBIIVIAAAT IOYTH MOHOXPOMHBIMH.
Y Bac ecth IIBETOBbIE NPEANNOYTEHUS UITH JIIOOGUMBbIE
IIBETOBbIC coyeTaHUus?

A IIOJIb3YIOCh IIMPOKUM CIIEKTPOM IIBETOB, HO IIPEAIIOYHUTAIO
CMCIIMNBATDH UX, YEM ITMCATH YUCTBIMU IIBETAMM. OcobeHHo

S TI06JII0 CMEIUBATH BeTa C IEJIbIO IMOJTyYCHNA rpaz[aulxn‘/’l

TEIJIbIX NJIN XOJIOAHBIX OTTEHKOB CEPOTO. XOpOI_IIO CMEIIaHHbIE,

OHM CO31al0T KPAaCHUBYIO aTMocq)epy 1 TOHKHE HIOAHCbI
HaCTpOCHH B MOEH KUBOIUCH.

Bamra ;kuBonuch BBIIVIAAUT OY€Hb XOPOIIO OPFaHI/IBOBaHHOﬁ.

Omna, KaXkeTcs, 00beJUHAeT PAIMOHAIN3M PUCYHKA 1
armocdepHoe BaussHue akBapenu. Kak ganexo Ber mokere
3alTH B CIIOHTAaHHOCTH, KOTOPYIO TUKTyeT Boja? Ber
MO3BOJIsAETE CIyYaHOCTH B CBOeil pabGoTe?
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Jlenas mepByIio IPONKCKY B paboTe, MHE HPABUTCA
paboTaTh 1o ChIpoMy. BriichIBaTh IIBET IIO CBIPOMY
[103BOJIATH €My PACTEKATBCS, MHE KayKETCH, 5TO CAMbII
BOJIHYIOIUI MOMEHT. fI MOry TakKe 5KCIIepUMEHTUPOBATD
1 IpO6OBATh Pa3IMYHbIE IIBETOBBIE KOMOMHaruu.  Bce
JieJ1alo COOTBETCTBEHHO MPEABAPUTEILHOMY IUIAHY, HO,
Kak Bor 3HaeTe, B akBapesn Bce paGoTaeT He Tak, Kak Bor
3AIUIAHUPOBAJIN, TAK UTO f YUYCh OTHOCUTBCS K 3TOMY
CITOKOITHO M GOJIBIIE TIOJTaraThCA Ha BOJY.

BeI moxyunii HexymoxecTBeHHOE 0Opa3oBaHue.

Y HEKOTOPBIX JIIOJel CIIOCOGHOCTH K YKUBOIIMCH OT
npupoxanl. Ho xak Bel moryuniu Takue pucoBalbHbIE
HaBBIKH, KOTOPBIE JIEKAT B OCHOBe Bammx akBapereii?
PucyHOK 6BIT OTHUM 13 MOMX YBJICUEHUI B IETCTBE U
ITO/IPOCTKOBOM BO3pacTe. XOpOoIlo, 9YTO HUKTO HE Pyra
MOMU PabOTLI, 3TO MOTUBHPOBAJIO MEHH, K TOMY K€ OKa3aJIo
MTOJIOKUTENbHOE BIUAHIE Ha Moe pa3suTHe. S HUKOT/Ia He
YYHMIACh PUCYHKY U JKUBOITUCH, HO BBIUTPaIa MHOKECTBO
Harpa/| B XyJI0)KeCTBEHHBIX KOHKypCax, eme B jeTcTse. Bo
B3POCJIOM BO3pAcTe A IOCETHIA OJIMH KypC PUCOBAHUA B
2004 r., nepej TeM KaK HOJHOCTBIO YIHTH B 3KUBOIHUCH.




Bb1 uHOIZA 3aKaHYNBaeTe CBOU PaGOThI HA IUICHAPE HIIK
HCIOJIb3yeTe HAOPOCKH ¢ HATYPhI, YTOOBI 3aKOHYUTH PadoTy
B CTyAUH?

OOGBIUHO £ JIe/1aI0 MAJICHBKUE STIOJBI HA IVIEHIPE U CTAPAIOCh
3aKOHYMTD UX, KOIJIA €CTh TaKasi BO3MOXHOCTb. HekoTopbie u3
HUX SIBJISIIOTCSI OCHOBOM JUIsI pabOT GOJIBIIETO pa3Mepa, KOTOPhIE
A 3aKaH4IMBaio B cryaun. Ho xorza s paGoraio Ha yiure, st
HAKAIUIMBAIO JPArOCHHBIN OIIBIT U, HA CAMOM JIeJIe, HE yMaio O
TOM, ITOGBI IPETBOPUTD STIO/BI B GOJIBIIIE IIPOU3BECHHSL.

Bbl numeTe KaXKAblid JeHb?
Ja, aTo Mos paboTa.

Kakogo Bame oTHoOImeHHe K TPeGOBaHUIO, YTOOBI aKBapeIh
6bLIa TOJBKO Npo3padyHoii? BeiaeT, uro Bel moib3yeTech
GeuIaMy WIM pe3epBakaMu?

Harpaya 3a paboTy mpo3padHoli akBapenbio 6e3MepHa,
TOCKOJIBKY €CTh OTIpeieIeHHbIE 3 (DEKTDHI, KOTOPBIE BO3MOKHO
JOCTHYD TOJLKO IIPU TaKOM ITOXO/IE, U A BOCXUINAIOCH

TEeMU, KTO IPUHUMAET 3TOT 6pOCAIOMUIT BBI30B MeTOA. Kax
aKBaPEJIHCT 5 BEPIO B CJIeOBAHNE OCHOBHBIM IPUHITATIAM
TPaJUIMOHHON aKBapeJIbHOU JKMBOIMCH, TIOKA 9TO HE
3aCTaBJISAET HOCTYIUTHCA XyJ0/KECTBEHHBIMH BHIPA3UTETbHBIMA
cpeacTBaMu. Sl IPOCTO He OGO CTUITKOM 6€CIIOKOUTBCS

O IPABMJIAX M OTKA3BIBATH ce6e B YIOBOILCTBUH BO BPEMS
TpoIecca )XUBOMHUCH, UTAK, €CTH 5 TOTEPSIO GEbIi y9acTOK

Ha Gymare, sl MOTy IPUOETHYTD K GeJINIaM, B KOHIIE KOHIOB, HO
TOJNBKO CaMyIO MaJTOCThb. Tak:ke MHOT/Aa 51 MPUMEIUBalo 6eImia
K IPYTUM IIBETaM Ha HEGOIBIINX yJacTKaX MOUX paboT. Ho a1 me
MOJIB3YIOCHh PE3EPBAKEM.

Kakumu Be1 monb3yerech MaTepuajsaMu: Kpacku, Gymara,
KHCTH?

51 6b1 He cMOITa MHCATD TAK, KAK S MUY, 6€3 MOUX JIOOMMBIX
KHCTEMH, 3TO BO-TIEPBBIX. 3aTEM MJYT OymMara U KPacKH.

51 moB3yIOCh TyYmmIMHu MaTepHaTaMy, KOTOPBIe MOTy cebe
TTO3BOJIUTD.

Kakoii 661 Bl a1 coBeT JIIOGUTEISIM HCKYCCTBA, KOTOPBIE
HE PelIaloTcs cIejaTh IIar OT JI0OHTEeIhCKOT0 HCKYCCTBA K
npogeccHOHATbHOMY?

ITO GOJIBINOI 1T, U 5 3HAIO, YTO OH JIAETCS HE MPOCTO.
IIpuxoauTcss NPUHATL MHOTO PEIIEHUI 1 MHOTO NPENATCTBUAMN
npeogonets. Kak Toapko Bol ocoznaere, 4To HCKyCCTBO —
Bamnre npepnaznavenue u Bul XoTuTe 3aHIMATHCS KIBOIMHCHIO
poeCcCHOHAILHO, pa3paboTaiTe IUTaH U CIEAYHTE €ro
ImyHKTaM roctenenHo. [Ipomecc MOXKeT 3aHATH MECATIBI U TOJIDIL.
Bo Bpems aToro nporecca, 5 iymMalo, Ba;KHO BEPUTD, 4TO Bbl
IpoeCCUOHANBHBINA XYA0KHUK, U BECTH €651 COOTBETCTBEHHO.
Jliopu mocTenenHo TpuMyT Bac kak Xy/j0:KHUKA, Gy1yT
HMOJJIEPKUBATD, U 3TO TOMOKET OCYIMIECTBUTD IIEPEXO.

K. TAHABE. MNaHnep. Mapcens.
K.TANABE. La Panier. Marselle. 74x25 cm. 2011
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Keiko Tanabe,
Japan/USA

Keiko (www.ktanabefineart.com) is a professional watercolor
artist and workshop instructor. Primarily self-taught, she has
established a strong reputation fairly quickly and her work has
received many awards. Her artwork has been collected globally
and also can be found in museum permanent collections.

It was not long ago when you became a full-time artist. What made |aying down my first wash, | like working largely wet-in-wet. Dropping

you give up a settled job to devote yourself to Art fully?

| always worked hard to realize the choices | had made whether it was
my study or my work, so | didn’t quite feel like | “gave up” anything
when | made a career change. Throughout my life | enjoyed creative
activities and | was aware of my desire to become a painter grow-

ing stronger over the years. | practiced painting in my spare time and
decided to do it full-time when | felt the time was right.

Did you always know that watercolor is your medium?

When | started making art, | tried watercolor and also other mediums
such as acrylic and pastel (I avoided oil because of health concerns).
The elusive nature of watercolor intrigued and frustrated me more than
the others and | had to understand why it was so difficult to control it.
That was my initial reaction and luckily it was more of an attraction than
a deterrence to me. The more | worked in watercolor, the more | was
convinced that this must be the best medium to express my emotions.

You have been traveling so much, living in Asia, Europe, and
America. Is there any influence of Japanese culture in your
works? Do you feel any cultural connection?

| was born and grew up in Japan, and am now living in the USA.

| have traveled extensively all over Europe but never lived there for an
extended period of time. No matter where | am, my cultural identity is
deeply rooted in Japan and | believe that is reflected in the work | do
and in some of the techniques | use.

You paint a lot of architectural objects. Is it your favorite motif?
Architecture is a form of human ingenuity that reveals so much about
people’s lifestyles and traditions in each culture. | find it very fascinat-
ing. | am not trained as an architect but | do appreciate the beauty it
creates and take advantage of its technical aspects somewhat. It gives
my paintings a sense of place and a

sense of perspective. T,

Most of your works look almost
monochrome. Have you got your fa-
vorite colors or color relationships?
| use colors from the wide range of
spectrum but | prefer mixing them
rather than applying pure colors to my
painting. | am particularly fond of mixing
colors to create a range of warm and
cool grays. When mixed well, they cre-
ate a beautiful atmosphere and subtle
nuances of the mood in my painting.

Your paintings look very well or-
ganized. They all seem to combine
rationalism of drawing and atmo-
spheric touch of watercolor medium.
How far can you go with spontaneity
of water? Do you let some coinci-
dence happen in your work?

in colors on the moist paper and letting them blend can be the most
exciting moment. | may also experiment new techniques and try dif-
ferent color combinations. | do all this according to the plan | made at
the outset, but as you know with watercolor, things don’t always work
the way you plan, so | have also learned to be flexible and go with the
flow.

You have graduated from a non-artistic Institute. Some people
have a gift for painting. But how did you get your drawing skills
which seem to be the basis of your painting?

Drawing was one of my favorite pastimes when | was growing up.

A good thing for me was that | never had anyone say anything nega-
tive about my drawing, which was a huge encouragement and had a
lasting effect on me as a child. | never learned how to draw or paint
but won many awards in children’s art contests. As a grown up, | took
one drawing class to learn basic technical skills in 2004 before start-
ing painting.

Do you sometimes finish your painting right on location or is the
work in the open is merely a study for a bigger work finished in
studio?

| usually do small paintings on location and try to finish whenever pos-
sible. Some of them provide a basis for larger works | do later in my
studio. But when | work outdoors, | just treasure the experience for my
own learning and don'’t really think about turning it into a larger studio
piece.

K. TAHABE. BosBspalueHune gomon. Typuus.
K. TANABE. Going Home. Turkey. 38x55 cm. 2012
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K. TAHABE. OkeaHckas npuctaHb. / K. TANABE. Oceanside Harbor. 38x55 cm. 2011

Do you paint daily? start making plans and work on them, one by one. The process could

Yes, | do. It's my job. take months or years. During the process, | think it is important that
you believe you are a professional artist and act like one. People will

What is your attitude to the statement that watercolor should be gradually recognize and support you as such, which really helps you

only transparent? Have you ever used any additional material like make the transition.

masking or white paint?

The reward for working in transparent watercolor is immense as there

are certain effects that can be attained only by this approach, and |

admire those who have mastered this challenging method. As a wa-

tercolorist, | believe in making efforts to follow the basic principles of

traditional watercolor painting as long as it doesn’t compromise one’s

artistic expression. | just don’t like worrying too much about rules and K. TAHABE. Takaama. l'idpy VI.

not having fun when | paint, so yes, if | lose the white of paper, | may X

resort to Ssing white paint at the end, in very small amounts. | also K. TANABE. Takayama. Gifu VI. 35x50 cm. 2011

mix white to another color sometimes for small areas in my paintings.

| don’t use masking tools.

What are your professional materials priorities: colors, paper,

brushes?

| cannot paint the way | want without my favorite brushes, so that’s

number one. Then, paper, and paints. | use the best tools that | can
afford.

What would be your advice to the art lovers who hesitate to make
a step from amateur to professional art?

It's a big step, and | know it doesn’t happen overnight. There are a lot
of things to consider and a lot of obstacles to overcome. Once you re-
alize making art is your calling and you want to paint as a professional, |

50

i
11
i
i
i
i
H




Ce

YneH Coto3a xyaoxHWKoB Poccun, AoLeHT
CM CXMA vm. A. 1. Wrurnuua, Ceprei
TemepeB (www.temerevart.com) umeet cBou
y3HaBaeMblI CTUSb B aKBapenu.

Ero ToHKMe paboTbl NOMb3YTCS OFPOMHOWN
NonynsApHOCTLIO Y KOMNMEKLMOHEPOB,

a Kaxaplil MmacTep-Knacc — npasnHuk ans

reiiTemepen

noéutenen aksapenu.

Yem n1s1 Bac siBnsercsa aksapennb?
“AxBapesib Ui MEHSI — UCTIBITAHUE CIJI,
a3apT ¥ OTABIX...” ATa ppaza —

C NIABHOM CTPAHMIBI MOETO CalTa.

Kak crposarcs Bamu oTHomenus ¢

aKBapebio?

W yrauno Toxe. Cieays 1oruxe
BOTIPOCA, IOJUKEH JIN g CKa3aTh O YEM-TO 060I0HOM?
HcnprTanne cuit, a3apT M OTABIX — B 3THUX CJIOBAX U €CTh MOe
OTHOIIEHME K aKBapeJIH, KaK K IIPaKTHKe.
ITpaxTHKa — OCHOBA OTBITA, @ OH MPEANOIAraeT BO3MOKHOCTD
KOe-4TO IMOHATH. B MoeM oIbITe akBapesnn ecTh M Urpa, u
cocTsA3aHUe, ¥ pUTyal. AKBapeIbHas MPaKTHKa JaeT MHE
BO3MOKHOCTD OKMTA€MO, HO BCETIa BHE3AITHO OKA3aThCsA
B BEPHOM (XOTs OBI JUIs1 C€051) OTHOIIEHUH HE CTOJIBKO
K aKBapeJu, CKOJIBKO K MUPY Boobmie. M 6BITh B 9TOM B
COCTOSTHUH TIPEJIeIEHO COGPAHHBIM U GBICTPBIM, CBOOOHBIM
OT COMHEHUI U MBICTIEH, O(DOPMIEHHBIX B CJIOBA.

Haumnasa nucaTe paGoTy, BbI HacTpoeHBI Ha pe3yabTaT?
Jla, ecm cuuTaTh PE3YNLTATOM YECTHO MPEAPUHATYIO
TIOTIBITKY C/leIaTh 3agyManHoe. [TonmbITka MOXKeT 6BITh

1 HEYCIEITHOM, a MOKET IPUHECTU HE
MIPEJlyCMOTPEHHbBIE 3aMbICIOM HAXO/IKH.

Toros u k ToMy, 1 K ipyromy. 3aryckasi CEaHC UTIPbl
€ BOJIOI1, KPACKOI 1 GyMaroii, s 3HaIO, 4TO OH
HeM36eKHO JIODKEH 3aBepIUTLCs. M xay sToro.
Ecm roBopuTh 0 KaKOM-TO JIPyrOM TOHUMAHUM
pesyabTaTa — He 3HalO, UX MOKET OBITH MHOTO.

KakoBo cooTHOImEHNE KOHTPOJIA 1
cnoHTaHHOCTH B Bameii paGoTe akBapesbio?
IMpumepno 50 na 50. bes BHMManus, HE
OCTaBJIAIONIETO HAJIOITO HU OJHOM YaCTH JINCTA,
MOYKHO Ha/IeIThCA TOJBKO Ha CTyJaifHbIe ylaun.
Barsa ke [o/KeH OLITh AICHBIM, YTOOBI BUIETD
1 CIOHTAHHO BO3HMUKAIOIIYIO KPACOTY IEPETUBOB
Kkpacku. YTo6BI MHOT/IA BOITPEKU HAYaTbHOMY
3aMBICJTy YCIIETh TPHHATH TAKOH HEOKUTaHHDBII
TOJIAPOK.
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Ects 11 y Bac 106uMBblIe CIOKeTBI?
Mope. Beuepnuii u Hounoii ropoj. IlpeameTsi, Harcanubie
KaK €CTb.

Yro BroxHosaseT Bac Ha paGoTy?

Muoroe. Croxnoe B npoctoM. To, u3 BUANMOro razamu,
YTO yCIeBaeT 3a(pUKCUPOBATH MaMATh. BoXHOBISIOT
KPacoTa KEHINH, XOPOIIHE IIOT0/ia 1 HOBOCTH, HOBBIE
KHCTH ¥ KPACKH, HETPOHyTAsl KPACKOI Gymara — psiji MOXKHO
MIPOJIOJIKATD JIOJITO. ..

Crexyere i Bbl II0OJIHOCTBIO MOJ€/IH MJIH IIOK/II0YAETE
BOOOpakeHHe?

BooGpakenue u He BBIKIIOYAETCS, KAK, BIPOYEM, U IIAMATD.
bes matyps Hesb3st. ToHKME HIOAHCHI CBETA U IBETA MOXKHO
YJIOBUTB JIUIIB C HOMOIIBIO HATYphl. Ho s mumry ¢ HaTypbI

He TaK yX JacTo. Kak npasuio, ocHoBa MOUX PaboT —

C. TEMEPEB. Hentpanurer.
S. TEMEREV. Neutrality. 35x57 cm. 2012




- ;g._l

L TN

C. TEMEPEB. Xypma. / S. TEMEREV. Persimmons. 28x63 cm. 2012

HaGJIIO/IeHNE, TaMATDb, HeOOIbIINE TMHEHbIE PUCYHKH U3
6JIOKHOTA — HaTYPHBIE 3aPUCOBKH WU ITPOCTO 3CKU3DI.
IToaroroBUTENbHBIX KapAaHJAUIHLIX PUCYHKOB Ha JIMCTE IIOYTH
He fieaio. B Hauane paboThl — Iepeio MHOM TONBKO GeJTbIil
JIUCT.

Ha xakom pa3Mepe J1icTa BaM KOM(pOpTHee BCero mucaThb?
He umeer 6obimoro 3nadenus. Ecm Hanmcan HECKOJIbKO
paGoT oHOTO pa3Mepa, GbIBACT CI0KHO, HO HHTEPECHO
IepeiTH K 60JIbIIeMy WX MEHbIIeMy hopMary.

B nociresinee Bpems pasMephl Yale BCEro — CTaH AP THBIN
JICT aKBapeabHoil 6ymaru gopmara Imperial (56x76 cm),
ITOJIOBUHA TAKOTO JINCTA WK OJIM3KUE K 3TOMY Pa3Mepy.

Kak Be1 moarorasiausaeTe Gymary K paGore?
CMauuBalo JUCT, KJIaJly €ro Ha IIaJKylo IOBEPXHOCTD,
aKKypaTHO paspasHuBasi. OKUAAI0 HY;)KHOTO COCTOSHUS
Gymaru 1 NpucTynaio k padore. Eciu mumny Ha ckieiike
aKBapeJbHOI GyMaru, HUKaK He TOTOBJIO.

BbI numrere 3a OJMH pa3 WK BO3BpaIlla€eTeCh K Ha‘laTOMy?

C. TEMEPEB. NocnegHuin HOroToK.
S. TEMEREV. The last point. 38x56 cm. 2012

IMunry nouTH Beraa 3a oAuH ceanc. Tak CI0XKMIACh TEXHUKA
MOeil PaGoThI: HAYMHAIO [TUCATH IIPU HYXKHOM MHE BIQKHOCTH
GyMaru 1 CTapaioch 3aBEPIIUTh CEAHC, II0KA GyMara He BBICOXJIA
cosceM. Koneuno, 6uiBaet u mo-zpyromy. Korza ot padorsr
OTPBIBAET BAKHOE J€JI0 — JEJIAI0 IOIBITKY CHOBA IPHATH
JIICTY HYXKHYIO BIGKHOCTB. Ecim xxe paGoTa HaioIro ocraercs
HE3aBEPIICHHOM, ee Cyabp0a, KaK IPABUIIO, YITU B IIAIIKY JUIs
Gymaru.

Yo sBasieTca A1 Bac kpurepueMm, 4To paGoTa COCTOSIACH?
HHorza noHnMaHue, 4To paboTa COCTOSIACH, IPUXOJUT yXKE B
Haugajie ceanca. Torja 3ajaya — JJOBECTU J(€JI0 0 KOHIA, HUYETO
He ucrioptus. FIHOIAA ke, 1 3aKaHIUBAsI CEAHC (3TO OOBITHO
COBIIQJAET C BBICBIXAaHUEM OYMAr U yCTaJIOCTBIO OT PaGOThI),

s HE 3HAIO, JIOBOJIEH JIU pe3yabTaToM. M akBapesb COXHET 10
HOBOT'O, CBEXKETO B3IIA/1a Ha Hee. Kpurepuii, B 061ieM, Takoi —
YIAJIOCh JIX TO, PAJH YEro BCe ObLIO HAYATO.

Ectb 1u y Bac “o6s3aTepHbIe” KpacKu?

EcTb kpacku, KOTopble ObICTpee YOBIBAIOT U3 MOETO
CTaHAapPTHOrO KoMIutekTa akBapenu “Cankt-ITerepOypr”.
Pasnas ckopocTh pacxoJ0BAaHUSA FOBOPUT U O Hojiee PeJKoit
HAJIO6HOCTH MOIb30BATHCS (PUOTETOBOM UM CTPOHIIMAHOBOI
JKEJITOH 110 CPaBHEHUIO, HAIIPUMEDP, C OXPOH UM KOOAIBTOM.
3aBuCUT OHA, KOHEYHO, U OTTOTO, YTO UMEHHO

g numy. HaMHOro 6picTpee Apyrux KOH4aloTCs:
KOGAJIBT CUHUI U yIbTPaMapyH, 3eJIeHas, KpaniIaKk
KpacHblil. He HaMHOrO J0JIBIIE 3216 PKUBAIOTCS
yMOpa, oXpa 30JI0THCTas U AaHIJINHCKAs KpacHasl.
BrixoauT, g Iy 3TUMU KPACKAMU Yalle.
JleficTBUTENBHO JIM OHU — 00s13aTebHbI? HerT.

Yro BakHee JJIs1 paGOThI aKBapeJIbIo: KPACKH,
KHCTHU i Gymara?

51 6bl TOfyMaU1, YTO MIOCTABUTH BIEPEAN — KUCTH
11 6yMary, OCTaBUB KPACKH B KOHIIE.

Jla MeHs kejlaTeJbHA OJHOPOJHAS 110 KA4eCTBY
G6ymara, IpUTOAHAs JJIsI PA3HBIX CIIOCOGOB
PpaGoThI — 3TO BO-TIEPBBIX — U CIIOCOOHAS JOJITO
COXPaHATH CBOU CBONCTBA U KPACOYHBIN CJIOM —
3TO BO-BTOPBIX. O6a TpeGOBAHUS IPEAIIONATAIOT
Ba’KHOCTb BBICOKOI'O KaueCTBAa U BHUMATEIbHOI'O
BbIGOpaA GymMaru. MHe IPUXOANIOCH IIHCATh HA
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Gymare o4eHb pa3HoOro kadecTna. Ceiigac MOM CUMIIATHI
JieIATC IPUMEPHO MopoBHY Mexay Arshes u Saunders
Waterford rutornoctnio 300 r.

Kucrelo, B crygae HEOGXOJUMOCTH, sl BOCIIOIb3YIOCh JTIOOOIH,
KaKas eCThb oJ pykaMu. MOKHO 3aMEHATH €€ I'yOKOM, elle uem-
TO, HO yJOOHEE XOPOIIeH KHCTU MHE HUYETro He IPEJACTABUTb.
U gem ona sydnre, TeM MpusTHee HucaTh. [l MeHs
OIITUMAJIbHbI prHHI)Ie KHUCTU C OCprIM KOHYUKOM U
JIOMIMOBBII (pretirs.

O KpaCKaX MOI‘/JI OIIBIT I‘OBOpI/IT BOT 4TO: MOl"y nmcaTb
HEMHOTMMH, B TOM YHMCJIE€ — HE CAMOTO BHICOKOTO Ka4eCTBa,
JINIIB GBI OHO HE OBUIO CJIMIIKOM YK HuskuMm. Kpome toro,
aKBapesb MHOroo6pasHa. Paboty B 1Ba-Tpu nBera, gaxe
MOHOXPOMHYIO, 51 He Ha3BaJI 6bI HIYEM, KPOME KUBOIIICH.
Jlumb 6B OHA MMeNTA SICHBIA TOHATBHBIN CTPOM U 6OTATCTBO
HIOAHCOB.

Tax uTo cumTalo: Gymara — BIEPEAN, KHMCTH BAXKHDI, HO MOTYT
3QHATH MECTO IOCIE GymMary.

A BOT KPaCK#, pOJIb KOTOPBIX, KOHEYHO, BAKHA, PUCKHY
IIOCTAaBUTD IIOCTI€CAHUMMU.

YeMmy BakHEE YUUTD CTYA€HTOB — BUJIETh HIN yMeTb?
Bupenune 6e3 ymeHus He IPUBEJET HU K UYeMy. YMeHUe 6e3
BHUMATEIHLHOIO B3IVIsI/Ia TOXKE OECILIONHO.

Tax yTO, BaKHO U TO, U JPYTOE.

C. TEMEPEB. KctaTu, no nyTtu.
S. TEMEREV. By the way, on the way. 50x70 cm. 2011

Yro Bam naet npemnogaBanue?

S nonenT KadeApbl APXUTEKTYPHO-IEKOPATUBHOM IIACTHKI
XyZ10:K€CTBEHHO-IPOMBINLICHHOMN aKaIeMUU.

B HeaBHEM NMPONUIOM ee Ha3BaHHEM ObUIO — Kadeapa
XYZOKECTBEHHOrO MeTauia. JIUCIMILINHA, 3aHATHS 11O
KOTOPOII 51 Bely, — KOMIIO3UIUS. DTO, KOHEUHO, UMEET
OTHOILICHHUE K aKBAPEJIH, KAK, BIIPOYEM, U K TIOOOMY U3 BUJIOB
uckyccrsa. He Bey 3aHATUI 110 SKUBOIKCH, U, €CJIU U TOBOPIO
CO CTyAECHTaMH 00 aKBAPE/IM, TO TOI/A, KOId 3TO KACAETCS
HPEJCTABICHUS UX IPOEKTOB WIN HOCEIIECHHS BBICTABOK.
CBoeii posbio B cocTaBe KadeAphI 1 00513aH TBOPUECKUM
CBSI35IM C KOJUIETAMH, OIIBITY IPOEKTHOI PaGOThI U B IIEPBYIO
ouepeab AKAJEMUYECKOMY APXUTEKTYPHOMY OOPA30BAHUIO.
IToaToMy YacTh OTBETA HA TOT BOIIPOC — MHE 3TO
unTepecHo. IHTepeCcHbl MO KOJIJIETU U CTYACHTBI.

Jpyrast 4acTh OTBETA — IPEIOJABAHUE JACT BO3MOKHOCTD
CTABUTD IIE€PEJ CTYACHTAMU, a INIABHOE, IIEPEJ CAMUM COOO0IT
HEKOTOPBIE BAKHBIE BOIPOCHI U IBITATHCH OTBETUTD HA HUX.

SAUNDERS _
WATERFORD:

CLASSIC WATERCOLOUR PAFPER




Sergey Temerev (www.temerevart.com — Artists Union of
Russia, docent at Applied Arts Academy of Stiglitz) has his own
recognizable style in watercolor. His sofisticated painting is very
popular among collectioners of art. His workshops are always
feasts for watercolor lovers.

Sergey Temerev,
Russia

What is watercolor for you?
“Watercolor for me is testing of my strength, passion and recreation”. It
is said on the front page of my site.

How did you build your relationship with watercolor?

Sometimes successfully too... Should | tell about something mutual?
Testing of my strength, passion and recreation — these words display
my attitude to the media as a practice. Practice is a basis of experience
that suggests that you will be able to understand something. There are
elements of a play, a competition and of a ritual in my experience of
painting with watercolors. Watercolor practice lets me expectantly find
myself in a right (at least for myself) relation with not only watercolor
but the world in general, and to be in that state to the limit collected and
quick, free from thoughts and doubts formed in words.

When you start painting, do you think of the result?
Yes, if you consider the result is an honestly committed attempt to

achieve what you conceived. The attempt might fail but also might bring

unexpected finds. | am ready for both. When | start | know that | will
finish. If you are speaking about another understanding of the result —
| don’t know. There might be many of those.

What is the ratio of control and spontaneity in your work with
watercolor?

About 50/50. Without concentrated attention keeping in mind all parts
of the painting one can hope only for a casual luck. You need a clear
sight to see the spontaneously arising beauty of blending colors and
to be able to accept an unexpected present differing from the previous
conception.

Do you have favorite subjects?
Sea. Evening and night city. Subjects painted as they are.

What inspires you?

A lot of things. Complicated in simple. Something from impressions
that is kept by memory. What inspires is... woman's beauty, nice
weather and news, new brushes and paints, untouched paper — the
list can be long...

Do you try to imitate a model or do you use imagination?
Imagination is not switched off as well as memory. You can't do
without a model. Subtle nuances of light and color you can capture
only with a model. But | don’t paint with a model often. As usual my
painting is based on observation, memory, small linear sketches
from a notebook — taken from life or imagination. | don't do an outline
drawing before starting painting. When | start | have only a white
sheet before me.

What size of paper is the most comfortable for you?

Doesn’t matter. After working on a series of paintings in one size it

becomes difficult and challenging to change to a larger or a smaller
size. Lately the most typical sizes are the Imperial size — a standard
sheet 56x76 cm, half of it or a part of it.

How do you prepare the paper for painting?

| moisten a sheet and flatten it on a smooth surface. Then | wait for

a suitable condition of paper and start. If | paint on a block | don’t do
any preparation.

C. TEMEPEB. NepeKpecTok.
S. TEMEREV. Crossing.
46x61 cm. 2013

C. TEMEPEB.

Hou4b nocne nepsoro cHeronapa.
S. TEMEREV.

The Night After The First Snowfall.
61x46 cm. 2013







C. TEMEPEB. lNo3gHui 4ac.
S. TEMEREYV. The Lateness of the Hour.
52x65 cm. 2012

C. TEMEPEB. Ho4Hot Bok3an. lNMo3gHue
NyTeLIeCTBEHHNKM.

S. TEMEREV. Night Railway Staition. Tardy
Travelers.

56x76 cm. 2012
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Do you paint in one go or do you come back to started works? nuances. So | think: first is paper, brushes are important but only
| paint almost always in one session. It is a part of my method: | start after paper, and the paints in the end.

painting on the required condition of moist paper and try to finish the
session before the paper is dry. Sometimes it goes differently. If it hap- ~ What is more important for students - to see or to know how?
pens that | have to interrupt the process | make an attempt to moisten Seeing without skill doesn’t bring one anywhere. Skills without atten-
the paper again. If the painting is left unfinished for a long time its tive observation are also fruitless. So, both are important.
destiny is to go to the paper storage.

What does teaching give you?
What is your criteria that the painting is completed? | am a docent of the Architecture and Art metal department of the Art
Sometimes the awareness that the painting is completed comes in the Industrial Academy. | am teaching composition. It has as much to
beginning of work. Then you have to avoid spoiling it. Sometimes when  do with watercolor as with any other medium. | am not talking about

finishing (when the paper is dry and | am tired) | don't know whether watercolor with students apart from their projects or while attending

| am happy with result or not. Then the painting is left to dry before | exhibitions. Part of my answer to the question — it is interesting to
have a new, fresh glance at it. The criteria generally is if | achieved the ~ me. | am interested in my colleagues and students. The other part of
aim | started it for the sake of. the answer — the teaching gives a chance to set important questions

for students and myself and to answer them.
Do you have any “must” colors?
There are colors in my “White Nights” box that | am running out of fast
first of all. It shows that | more rarely use, for instance,
violet and lemon yellow than ochre or cobalt blue. It
also depends on what | am painting. | am running out of
Cobalt blue, ultramarine, green and madder red faster
than others. Almost as fast are raw umber, gold ochre
and English red. | think that means that | am using those
paints more often. Are they “must” colors? No.

What is more important in watercolor — brushes,
paper or paints?

| would think over what to put in the first place — brushes
or paper, leaving the paints at the end of the list. The
paper quality is important for me — it has to be useful

for different kinds of work and it has to save its internals
and surface. Both require a careful choice of high qual-
ity paper. | used to paint with a wide variety of paper.
Nowadays my sympathy is shared between Arches and
Saunders Waterford of 300 gm.

| can take any brush available. | can take a sponge
instead, but the better brush the more pleasant the
process of painting. | prefer big pointed mop brushes and
1 inch flat brushes.

| can be limited in colors. | can paint with those of not
high quality. The work painted with 2-3 colors, even a
monochromatic work | would call nothing else but paint-
ing, but it should have a clear tonal structure and rich




i Marryaup

I>xuHHM Makryanp (www.jeanniemcguire.com)
BblpaXKxaeT CO6CTBEHHOE BUAEHME B CBOUX
paboTax, B KOTOPbIX OHa CBOGOAHO MCMOMb3yeT
HanoXeHve CNoeB Kpacku U CTUNNCTUYECKNE
hOpMbI Xy[0XECTBEHHOW BbIPA3UTENIbHOCTH.

Ee pa6oTbl BbICTABAANNCH W NONy4anu

Harpagbl Ha MeXayHapoAHOM YPOBHe, a Takxe
npeacTaBneHbl B MHOrOYUCTIEHHBIX NMy6nvKaumax

B XypHasnax o6 UckyccTBe.

Joxnaau, Bam nuasbiin
Xy0KE€CTBEHHBII CTUIb HIET
GoJIbIIIE OT KUBOIMCH WIN OT
au3aHa?
Jluzaiin — BaKHBIN 9J1eMEHT MOei
Ppa6oThl. Mon KOMITO3UIIUS U PUCYHOK
CTAHOBSITCSI OCHOBOM KUBOTIVICH.
3areM, KOI/ia IuIIy, s IPOLOJIKAIO
(poxycuposaTbcs Ha qu3aiine, HAPABJIAIOMIMX JUHUAX 1
(popmax, KoTOpbIE BEAYT B3IVIA 3PUTE/IA 110 KAPTUHE.

Korna Ber HaunHaeTe nucathb, ecTh 14 y Bac uwerkas uzes,
KaK Oy/ieT BBIIVISAETb Pe3yabTaT?
YacTo y MeHs eCTb 1jiess HACTPOEHUS WM UCTOPUH, KOTOPYIO

Yro Brl MokeTe cka3aTh o cBoel nanurpe? IIBer B Bamux
paboTax q0BOJIbHO UMIIPecCHOHUCTHYEH. Y Bac ecTh Kakas-
TO CBOSI TEOPHA I[BETa?

Huxakoit 0co60i Teopun KpOMe TOTO, UTO I UCTIONL3YIO
MHOTO TOJIyIIPO3PAYHbIX U KPOIOIMHX ITUTMEHTOB, TAKKE KakK
U TUTAHOBLIE HEJIMTA, BCE 3TO JaeT 60JbIIOe pasHOOOpasue.
Y MeHs eCTh HECKOIBLKO APKUX BUOPHUPYIOMUX KPACOK BPOJIe
APKO-PO30BOTO U KOGATLTAa GHPI030BO-3€IEHOTO, YTOOLI MIX
CMEIIUBATh, a TAKKE MHE ITOBE3JI0, UTO A BLIUTPaIa IeIbIi
Habop — 270 Tio6ukoB Danial Smith HeckoIbKO JeT Ha3ay
kak Harpajy oT Karudopauiickoro o6mecTna akBapeamucToB.
ITO GBLT 6OIBINOI TPU3, KOTOPHIH MO3BOIII MHE MHOTO
9KCIIEPUMEHTUPOBATD.

51 x0Tea 6b1 pazsuTh. MHoraa st npusHaio, uro wa nytn k e [, MAKITYANP. MyaHTbI.

MO e IIPETEPIIEBACT GOJIbIIIME U3MEHEHUS.

Yro BeI symaeTe 0 CIIOCOGHOCTH XyAOXKHUKA
NPUCIOCAGIUBATHCSA K M3MEHEHHIO CUTyaluu B paGoTe?
XyI0KHHUK JIOJDKEH 00J1ajaTh 3TOM CIIOCOGHOCTBIO, CBOGOOM
MEHSTD HAIIPAB/ICHUE JBIKCHUS, HHAYE Y €I'0 PabOTHI HE
OyleT pa3BUTHS.

Bamm 06pasbl cToTh HOCTATbrudHbI. OHI IOX0XKH Ha
¢parmenTs! ybux-To BocmoMuHanui. Kak Bol naxoaure
o6pas?

Crapsle ¢poTorpauu 1 OGBIYHBIE CHUMKU, KOTOPBIX
MHOTO B HamuX oToarL00Max, HO MEHA TTIABHLIM 06pa3oM
WHTPUTYIOT YEPTDI, BLIPAKEHUA U CTUIDL ofekan 1900-x.

Be1 Bcerga paGoraeTe ¢ ¢poTo mim unorna Bac moryr
B/IOXHOBHUTD )KHBbIE BIIeUaTICHUA?

S nemaro cBoM COGCTBEHHBIE CHUMKH /I OCOOBIX MTPOEKTOB
1 FICTIOJIB3YIO CJIyJaifHbIe (DOTO, KOTIAa 9TO BO3MOKHO,
YTOOBI CO6PATH MaTepua I paboTel. Sl mponyckaio Tak
MHOTO BO3MOXKHOCTEH CHATL XOPOIINE KaJPbI, TOTOMY

YTO HE MOTY JOCTATOYHO GLICTPO MCIIOIL30BATH KaMEDY.
Ho a neifcTBUTEILHO M0G0 PHICOBATH C HATYPBI M TAKKE

TIOJIB3YIOCh 9TUMH PUCYHKAMU JUUIST CBOUX JKMBOIIMCHDBIX p2l6OT.

J. MCGUIRE. Pointe. 25x25 cm.




0. MAKIYAAP. Mpuma. / J. MCGUIRE. Prima. 30x30 cm.

Be1 paGoTaeTe BeUaTIAione, HCIOJIb3ys CHIYdT H KOHTPACT.
Huoraa Bel faxke nusberaere gerajieil B HOPTPETax, 4TO
JAOBOJIBHO cMe0. MoskeTe i Bol Ha3BaTh HECKOJIBKO
BBIPa3UTEIbHBIX CPEJCTB, HEOOXOIHUMBIX /ISl CO3JaHUS
3HAYUTEIbHOI'O POU3BEAEHUS B )KHBOIUCH?

ITpouspeeHne NCKYCCTBA JOKHO OBITH BUJHO C JIPYrOro KOHIA
nomemenus. Kiouesble a1eMEeHThI — KOMIIO3ULIUSA, KOHTPACT,
Jlaske €CJIM IPOCTO BBIIETUTH CBET M OOJIACTHU JIeTalel, a TaKxKe
YHUKQJIbHBINA CTHIb. MOsi IeJIb JOHECTH IO 3pUTENs YyBCTBO,
HUCTOPUIO JIMYHOCTU. MHE HpaBUTCA CXBATBIBATD CYIIHOCTD
JIMYHOCTU YEPE3 €€ JKECTDI, CTATh, OTHOIIEHUS C OKPYKAIOIUMU
U T. JI., TAK YTO J€TAJIN U YEPTHI JINIA HE BCETA 00SA3aTEIbHBL.

Bb1 paGoTaeTe TONBKO TPaAHMIHOHHON aKBapeIbIO HIN
Takxe akpmwiom? ITouemy Bel ncronb3yere Gennia B CBOUX
padoTrax?

S mumry TopKO BOJHBIMU Kpackamu. TuTaHoBble Gemma
MO3BOJIIOT MHE JJOCTUYB ITyOUHBI U TOTO, UTO f HAa3bIBAIO,
NPU3EMICHHBIMY I[BETAMH, APYTUMH CJIOBAMU, HE 06I3aTeTbHO
SIPKHUE, YUCTBIE IIBETA, A CKOPEE BLIIBETIIHIE U IPA3HOBATHIE
[IBETA U OTTEHKU.
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Yro crout 3a Bameii ;)kmBonmcero? Kak Ber npumum x
aKBapeIn?

S pucoBaa u nucasa BCIO CBOIO XKHU3Hb, B UCKYCCTBO $
HpUILTA U3 Ju3aiina 1 pororpadun. f CKOHIIEHTPUPOBATACH
HA aKBAPEJIH IIPOCTO ITIOTOMY, YTO MHE HPABUTCS
U3MEHUYNBOCTB IIpoIiecca paboThl Ha GyMare, BO3MOXKHOCTD
OTPBIBATE YIIbI U T. 1. IIpucoeanuenue k ITutrcoypreckomy
AKBApEIBHOMY OOIIECTBY BHECJIO GOJIBINYIO IPYIIITY
XyJJO’KHUKOB B MOIO JKH3Hb, a TAK)Ke IOCIE/yIOIIe 3HAHUS O
Tpalifie ¥ IprUeMax akBapeabHOU skuBonucu. S o6Hapyxumia,
9TO IPOQeCCHOHATBHbBIE TUTMEHTHI U Gymara 6ojee
MOJBYKHBI U 51 MOTY TIO3BOJIUTE ce6e TOpas3o GoIblIe B
SKABOITMCH.

Kak BaMm kakeTcsi, BO3MOKHO Hay4HUTh OBITh Xy 0XKHUKOM
WM 00yYeHHe KacaeTCs TOJIbKO TEXHHYeCKUX HABBIKOB?
OGyueHne 1aeT ujien U TEXHUKY U MOKET BJOXHOBUTD
XyJJO’KHUKA B JIIO60M aHpe. TBOpUuecTBO IPUXOUT U3HYTPU.




Jeannie McGuire,
USA

Jeannie McGuire (www. jeanniemcguire.com) strives to invoke
individual interpretation through her artwork, which impres-
sively utilizes a free application of paint and stylistic forms of
expression. Her works have been displayed and awarded on an
international level and represented in numerous art magazines.

Jeannie, does your personal artistic style come more from design
or fine art?

Design is an important element of my work. My composition and draw-
ing become the bones of the painting. Then as | paint | continue to
focus on the design, directional lines and shapes that encourage the
viewer’s eye to move about the piece.

When you start painting, do you have a fixed idea of what you
wish to get as a result?

Often | have an idea of a mood or story | would like to develop. Some-
times | accomplish that goal amid a great amount of changing my mind
along the way.

What do you think of the flexibility of an artist?

Is it important to be able to change the path if the process turns some
other way from planned? Artists must give themselves that flexibility,
the freedom to change the path. Otherwise their work would not grow.

Your images look so nostalgic. They are like parts of someone’s
memories or dreams. How do you choose the image for painting?
Old photographs and casual snapshots that we all have in our photo
albums are appealing on many levels but mostly I'm intrigued with ges-
tures, expressions and clothing styles during the 1900’s.

Do you always paint from reference photos or sometimes do you
get inspired by live impressions?

| take my own photos for specific projects and will engage in random
photo shooting whenever | can, to build up my reference file. | miss

so many good people shots because | can’t retrieve my camera fast
enough. But | really enjoy drawing from live models and will use these
drawings for reference as well.

What can you say about your palette? The colors
of your painting are quite impressionistic. Do you
have some special theory of your own?

No theory other than | use many opaque and semi
transparent pigments as well as titanium white, all of
which creates wonderful variety. | have some vibrant
colors like Opera and Cobalt teal blue to jazz it up a bit
and | was very fortunate to win an entire set, 270 tubes,
of Danial Smith pigments a few years ago for an award
with the California Watercolor Society. This was a huge
benefit and has allowed me great experimentation!

You are working impressively well with silhouette
and contrast. Sometimes you even chose to skip
the facial features in your portraits, which is very
brave. Can you select several expressive means
that are important to make a great art work?

Art should be able to be viewed from across the room.
Key elements to consider are design, contrast, even

if it is just enough to pop out light and delicate areas,
and a unique style. The goal for me is to engage the
viewer with a feeling, story or persona. | like to capture
the essence of a person through their gesture, stature,
relationship to others etc. so the details and facial
features are not always necessary.

Do you work with traditional watercolor or acrylic too? Why is it
necessarily to use white paint for your artistic goals?

| only use watercolor. The titanium white watercolor pigment allows
me to create depth and what | call grounded colors, in other words not
necessarily pretty clean colors but rather dusty and dull colors and
shades.

What is your painting background? How did you come to water-
color media?

I've drawn and painted all my life and have a graphic design and pho-
tography background. | concentrated on watercolor simply because

| liked the flexibility of working on paper, being able to crop paintings
by tearing a decal edge. Joining the Pittsburgh Watercolor Society
brought a large group of artists into my life and learning about tools of
the trade followed. | found professional watercolor pigments and pa-
pers to be very versatile, allowing me to be as painterly as | choose.

Do you think it is possible to teach how to become an artist or
does it concern only technical skills?

Teaching introduces ideas and techniques and can inspire artists of
all genres. Creativity comes from within.

0. MAKIYAWP. 3eneHble nepyatk.
J. MCGUIRE. Green Gloves. 56x76 cm.
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DrHarrann

Tepn Hattann (www.tednuttall.com) rny6okui
Ha6nofgaTens 3a NoabMy, KOTOpbI NpegnoyuTaeT
aymatb 0 cebe cKopee Kak o0 perucrparope
4esI0BEeYECKNX BbIPaXKEHUIN 1 3MOLIMIA BMECTO TOro,
YTOGbI cHMTaThCs NOPTPETUCTOM. Ero nonyumnslumne
MHOXECTBO Harpaf paboThl BbICTaBNSOTCS U
ny6nnKyTCS Ha MeXayHapoaHoOM ypoBHe. OH
o6yyaeT cBOeMy METOLY B UCKYCCTBE Ha MacTep-
knaccax B CoeguHeHHbIx LLTaTax u EBpone.

Br1 Bcerga nucanu akBapenbio?
AxBapeJsb — €IMHCTBEHHAS TEXHUKA,
B KOTOPOI1 s paGOTaI C IMOTMHHBIM
“HTEepecoM. S IMO3HAKOMIIICS ¢ aKBaPEJIbIO
B CTAPIIMX KJIACCAX MIKOJIBI Garogapst
3aMedaTeJIbHOMY IIPENOoJaBaATEIO U,
HECMOTPs Ha 3TO, IPOJOIKUB
o6pa3oBaHue, 51 HE 3AHUMAJICS KUBOIIHICHIO
CepPBE3HO 0 TEX IOP, IOKA MHE HE UCIOJHUIOCH 40 J1eT, u s
BEPHYJICS K aKBAPEJIU C OOJIBIINM SHTY3UA3MOM.

Yewm mist Bac siBisieTcs akBapesnb?

S 6obIIOI EHUTENTb TPEKPACHBIX 06PA30B, HE3aBUCHMO

OT TEXHHKH UX UCIOTHEHNA. TeM He MeHee 5 MOTIomeH
akBapebio. CBOMCTBEHHBIE €if KauecTBa MPO3PAYHOCTH,
TEKY4eCTH ¥ MATKOCTH MPEJICTABIAIOT /UL MEHS YHUKATLHYIO
YyBCTBEHHOCTD ITPOIIECCA M TIOAXO/(a K KIBOMUCH. Takum

’Ke 06pa3oM Te jKe KauecTBa HauboIee MOAXOAAT K MOUM
OOBEKTAM U TOMY, UTO I IIBITAIOCA CKa3aTh B paboTe. MHe Bce

PaBHO, HACKOJIBKO ITPO3PAaYHbI IIUTMCHTDI ITO cBOeU nopupozae.

Yro Bac B1oXHOBIIsIET GOIbIIE BCETO?
HenaBHo 51 UMeIT yIOBOIBCTBUE IOCMOTPETD

perpocnexTusHyio BoicTaBKy TBopenuii s Cen Jlopana B
JleHBepCcKOM Xy/105KeCcTBEHHOM My3ee. [y6uHa, AbIxaHnue 1
BEJIMKOJIETIHE €TO IU3aiiHa TaK BJOXHOBJIAIHN, UYTO B KAKOH-TO
MOMEHT £ UCTIBITAJI T€ K€ IMOITIH, KOTOPDIE YaCTO OBIBAIOT,
KOT/[a BIJIUIITH BETUKOE ITPOU3BEIE€HNE KIUBOIIHICH, 6Y/b

To Macao Mapxka Porko nm Jliocuena @poiifa, Temiepa
Auapio Yaitera nan aksapenb Jsxona Cunrepa CapkeHnrTa.
Crnoco6HOCTD XY0KHHIKA K CAMOBBIPAKEHMIO Yepe3
YHHKaJIbHbIE 06Pa3bl HE TOILKO MOTPSACAET, HO U CTOUT TOTO,
YTOOBI U3YJaTh C IENBIO BLIACHEHM, YEM XKe 3Ta CHOCOOHOCTH
ABJISAETCA.

Kax Bpr HaxozuTe 00BeKT JIIst S)KMBOIMCH?

51 IOCTOSIHHO CMOTPIO Ha JIOJEH; BHUMATEILHO HAGIIOAAIO 3
JIMLAMU U 9€JI0BEYCCKIM B3AUMO/ACHCTBUEM, BHIPAKECHIEM 1
cBoiicTBaMu imgHOCTH. S M3ydalo ux B Kade u pecTopaHax,
Ha aBTOOYCHBIX OCTAaHOBKAX, B TEATPAX U XyJ0KECTBECHHBIX
My3esx. M XoTs s He 4acTO MOTY TOYHO OIIPEACIUTD, YTO
MEHSI [IPUBJICKACT B KOHKPETHOM UHJUBUJYYME, €CIIN

CBSI3b YCTAHOBJIEHA, 1 UX FUIM HE3AMETHO POoTOrpadupyio B
€CTECCTBEHHOM 0OCTAHOBKE, WM IPHUIVIANIAIO IIOIO3UPOBAT
K ce6e B cTyamio. Mos 11e1b B 1o60M ciydae ¢poTorpaduaHo
CXBATUTb MOMEHT; BCIBIIIKA BLIPAKCHUS HJIM IMOILHIH,
BEPOSITHO, HEJOCTIKUIMBI, KOI/[A YEIOBEK IIO3UPYET Yac UM
JIBA JUUIsL IIOCTAHOBKH B MACTEPCKOIA.

Bo1 wame numere ¢ )KuBoi Mojenn, pororpadpun win
HCIIOTb3yeTe BOOOpaKeHue?

XorT4 1 BpeMeHaMH paboTalo € )KUBOM MOJE/IBIO, GOTBIIMHCTBO
MOWUX paboT cAeIaHbl 1o gpoTorpadusaM. I Haxoxy
¢oToanmapat HeBEPOATHBIM HHCTPYMEHTOM JIJISl TOTO, YTOODI
CXBATUTb KOPOTKHI MUT BBIPAYKEHIS U 9MOIUHU, KOTOPBIE
PaCCKakyT Ty HICTOPHIO, UTO 5 XOUY.

Bam cTHIB TOX0K Ha MO3aHKY TEIUIBIX M XOJIOTHBIX Ma3KOB
u 3ammBoK. Kak Bel Hanuii cBoii cTHIB?

Kak KoMy-TO MOKET MOKa3aThCsl OUEBUIHDLIM, HA MOIO paboTy
oxazan 6osbinoe BausHre Yapass Peiin. Moe Bocxumenue

€T0 KUBOTHICHIO 3aKOHYMIOCH TUTAHOMEPHBIMU MOTILITKAMI
BOCIIPOU3BECTH U U3YUUTH €ro paboTy. I[To 6ombmiomy cuerty
3TOT MPOTIEC MPUBE HE K TTIOXOKecTH Ha Yapb3a, a K
UHTEPIIPETAIINH, KOTOPAd IPOJOLKUIA KUTh CBOEH JKU3HBIO.
Ha mon paGoTe! OKa3ann BAMSHIE TaKKe U APYTHe XyTOKHIKH,
Brmodas Tomaca Akynnoca Jlama u Puaappa Ivuara. Mue
Ka)KETCs, aCTIEKThI MX CTUJIEA HAIIUIM CBOE OTPAKEHUE B MOEN
KUBOMHUCH. S MBITAIOCH TaKkKe GLITH CEPLE3HBIM CTYAEHTOM
MHOTUX BEJUKUX XyTOKHUKOB IMTPOMITOTO U HACTOSAMIETO OT
Jlycsena @poiina n Yaka Knoysa o Huxonas ®emmna n
Xoaxuna Ceposipl. ITO TaKOH NOJAPOK — UMETDH BO3MOKHOCTD
CMOTPETD Ha pabOTHI TEX, KTO €Al 3TO TaK KPacHUBO.
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T. HATTAJJ1. Wenyywwmin Cmut. / T. NUTTALL. Whispering Smith. 28x38 cm. 2008

4 T. HATTAJI1. Oeywka B gBvxkeHun. / T. NUTTALL. Girl In Motion. 31x35 cm. 2011
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T. HATTAJ. 17 auBaps. / T. NUTTALL. January, 17. 56x30 cm. 2012

¥ Bac ecTb cBOsI TEOpHS IIBeTa?

51 Go1 He CKa3as1, 9TO y MEHs €CTh OCOGEHHAs TEOPUs IIBETA.
Korzaa 1oxoQuT 10 UCIIONB30BAHUs I[BETa B pabore, s
LIeJIEHAIIPABJICHHO JIE€Ial0 HECKOJIbKO Belnei. S nprrarocnh
HCIIOIb30BATh IBETA CIYJAIHO, O3B0 ce6e MOMEmATh

UX TaM, € UX, Ka3aJI0Ch Obl, He JOJDKHO ObITh. Hakragbisast
3€JIEHBII HA HOC, HAIIPUMEP, WIX PO30BbIi Ha paay:KKy. f Takxe
NPHUAEPKUBAIOCH TOTO, YTOODI JJaBATh MHOT'OLIBETHOE PEIICHUE
J060# opMe, TAK YTO JICHTOYKA Ha ILIANE MOXET OKa3aThCs
KPACHOI, HO IpU 6JIM3KOM U3y4EHUH MOXKET BKJIIOYATh YTO-
HUOY/b OT CUE€HBI HATYPAJIbHOM JI0 IepyJIeyMa.

BpI 06BI9HO HHUIIETE II0 CYXOMY?

Jla, OGBIYHO I IUIIY BIAKHBIMH MAa3KAMH II0 CYXOMY.

ITOT IO/XO0J| — CYIEeCTBEHHAs YaCTh MOETO IIpoIiecca,
ITOCKOJIBKY 5l HAKJIA/[BIBAIO CJIOU IIPO3PAYHBIX I[BETOB, YTOOBI
JOCTHYB XKeJIaeMOU INIyOUHBI, TEKCTYPBL M HHTEPeca B MOUX
U306 pasKEeHUSIX.

Kakos Bamr Be160op Gymaru?

S pa6oTaro uckmounrenbHo Ha 6ymare Arches 300 r, ropsiaero
oTkuMa. Ee HeMHOro mepiasas, HO JOCTaTOYHO CIVIAKEHHAS
ITOBEPXHOCTD HE TOJILKO ITOJIXOJUT MOEMY KUBOIIICHOMY
IIPOIIECCY, HO U JOOABJIACT BBIPA3UTEILHOCTH XapaKTepy 1
YyBCTBAM, KOTOPBIE S IIBITAIOCH IIEPE/IATh B MOECH JKUBOIIMCH.

Kakoii pazmep Gymaru HauGoee yrooen nis Bac?

Mou paboThl PAa3INIAIOTCS IO Pa3MepPaM, HO UMEIOT
TEHJCHIIMIO IPUO/IIDKATHCS K Ioa0BHHe JcTa (38x56 cM) mau
Mmenbmre. f gymaro, Mexy MHOI 1 OGBEKTOM MOEH KIBOIUCH
BO3HHKAeT HEKOTOPast 6JIM30CTh IIPU paboTe Ha TAKOM
dopmare.

Kakumu Bbl moib3yeTech KHCTSAMH?

Mou paboTbI BBIIOJHEHbI HCKIIOUUTENIBHO KPYIIBIMU
KOJTOHKOBbIMU KucTsimu Ne 16, Raphael Kolinsky. Oun
IIOMOTAIOT MHE JJOCTUYb HY’KHOTO PE3y/IbTaTa, K TOMY K€ OU€Hb
YIOOHBL.
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BeI mpeamoduTaeTe CyXKaTh HAJIUTPY HIH UCIIOIb30BaTh
BCe JOCTYIIHBIE I{BeTa?

Mos nanuTpa CoAEpKUT OKOJIO 16 11BeTOB. DTO ISt MEHS
OrpaHUYeHHas! U IPOCTAs MATUTPA, IO3BOJISIONAS MHE
JIOCTUYD HYKHBIX 3(p(HEKTOB U pa3HOOOPA3Ns IIBETOB ITPU
HOMOIIM CMEIIMBAHUSA BMECTO UCITOJb30BAHUS TOTOBBIX
KPAaCOK.

Kaxkosbl jy1a Bac “MosxHO0” 1 “Heib3s1” B aKBapen?

S He 3HAIO, UMEIOTCS JIU KAKUE-TO “MOXKHO” WiIn “Hesb3s1” B
aKBapeJIu Wi JI000M Apyroii Texauke. B mo6om ciygae, BoT
OJ/IHO U3 HanbOoJIe€ IIEHHDIX 3asBJICHUI, KOTOPbIE I CJIbIIIAI
BOOGIIE 0 skuBonucu oT Yapinaa Peiina: “Bpoisru kpacku Ha
Gymare MJIM XOJICTE, C/IeJTAHHbBIC PYKOIt, 6€3 IIPpe/IBAPUTETbHBIX
6pbI3r B royose, Hpocto MasHs . OH TOBOPHUT O TOM, UTO
JKUBOIIHCH €CTh “COCTOSIHUE yMa” B TAKOH e CTEIeHH, KaK
“pabora kuctu”. S HOANKCHIBAIOCDH IO ATUM IIPOSIBICHUIEM
MYAPOCTH.

Kakwue coBeTnI Bul B mepBylo ouepesab JaeTe CTyAeHTaM?

B nepsyio ouepesb, MUIIUTE, YTO BaM HPABUTCH, U IMULIUTE
MHOTO. BO-BTOPBIX, HEJIABHO f IPOUUTAT UyJECHYIO CTATHIO O
Jxone MpBrHe, BEJIMKOM AMEPUKAHCKOM ITHCATEJIE.

B neii rosopurcs: “Eciu BBI oIycKaeTe, 4TO JIOOUTE YTO-TO,
BBI JJOJDKHBI JIIOOUTD IIPOLIECC GOJIbLIE, YeM OKOHYIATEIbHBIH
npoaykT”. Ec/u BbI CIMIIKOM IPUBA3AHBI K TOMY, YTO
MTOJIYYUTCS, 3TO CKAKETCs HA BaIlell CIOCOGHOCTH TOBOPUTD
TO, YTO BbI JIEUCTBUTETHLHO XOTUTE CKAa3aTh.

Haxomnen, ciosamu />xopaxa Kapicona, Besmkoro
aMEPUKAHCKOTO CKyJIbIITOPa U XyAoxKHuKa: “MaTepnpe-
Tanusg — HeOOXOAUMBII UHIPUAUEHT UCKyccTBa”. Mmure
CBOIO COOCTBEHHYIO KHBOIIHCh.




Ted Nuttall,
USA

Have you always been painting with watercolors?

Watercolor is the only medium | have painted in with any real intent.

| was introduced to watercolor in my high school years by a terrific art
teacher and although, following my graduation, | didn’t paint seriously
again until age 40, | returned to watercolor with great enthusiasm.

What is watercolor media for you?

I'm a great appreciator of beautiful imagery regardless of the medium
used to express it. | am, however, especially drawn to watercolor. It’s
inherent qualities of transparency, fluidity and softness present for me
a unique sensuality for my process and approach to painting. Likewise,
these same properties are especially fitting to my subject and what | am
trying to say with my work. | have little regard for whether the pigments
are more or less transparent in their nature.

What inspires you the most?

| recently had the pleasure of touring a retrospective exhibition of Yves
Saint Laurent’s creations at the Denver Art Museum. The deftness,
breadth and brilliance of his garment designs were so inspiring and |
found myself at moments overcome with the same emotions | often
experience beholding a great painting, be it an oil by Mark Rothko or
Lucian Freud, an Andrew Wyeth egg tempera or a John Singer Sargent

watercolor. An artist’s ability to express him or herself in a voice unique-

ly his or her own is not only moving but worth studying closely with the
aim of discovering what one’s own creative voice might be.

How do you find objects for painting?

I am an incessant people watcher; a careful observer of faces and
human interaction, expression, and personality. | watch them in coffee
shops and restaurants, at bus stops, in theatre lines or art museums.
Although | cannot often identify precisely what it is that draws me to

a particular individual, once | make this connection | will either try to
photograph them unaware in their immediate environment or will often
invite them to sit for me in the studio. My aim in either scenario is to
capture, photographically, a moment; a flash of expression or emotion
perhaps unattainable were the person posing for an hour or two in a
studio setting.

Do you paint from a live model, a reference photo or do you use
your imagination?

Although | have on occasion worked with a live model, most of my
work is done from photographs. | find the camera an incredible tool
for capturing the brief moments of expression and emotion that tell the
story | want.

Your painting style looks like a mosaic of warm and cool strokes
and washes. How did you find your style?

As might be apparent to some, my work has been highly influenced

by that of Charles Reid. My admiration of his paintings resulted in a
concerted effort to emulate and study his work. In the long term this
process of course did not result in my painting like Charles but lead me
to an interpretation that began to take on a life of it's own. My pieces
have been influenced as well by others whose work inspires me includ-
ing Thomas Aquinas Daly and Richard Schmid. | think aspects of their
styles have found their way into my paintings. | try, as well, to be a

serious student of many great figurative painters past and present rang-

ing from Lucian Freud and Chuck Close to Nicolai Fechin and Joaquin
Serolla. It is such a gift to be able to visit and observe the works of
those who did it so beautifully.

Ted Nuttall (www.tednuttall.com) is the quintessential people
watcher who prefers to think of himself as recorder of human
expression and emotion as opposed to a “portrait painter”. His
award-winning work has been displayed and published interna-
tionally and he teaches his approach to art in workshops across
the United States and in Europe.

Do you have a color theory of your own?

| wouldn’t say | have a particular color theory | ascribe to. When it
comes to color usage in my work | am purposeful about a couple of
things. | try to be somewhat arbitrary with color; allowing myself to
place color where it may not seem it necessarily belongs. Putting
green on the nose for instance or red in the iris. | also make it a point
to have multiple colors in any given shape on the painting so that a
hat band may appear in the painting to be red but on closer examina-
tion my also include bits of anything from raw sienna to cerulean blue.

Do you use mainly an approach on dry paper?

Yes, | generally paint wet on dry. This approach is an essential part of
my process as | am building layers of transparent color to achieve the
desired depth, texture and interest in my images.

What is your choice of paper?

| work exclusively on 300 gm Arches hot press paper. It’s slightly
toothy but smooth surface not only accommodates my painting
process but, for me, speaks to character and feeling | am trying to
achieve in my paintings.

What is the most comfortable size of paper for you?

My works vary in size but tend to be half sheet (16x22 inches) or
smaller. For me and, | think, the subjects of my paintings, there
seems to be an intimacy in working at this size.

What brushes do you use for painting?

My paintings are done exclusively with a Ne 16 round Raphael Kolin-
sky sable brush. The intrinsic qualities of this particular brush have
become integral to my painting process both in terms of what | can
achieve and the comfort | experience with its use.

Do you prefer to limit your colors or to use all available?

My palette remains at about 16 colors. This, for me, is a limited and
simple palette that allows me to achieve the effect and variation of
color | desire by mixing what | have rather than using pigment directly
from the tube for a specific hue.

What are the “dos” and “don’ts” for you in watercolor?

| don’t know that | believe there are necessarily dos and don’ts for wa-
tercolor or any other media. However, one of the most valuable things
| have learned about painting in general came from this statement

by Charles Reid. “Splashing paint on paper or canvas with the hand
without splashing it on with the head first will just make a mess.” He
says essentially that painting “is a state of mind” as much as “a state
of brush”. | really subscribe to this bit of wisdom.

What are the first advices that you give to your students?

First of all, paint what you love to paint and a do it a lot. Secondly:

| recently read a wonderful article about John Irving, the great Ameri-
can novelist. In it he reflects, “If you presume to love something, you
must love the process of it much more than you love the finished
product.” Being too attached to the outcome will inhibit your ability
to say what you really want to say. Finally, in the words of George
Carlson, a great American sculptor and painter, “Interpretation is a
necessary ingredient to art.” Seek your own painting voice to say
what you want to say.




Esrenmi BPoeamaan

EBreHuin KucHuyan (www.eugenchisnicean.com)
poauncs B 1984 rogy B Mongasuu. C 2007 roga,
KOr[ja OH YBIIEKCS akBapesnblo, OH COBEpLUMN
Cepbe3HbIi NPOpPbIB, KOTOPLIA CAeNan ero OgHUM
13 N3BECTHENLLNX XYAO0XHUKOB 1 Npenojasarenem
akeapenu B EBpone, MMeoLLEero MHOXeCcTBO

Y4eHUKOB U nocnegosaresnen.

Bbour mu Ilyres XynosxHuka
€THHCTBEHHbIM I Bac ¢ Tex mop, kak
BbI mocTynuiIu B XyA0KeCTBEHHYIO
mxkoiy B 11 ner?
SI Bcerpga ocosHaBas 4To y MEHs
JOJKHA OBITh TBOPYECKAs Ipodeccus,
HO HUKOIJIa HE CTPEMUJICH CTATh
IpoheCCUOHATBHBIM XYI0KHUKOM. MOXKeT II09TOMy BHauaje
uckai ce6sl B apXUTEKTypHO-IU3aHEPCKOM cpepe 1 OKOHUNIT
(akynpreT quzaitna nHTEpbepa. B TO ke BpeMs pucyHoK
(11 akBapesb B YACTHOCTH) GBIT MOMM ITABHBIM TOMOIIHUKOM.

Bbu1 i nouck ce6sa B HCKYCCTB€ BO BpEMsI OﬁyquHﬂ, B
KaKoM Hal'[paBJIeHI/II/I?

OcCo3HaHHBIN ITOUCK HAYAICS OTHOCUTEIBHO HEIAaBHO,

C TEX IIOP KaK KMBOIMCH CTaJIa IJIs MCHSI OCHOBHBIM
3aHATHEM. 3AKII0YAETCS OH KaK B N3YyICHUH PA3JINIHbIX
1/1306paBI/ITC]II)HI)IX IIPpUEMOB, CPEACTB, TCXHUK, TaK 1 B
KOMITO3UIIMOHHBIX PEIICHUIX.

Be1 Beipociu B Mongose. KakoBbI 6bu1H Xy102KeCTBEeHHbIE
BusAHAA? BBLIO M GoJIbINe PycCKOro M/IN 3alaHOTO
BJIMSTHHS BO BPeMs 00y4eHUs HCKYCCTBY?

S ucnprTan BIMAHME KaK PyCCKOTO, TaK U 3aI1aJHOIO UCKYCCTBA.
Ecau roBopuTh 06 0CHOBAX PUCYHKA, JKUBOIUCH, KOMIIO3UIUH,
3JI03KEHHBIX €II€ B IETCTBE, TO 3TO, OE3YCJIOBHO, PE3YJIbTAT
pycckoii mxkoJbl. UTo KacaeTcs akBapeu, To 3TO, CKopee
BCETO, BIUAHUE 6OJIee COBPEMEHHDIX 3aI1a/[HBIX TCHICHIIIA.

Kak Ber npunum k akBapenn? Kro asiasiercs mis Bac
aBTOPHTETOM B aKBape/IH CPeJH COBPEMEHHHKOB 1
XYA0KHUKOB IPOILIOTo?

C akBapeJIbio 51 3HAKOM €Il C IETCKOI Xy/I05KeCTBEHHOM
MKOJIBL. XOTs 3TO ObUIN y4eOHBIE IIOCTAHOBKY B TEXHUKE
JIECCUPOBOYHOI JKUBOIIVICH, BIIOCJIEICTBUU 3TO JIaJIO CBOU
peayabraThl. Bo BpeMsa 00ydeHns Ha apXUTEKTYPHOM

OT/IEJIEHNH aKBapeJIh GblIa OCHOBHBIM HHCTPYMEHTOM KaK B
SCKM3UPOBAHUY, TaK U B OKOHYATEILHOM IT0lade IIPOEKTOB.
3HaxoMcTBO ¢ TBOopuecTBoM /Iasuna Taitnopa,

Jx. Capmkenta, Keiiko Tana6e u np. onpenesrio HOBbIN
BUTOK B MOMX aKBapeJbHBIX ITOMCKaX. [opockoii meiizanx
CTaJI OCHOBHBIM CIOJKETOM U JIO CHX ITOP 3aHIMAaeT BayKHOE
MECTO B MOEM TBOPYECTBE.

S crapaloch He JeIUTD XYTOKHUKOB I10 UX ITIPHHA/ICKHOCTH
WJTA HE TIPUHA/UIEKHOCTU K aKBaPE/IH, T. K. ©300pasuTeIbHOEe
CPENCTBO JUIA MEHs HE TaK BAXHO, KAK OCHOBHBIE JKUBOITUCHDBIE
3azaun. [ToaTOMY aBTOPUTETHBIMM JUIS MEHS ABIAIOTCA, B TOM
9rIC/Ie XYOKHHIKH, HE UMEIOIUe GOIbIIOrO OTHONIEHN K
axBapeJIH, HO B TO JK€ BpeMs OKa3bIBaIOIUe OOJIBIIOE BIUAHIE
Ha MOE TBOPYECTBO. FIMEeH MHOTO, HO Ha30BY HEKOTOPBIX

u3 Hux: . Jlera, A. Tyays-Jlorpek, K. Mone. Ocoboe mecTo
3aHUMAIOT PyccKHe XyAoxKHUKHN XIX Beka, BXOJUBIIHE B
O6IECTBO MEPEIBIKHIKOB, MHOTHE U3 KOTOPBIX, K CJIOBY,
OTINYHO Biajeau aksapesnnio: M. Kpamckoii, A. CaBpacos,

. Penun, nosxe B. Cepos.

Hackonpko apxuTeKkTypHOe o6pa3oBaHue nomoraet Bam B
aKBapeIu?

Haunewm c Toro, 9To apXUTEKTypHOE 06Pa30BAHUE OIIPEHIO,
10 GOJIBIIEH YAaCTH, BBIGOP CIOKETOB JIII MOUX PabOT —
ropoJicKoii neifsax. K ToMy sxe mogapmio MHE 9yBCTBO
IPOITOPIUIA ¥ CITOCOGHOCTH OPTaHU30BATDH TOPOJICKUE
neii3aku, apXUTEKTYPHbIE OOBEKTDI, yMEHUE paboTaTh C
JETaTAMU.

MHuorue nocie oﬁyqem/m H€ pemarTCs CTaThb
HPO(l)eCCI/IOHaJII)HbIMI/I XYAOXKHUKAaMH, Y KOTOPbIX HET
IIOCTOSHHOIO 3apa60TKa, OTKJIaZAbIBAs IIPHHSATHE 3TOTO
PemIeHns Ha 3pejble€ roAbl. EcTe n y Bac nmocrosiunasn
pa60Ta win BbI HOJTHOCTHIO 3aBHCHUTE OT CBOEM
XyLlO)KecTBeHHOﬁ u ne,uarornqecxoi«i ,I[eﬂTeJIbHOCTI/I?
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E. KWNCHNYAH. Jlogku. NcnaHus.
E. CHISNICEAN. Boats. Spain. 45x60 cm. 2011

JlelicTBUTEIHbHO OBLT MOMEHT, KOTZA Sl CTOSUI IIepeJl BBIGOPOM,
U {1 paji, 9TO OGCTOSATEIBCTBA B TO BPEMsI IOMOIJIU MHE B
NPUHATUHI BAKHOTO pemeHus. /Jla, s MOJTHOCTBIO 3aBUIY OT
CBOEH XYJI0KEeCTBEHHOMH /1€ ITeTbHOCTH.

Hackosubko Bamu paGors! cmortanusr? Hackoabpko Ber
IUIAHHPYeTe Pe3yJbTaT H3HAYAIbHO?

Jla, ectb HeEKOTOpAad o4 crioHTaHHOCTU. Ho nociennee
BpeMs 5 CTAaPAlOCh MAKCUMAJIBHO PACHIUPUTD 3TOT JUATIA30H,
YTOOBI PA6OTHI CTAIU PadHOOOPasHee. f samerw, uTo

9YeM BBIIIE 3TOT IPOIEHT, YeM OOJIbIIE CIOHTAHHOCTH, TEM
aKBapesbHEE U YIauHee MOTyqaloTcs paboTsl. C apyroit
CTOPOHBI, paboTa B AKBAPEJIU IIPEAYCMATPUBAET OTPOMHYIO
JIOJIIO TUIAHUPOBAHUSL.

Bam HpaBuTCca nposoauTh Mactep-kiaaccer? Kak Ha

Bac geiicTByeT nmpucyrcTBue 3pureneii’ Broxnosiser,
HaIPATaeT, CTECHSET, BBISB/IAET YTO-TO HOBOE?

BrI 3HAETE, KOKIBII MACTEP-KJIACC, JEMOHCTPAIUS
I/IHI[I/IBI/I,E[YZUII)HI)I, " JINYHO y MEHS 3aBUCAT OT PA3JIMIHDBIX
(haKTOPOB 1 IPOUCXOAAT 1TO-pa3HOMY. MHOTrOE 3aBUCUT OT
BBIOPAHHOTO CIOXKETA (5 PeKO IUVIAHUPYIO IEMOHCTPAIUH,
3a9aCTYIO 3TO IJIEH3PHBIN 53KCIPOMT), OT OOCTAHOBKU U OT
obmeit armocgepsl. He MOTy ckasaTh, YTO IPHUCYTCTBHE
3pUTesICH HIKAK He BIUSET HAa MEHs, HO 0CO00 HE HANPSATAET.
SI xak GBI TOrPYKAIOCh B pabOTy — KaK OYATO g OJJUH, CTapasICh
OPEBPATUTD AEMOHCTPANVIO B HaCTOHH.IPIﬁ TBOp‘lCCKHﬁ
rporecc.
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E. KNCHNYAH. Kamapa genb Jlo6oc Magewpa. MNMopTtyranus.
E. CHISNICEAN. Camara Del Lobos Madeira. Portugal. 45x60 cm. 2011

Mo>xeTe mOIETUTHCA BIIEYATICHUAMHI OT BCTPEYH C
Keiiko u ®a6uo B ITapmxe?

3ameuaTebHAA BCTpPEYa B IIPEKpacHOM ropoje. Jlngano
JUIST MEHS MHTEPECHO y3HABATh JIIOJIEH C JPyroii CTOPOHEI,
GyydH yKe 3HAKOMBIM C UX TBOPYECTBOM.

S 6bu1 IY60OKO BIIEYaTIEH Kak caMUM (DAKTOM BCTPEYH,
TaK U MHTEPECHBIMU, CBOOOTHBIMU M HE3ay PsITHBIMI
JauyHOCTAMU, Kak Keiiko u ®a6uo.

Brnocsexcrsun gpecrusaib akBapeau B bpuyne
ITOCITOCOBCTBOBAJ JIATbHEHIeMy 3HaKOMCTBY ¢ Keiiko.

Bam npeacTouT coBMecTHbI MacTep-kaacc ¢ Keiiko. Kak
pommrace uaear Kak aTo 6ygeT npoxXoauTh TEXHHIECKU?
Tax ciryamnocs, uro MeI ¢ Keiiko MHOrO Bpemenn
ITPOBOMJIA HA COBMECTHBIX IJIEHIPAX, T/IE BBIACHIIIOCDH
000I0/THOE JKeJTaHUe ChEe3UTH Ha 3TIONLI B MTanmo. Bot u
IIPUIIUIA Ha yM MHTEPECHAs MBICbh O COBMECTHOM MacTep-
Kracce. Kak aTo 6ygeT mpoucxouTh TEXHUYIECKU, HAM elle
IIPEJICTOUT OOCYUTD.

¥ Bac ecTh onpenenenHasn npocgeccuoHaIbHas Iejlb, KAKOH-TO
py6ex, Kk koTopoMy BeI cTpeMuTech, HiIn BaXkHee caM IPOIIece
TBOpYecTBa?

Koneuno ke, HUKakoro py6e;ka HET, 1 HeGOIbIINE €XKe/THEBHDIE
Iary BII€pPeJ| U €CTh B JTAHHBII MOMEHT MOsI OCHOBHAS I(€JIb.

Jlaxe ecmi TOpoii mporpecca He BUJHO, BCE PABHO JIBIKEHUE
Briepes ectb. Ilo 6obmomy cueTy, cTapaioch 06 9TOM He JyMaTh, a
6oJbIne paboTaTh, pelas MaJeHbKIE TBOPYECKUE 3a1aUH.

MoryT a yuTaTenu 61ora monacTs K Bam Ha xypcer B
Gmmxaiiiee BpeMs?

Jla, HaumHadA ¢ anpesd 3Toro rojga. Kypcer 6yxyT mpoBoanuThCA
npeuMymecTseHHO Bo Ppannym. HexoTopbie B pamMkax
aKBapeJbHBIX CAIOHOB 1 (pecTuBaieil. Takxke maHupyloTcsa
xypcol B Mramuu, Ucnanny, Iopryramun, Typoum n CIIA.
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FEugen Chisnicean,
Moldova

Was the calling of an artist the only one possible for you since
you had entered an art school at the age of 11?

| was always aware that | should have a creative specialty, but never
aimed to become a professional painter. Perhaps because of that |
turned to architectural design and graduated from an interior design
faculty. At the same time, drawing and especially watercolor were of
a great help in my studying.

Did you try to find your own way in art while studying, and if so
in what direction?

The conscious seeking has started just recently since painting has
become my main occupation. | mostly study different pictorial ap-
proaches, methods, techniques and composition schemes.

You grew up in Moldova. What sort of artistic influence did you
experience? Did Russian or European influence prevail during
your art studying?

| was influenced by both Russian and western art. The basic knowl-
edge of classical drawing, painting and composition assimilated in
childhood is by no means the result of the Russian school of painting.
But in watercolor | rather experienced the influence of more up-to-date
western tendencies.

How did you come to watercolor? Are there any authorities for
you among the watercolor artists of the past and of our contem-
poraries?

| started to use watercolor when | was in children’s art school. We
mostly painted still-lifes for training using scumble technique, which
after all turned out to be fruitful. When | was an architectural design
student, watercolor was the main medium both for sketching and
finishing the whole project. An acquaintance with David Tailor, John
Singer Sargent, Keiko Tanabe and others’ creative work meant a new
step in my creative pursuit in watercolor. Ever since then, cityscape
has become a primary subject of my art.

| suppose the pictorial tasks of the artist is to be more important than
the medium they are embodied with and therefore | try not to classify
artists by painting in watercolor or not. And that is why | have a deep
respect to those painters who had greatly influenced my creative
activity but at the same time they are not solely masters of watercolor.
They are many, | name only some of them: E. Degas, H. de Toulouse-
Lautrec, C. Monet. And | have a very special attitude to Russian
painters, the members of the Russian Itinerant Art Exhibition Society:
|. Kramskoy, A. Savrasov, |. Repin, V. Serov. And by the way, many
of them were excellent in watercolor.

Does your architectural education help in painting watercolor?
Actually it is mostly due to architectural education that I've chosen
cityscape to be the main subject to my watercolors. Besides, it gave
me the sense of proportion and the ability to stylize the complexity of
the city views and architectural objects, and to generalize details.

Not many art students upon graduating take the risk to become
a full-time artist, being afraid of the regular lack of income, and
therefore postponing the decision to later on, when they get
older. Do you have a permanent job or do you depend on your
teaching and painting activity only?

In fact at some point | had to choose and | am happy that the circum-
stances sort of supported me in making that important decision. Yes,
| fully depend on my artistic activity.

What is the measure of spontaneity in your watercolors? Do you
usually plan the result?

Eugen Chisnicean (www.eugenchisnicean.com) was born in
1984 in Moldova. Since 2007 when he was carried away by wa-
tercolor he made a serious break-through that made him one
of the well-known artists and watercolor instructors in Europe
who has a lot of followers and disciples.

Yes, there is some share of spontaneity. But lately I've been trying

to make it more considerable so that the watercolors would be of a
broader variety. | have noticed the higher the percentage of spontane-
ity is the more successful the watercolors are and their “watercolour
nature” is better expressed. However, watercolor painting requires a
lot of initial planning.

Do you like to give watercolor workshops? How does the pres-
ence of the public affect you? Does it inspire, embarrass, create
tension or can it help to demonstrate something new?

You know, every demonstration and workshop is special. They are

all different and for me it depends on many circumstances: general
conditions, group atmosphere and, of course, the chosen view, as

| rarely plan my demonstrations. | mostly improvise en plein air. | can’t
say the presence of public is nothing to me, but it certainly does not
tense me up. I'm absorbed with my work as if | were alone and | try to
turn a demonstration into a real creative process.

What are your impressions on meeting Keiko and Fabio in Paris?
It was a wonderful encounter in a beautiful city. I'm interested to meet
people in person being already acquainted with their creative work.

| was deeply impressed with the very fact of meeting them as well as
with the independent and distinguished personalities of Keiko and
Fabio.

Later on | came to know Keiko better due to the Brioude festival.

You are going to give a workshop together with Keiko. How did
this idea come up? And how will it be organized?

We happened to spend a lot of time with Keiko painting en plein air
and it has been found out that we both would like to go to paint to
Italy. And thus an intriguing idea of a joint workshop came up. We still
have to discuss how it will be done.

Do you have a professional target, a sort of endpoint you are
heading to, or are you satisfied just to create?

Of course there is no endpoint and making some small everyday
progress is in fact my i
main goal for today.
Even when no actual
improvement is seen
there is still some moving
forward. Actually | don’t
think much about it, but
try to work harder having
some small tasks and
coping with them.

Is it possible for the
blog readers to partici-
pate in your courses?
Yes, from April onwards.
Mostly the courses will
be held in France. Some
workshops will be a part
of watercolor salons and
festivals. Also we plan to
organize courses in ltaly,
Spain, Portugal, Turkey
and USA.

E.K ICHUYAH.Y nnunbiiig xa3sH blo-Mopke.
E. CHISNICEAN. Street jazz-band. New York.
50x50 cm. 2012

67




e ot

Benbrunckuin xynoxHunk Kcasbep Ceonbdc (Www.xavier-
swolfs.com) poguncs B 1942 rogy B AHTBepneHe. OH
yuuncs xusonucu B Koponesckon Akagemumn VickyccTs
AHnTBepneHa. Kak akBapenuct oH passusi CO6CTBEHHYIO
METOAMKY HabpbI3rMBaHUa No npo3pa4Homy ToHy. C 1982
rofa oH y4acTBOBaJ1 B MHOMOYMCIIEHHbIX BbICTaBKax B
Benbrumn n 3a rpanuuein. OH ABNAeTC coydpeauTenem
ECWS (EBponeickoi KoHdbeaepaumm akBapenbHbIX
06LLeCTB) U BULE-NPE3NAEHTOM Benbrnickoro NHCTUTYTa

akBapesnu.

BbI — oiuH u3 ocHoBareseu Beibruiickoro
aKBapeIbHOro MHCTHTYTa u EBponeiickoi
Kondenepamuu akBapeabHBIX 00IeCTB.
B uem 3axmoganack ujaest CO3JaHUs ITHX JBYX
OpraHu3anui?
BmecTe ¢ TpeMms APYrIMU AKBAPEITUCTAMH 5
ocHoBan besbruiickoe akBapeabHOe OGIECTBO B
1978 roxy. ECWS 6bLra ocHOBaHa 110 MHULUATHBE
aroro odbmectsa 14 mapTa 1998 roga. ECWS - aT0 XynosxkecTsennasi,
KyJIbTypHasl 1 CBOOO/{HAS ACCOIUAIUS aKBaPEILHBIX OOIECTB 6e3
KaKUX-TI00 sKoHOMHUeCcKUX 3a1a4. Iexs ECWS - nonynapusuposaTh
HCKYCCTBO aKBAPEIbHOM KUBOIUCH, CIOCOOCTBOBATEL COTPYHIYECTBY
HAaITMOHAJIbHBIX 1 pCFI/IOHa,JII)HI)IX O6]J_ICCTB aKBapeJII/I " paSBI/IBaTb
XyZL0’KECTBEHHYIO IS TeIbHOCTD B OOIECTBAX-YIACTHUKAX.
B pamkxax ECWS ee geaTerpHOCTD (Takas Kak MEX/yHapOJHbIE
BBICTABKM, MAaCTEP-KJIACChI, BCTPEYH, HY6JII/IKaLII/II/I KATaJIOTOB U KHUT)
OpFaHI/IBYCTCH Ha O6bI‘{HbIX yCJIOBI/IHX. MbI paﬁ[]ﬂ BUAETH, 4YTO 9Ta
ACCOIMAINS IIOCTOSHHO PACTET U XYA0KECTBEHHDIE ACCOIUAIIN U3
9 eBpOHCﬁCKHX CTpaH l'[pI/IHI/IMaIOT y‘IaCTI/IC B €XKErogHbIX BbICTABKaX.
B 2011 rozy MbI y9acTBOBAIN B MEKYHAPOHOH aKBAPETbHOU BBICTABKE
B Typky (®Punnsanpus), a B 2012 roay saeasumcs naptaepamu B lenye 3
(Mranms).

Yro Bel 1ymMaeTe 0 MecTe aKBape/In B COBPEMEHHOM HCKyCCTBe?
AxBapesb — OJJHA U3 CJTOKHEHIINX TEXHUK B CMBICJIE€ OOYIEHNS U
KOHTPOJIA. M XOTsA 3TO HE3aBUCUMBII BUJL JKUBOIIMCH, MAC/IAHAS
SKUBOIHCH UMEET GoJIee BEICOKUI CTATYC, M BBI PEIKO MOKETE YBUAETD
aKBapeJIbHYIO BLICTABKY B My3€e€.

Hmeercs mu pasnmane B Hoaxoxe K akBapenau B EBpone n
Coeaunennbix Illrarax?

Esponeiickas akBapesb uMeeT CBOM TPAJUIUU U MHAUBUAYAILHOCTD.

B pasHbIX eBPONEICKUX CTPAHAX XYAOKHUKH [0-PAZHOMY UCIIOIB3YIOT
KPACKU U BEIOUPAIOT ciokeT. B BocTounoii EBpone 6osee rpadguueckuit
nosxoz B xxusonucu. B aksapemn Coenunennpix ltaTos 66u1H
BBIJIAIOINECS MPAKTUKH aKBapesn, Kak DHapio Yaier. fI cauraio

€ro OJJHIM U3 BEJTUYANIINX AKBAPEIUCTOB. AMEPUKaHCKAs aKBAPEh
YaCTO TEXHUYECKH COBEPIIEHHA, HO CJIUIMIKOM KOHTPOJUpYeMa, U eit
HEJOCTAET CITOHTAHHOCTH.
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Kaxk 661 Bel oXapakTepHu3oBaiu CBoOli paGoumii mporecc: Kak
CIUTAHUPOBAHHBIN YIM CIIOHTAaHHBII?

Mue HpaBUTCSA CIIOHTAHHASA JKUBOMMCH. Kak TOJIbKO y MeHs
MOABAAETCS UAeA, 1 HOTHOCTBIO OTAAIOCH JKUBOIIICH U
MTO3BOJISTIO YHUKATLHBIM, CIIOHTAHHBIM KadeCTBaM aKBapeIn
B3SITh KOHTPOJIb. B Moeil skuBomMcH a6CTPAKTHBIE U YETKUE
(opMBI IEperIeTaloTCA IPYT C APYTOM.

Bamu npousseseHus1 Jal0T 60JIbIION POCTOP AL
BoOGpakeHnus. Y Bac ecTs npegsapurerbHOe BUIeHIE
pesynbTaTa, K KoTopoMy BeI cTpemuTecs, HagaB padoTy?
OueHnb BAXHO YBUJIETH IPOU3BEIEHNE B TOJIOBE 10 TOTO, KaK
HAMOYHIIb KMCTh. ITO HE 3HAYUT, YTO JKUBOINCH CIUITKOM
IIpoAyMaHa MM €CTh KeCTKasd Busyamusanusd. HyxHo sHaTh
KOHIIETIIIIIO, OCHOBHOE HaIIPaBJIEHHIE ¥ KOMIO3UIHIIO. Bam
HYKHO BUJIETh KaKH€-TO OOJIACTH ICHO B yM€ B TOHAILHBIX
rpajanuax. 3HaTh, I7i€ PacIonaraloTCs CaMble CBETIbIE

K. CBOJIb®C. Benbrmnckuin nemsax.

X. SWOLFS. Belgium Landscape. 50x100 cm. 2011
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AKI[EHTBI 1 KAK CBET OyJ[eT UTPaTh HA IPEAMETAX — 3TO BAKHO.
BaxxHO TakKe IO/yie psKUBATh IIPO3PAYHOCTD U KOJTHMIECTBO
6eoro.

BbI MoxxeTe HCIPaBIATH CBOIO paboTY, €C/IM YTO-TO HOIIO0
He MPaBWIbHO?

Jla, Mory. MoKHO KOpPEKTUPOBATh HEKOTOPBIE OIMIOKH,
HAaMOYUB GyMary, BBICYIINB €€ 1 HaJIOKUB HOBBII CJIOH.

Kak Be1 moaroraeiausaere Gymary s paGoThI
(3akpemisieTe, CMauMBaeTe M T. JI.)?

IToxroroska 6ymaru — Tpara BpeMeHn. Korna BeI ncronbsyere
6ymary mioTHOCTHI0 600 I, HET HYK/(bI B 0COG0M OOPAIEHUM.
TexcTypy 6ymMaru Bl BBIGHPAETE B 3aBUCUMOCTH OT PaGOTHI,
KOTOPYIO XOTHUTE CJeNaThb. S mo1b3yloch TEXHUKOII 11O
MOKPOMY ¥ TPOCTO CMaYUBaIo 6yMary mupoKoii KUCTBIO.




BeI MoxeTe YTO-HUOYAb CKa3aTh O COOCTBEHHOM IOJX0Je K
nBeram?

OnuH 13 HanboIee BAKHBIX aCTIEKTOB B AKBAPETHHON
JKUBOITICH — IyBCTBO I[BETa. MHe KaKeTCs, y MeHs
BPOJKIEHHOE YYBCTBO IBETA, TOTOMY UTO A HUKOT/[A HE U3ydal
HHUKAKOM Teopuu 11seTa. Mol moGUMBII IIBET — rOTy0OI.
CMemuBaHME IIBETOB HECIOKHO, €CIIU BBI [yMA€TE O TOM,
KaKOH I[BET XOTHUTE TOIYIUThL B UTOTE.

Jlnst MeHs CBETUMOCTD — OJIH M3 HanOOoIee XapaKTePHDBIX
aTpUOYTOB XOPOIIO UCTIOTHEHHON ITPO3PAYHOH aKBAPEJIH.

Yro ayis Bac BaskHee: I[BeT WM TEKCTypa?

U To, u npyroe oueHb BaskHO. Bupl akBapebHOM GymMaru
PasIUYaIOTCA O CBOMM KadecTBaM. bobmoe paznoobpasue
ITOTHOCTH ¥ TEKCTYPBI 6yMaru JaeT MHE BO3MOKHOCTD
HCCIE0BATE PA3JIUIHbIE 3P(EKTHI, IUNIb UCIIOIb3Ys PA3HYIO
6ymary. Mou mo6umsle Fabriano 600 r u Arches 600 r.

Ecte 11 y Bac kpuTepmii, onpe/esionuii, 9To paéoTa
3aKOHYEeHa?

Mos paboTa HIKOT/[a HE 3aKaHIMBAETCsA! DTO BCET/a BBI3OB.
TexHNKA IO MOKPOMY — HEBEPOSTHBIA METO/| ’KMBOIINCH,
ITIOTOMY YTO MOKET IPUBOJMTH K HETIPE/ICKA3yEMbIM

pesyisraTam. [Ipupoja akBapesu, ee HEeIPeACKa3yeMOCTh, €€
YyBCTBEHHOCTD, TEKCTYPA, €€ CBETOHACHIIICHHOCTD HaubGoJee
BaXHbIEC KpI/ITepI/II/I.

Bb1 MosKeTe JaTh COBET MOJIOJBIM XY/TOKHHUKAM,
paGoralomuM B TEXHHKE aKBapeIn?

AKBapesb UMeeT PENyTanuio OUYeHb TpeboBaTeabHOM. [l
MEHSI BAKHO, YTOOBI AKBAPEIUCT YMeT PUCOBATE. CBA3DL MEKTY
pI/ICyHKOM, I‘eOMeTpI/I‘IeCKI/IMI/I (b()pMaMI/I n HpOHOpL[I/IHMI/I
IIPOCTO HE MOKET OTPHIATHCS.

YT0G6BI CTATh XOPOIINM AKBAPEJIHCTOM, HYKHO BpeMs,
TepIeHHe, YIOPCTBO M JKeJIaHue dKCIepuMeHTHpoBats. Ho
€CJIN y BAC MOJTYYIUTCH, aKBAPeIb MOKET GBITh BOJIIEOGCTBOM!

K. CBOJIb®C. Benbrumckuii nensax. / X. SWOLFS. Belgium Landscape. 50x100 cm. 2011




You are the co-founder of the Belgium Watercolor Institute and
of the European Confederation of Watercolor Societies. What
was the idea to create these two organizations?

Together with three other watercolorists | founded the Belgian Wa-
tercolour Society in 1978. ECWS has been founded on the initiative
of this society on March 14, 1998. The ECWS is an artistic, cultural
and free association of watercolor societies without any economic
objective. The aims of the ECWS are to internationally promote the
art of watercolor painting, to foster cooperation among national and
regional watercolor societies and to promote the artistic activities of
its member-societies. In the framework of the ECWS, activities (such
as: international exhibitions, workshops, meetings, the publication of
catalogues or books and any other projects which further the aims of
the ECWS) are organized on a regular basis. We are very proud to
see that this umbrella association is steadily growing and that artistic
associations from nine European countries participate in the annual
exhibitions. In 2011 we participated in the international watercolor
exhibition in Turku (Finland) and in 2012 we will be partners in
Genova (ltaly).

What do you think of the place of watercolor medium in contem-
porary art?

Watercolor is one of the hardest media to learn and control. Although
it is an independent genre of painting, oil paintings have a higher
prestige value and you seldom see a watercolour exhibition in the
museum.

Is there a difference between watercolor approach and aesthet-
ics in Europe and US?

The European watercolor has its own tradition and individuality. In
the different European countries you see a different use of colour and
choice of object. In Eastern Europe there is a more graphical way

of painting. In the US Watercolor painting had outstanding practitio-
ners, such as Andrew Wyeth. | consider him as one of the greatest
watercolorists. American watercolor is often technically perfect, but it
is tightly controlled and lacks any spontaneity.

How could you describe your working process: as planned or
spontaneous?

| like spontaneous painting. Once | have an idea of what it has to be,
I'm free to let loose with the paint and let the unique, spontaneous
qualities of watercolor take over. In my paintings, abstraction and
figuration smoothly synthesize.

Your art works give a lot of space for imagination. Do you have a
vision of the result you want to achieve when you start painting?
The main and most crucial aspect is to see the painting in your head
before you wet the brush. This does not mean the painting is over-
thought or the visualization is rigid. You need to know the concept,
the basic flow and design. You have to see the areas clearly in your
mind in terms of light and dark. Knowing where those highlights are
and how the light will play on your subject is crucial. It is important to
maintain the transparency and management of white.

Can you correct your painting if something goes wrong?
Yes, | can. You can correct certain mistakes by wetting the paper,
letting it dry and putting a new layer over it.

Belgian painter (www.xavierswolfs.com) was born in 1942 in
Antwerp. He studied drawing at the Royal Academy of Fine Arts
in Antwerp. As a watercolorist he developed a personal style,
always on the lookout for magical reactions. He developed a
special method with bursts of diaphanous tones. Since 1982 he
has participated in numerous exhibitions, both in Belgium and
abroad. He is the co-founder of ECWS (European Confederation
of Watercolour Societies) and Vice President of AIB (Aquarel
Institut of Belgium).

How do you prepare
the paper for your work
(fixing, wetting, etc.)?
Preparing the paper is

a waste of time. When
you use a sheet of 600
gm. there is no need of
any special treatment.
The texture of the paper
depends on the work one
wants to carry out. | use
the wet-in-wet technique
and simply wet the paper
with a large brush and
paint into the dampness.

Your color mixtures are
complicated and soft.
Can you say something
about your color ap-
proach?

One of the most impor-
tant aspects in watercol-
or painting is the sense
of color. | think | have the
inborn talent of discern-
ing colors because |
never studied any color
theory. My favourite color
is blue. Color mixing isn’t complicated if you think first about what
color you want to end up with. For me luminosity is the single most
distinguishing attribute of a well-executed transparent watercolor
painting.

What is more important for you: color or texture?

Both are very important. All watercolor paper is not equal because of
the different qualities. The wide range of weights and surface textures
of paper gives me an opportunity to explore different effects simply
by using different papers. My favourites are Fabriano 600 gm and
Arches 600 gm.

Do you have a criteria that your work is complete?

My work is never complete! It is always a challenge. The wet-in-wet
technique is an exciting method of painting because it can produce
unpredictable results. The nature of watercolor, its unpredictability, its
sensuousness, the textures it seems to make and its luminosity are
some of the most important criteria.

Do you have any advice for young watercolor artists?
Watercolor painting has the reputation of being quite demanding. For
me it is very important that a watercolorist knows how to draw. The
connection between drawing and geometric shapes and measure-
ments simply cannot be denied.

To become a good watercolorist, it takes time, patience, persever-
ance and much experimenting. But if you succeed, watercolor can be
magic!

K. CBOJIb®C. lNopTpeT.
X. SWOLFS. Portrait. 75x56 cm. 2011
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bapoapa H eqyle

Bap6apa Heuunc (AWS) (www.barbaranechis.com) —
XYOOXHVK, pa3BuBLLNIA CBOW CTWUSb, U3BECTHbIN 6narogaps
6anaHcy CMoOHTaHHOCTU U KOHTpons akBapenu. OHa 6bina
XIOPU 1 ANPEKTOPOM AMEPUKAHCKOro akBapebHOro
0o6LecTBa, a Takxe Xopu HaunoHanbHOro aksapenbHoro
obLuecTsa. Ee paboTbl NnpefacTaBneHbl B MHOOYUCIIEHHbIX

n3gaHnax U Konnekuusax.

Tepou Bameii ;xuBonucu — reoMeTpudecKue
¢dopmer. Ouu poxxpaorca u3 Bamero
BOOOPa’KeHHUsI MJIK OCHOBAHBI Ha JKXUBBIX
BIEYATICHUAX?
OHuU poxKAAIOTCA U3 TPUAYMaHHBIX (opM,
MHOTHE U3 HUX 5 BI:KY B ripupoje. S ncronbayio
aGCTpaKTHBIE IPUPOJIHBIC Y30PbI KAK MICTOUYHUK
BJIOXHOBECHUSA U KaK KOMIIO3UI[MOHHbBIN
3JIEMEHT, MHOT/Ia B COUBAIONINX C TOJIKY TPOTUBOIIOCTABICHHAX.
IMosnyunsimuecs paboThI HAMEKAIOT HA PealbHbIC MeH3aKN
6e3 ux umuTanuu. f neITalock CO3AaTh WLTIO3UIO Nei3axa,
HECMOTPS Ha TO YTO caMU POPMbI MOTYT UM HE MOTYT
CyIIECTBOBATD B IIPUPOJIE.

Bamru akBapeu o9eHb MOXOJAT HAa )KHBOMHCH HA IIEJIKe.
Ecte i y Bac Takoii onbIT?

SI cama HUKOI/Ia He THCaIa HA MIEJIKe, HO MHE TaK 4acTo
TOBOPUJIM, 4TO MOU PaBOTHI MOIVIN GBI XOPOMIO BBIIVIAJIETH HA
IeJIKe, YTO OJIHA KOMIIAHUS CEi9ac UCIIOIb3yeT MO PabOTLI
JUISL CO3/IAHUS MIEJTKOBBIX MAp( OB, PACIICAHHBIX BPYYHYIO.

HPeZ[CTaBJISIeTe i BeI Bcro KapTHHY B I1€JIOM, KOrga
HAaYMHAETE MUCATh?

Y menst HHKOI'ZIa HET IIOJTHOTO IIPECTaB/JICHUSA, HO IIOCJIE
HECKOJIbKHX Ma3KOB o6pa3 HAYMHACT IIOABJIATDHCA. I[OBOJII)HO
YacCTO B IIaMATHU BCIJIBIBAIOT BIICYATIICHHUA O KAKOM-TO MECTE, IAc
g 61)1]121, 1 51 pa3BHUBalO €ro, HO BCErJa yiUBJICHA PE3YJIbTATOM.

Bel mumere paGoTy 3a OAMH ceaHc?

ITourn Hukorxa. Ha HexoTopbie paGoThI s moTpaTHiIa

roJibl, YTOOBI X 3aBepIIuTh. Korza Bo3HUKaeT 3aMUHKA, g
OTKJIaJIbIBAIO UX B CTOPOHY, HO HEHAJ0JTO. {l MOCTOAHHO foCTaI0
UX, IepecMaTPUBaIo U BHOIIY usMeHeHus. f yacto paboraio
HAaJl HECKOJIbKMMU ITPOU3BEACHUAMU OJJHOBPEMEHHO, U €CJIH £
32CTPEBAIO HA OJIHOM WJIM MHE HYKHO JOKAATHCS, TOKA CION
IIOJICOXHET, TO 51 paboTalo Haj ApyruM. Koraa s gyBcTByio, 94To

A «Ha [UKEe», 5l 3aHIMAIOCh JeTaIUPOBKOM; KOT/A g yBCTBYIO
CKJIOHHOCTb K aHAJIU3Y, 1 CTAPAIOCh PEMIUTD IIPOOJIEMbI; a KOTa
A 4yBCTBYIO TBOPUYECKUHN ITOABEM UM UyBCTBYIO, UTO 3aCTPsIA,
A HAYMHAIO HOBYIO paboTy. ITorpyxkasch B cBOe HACTPOCHHE FUIN
JEMOHCTPUPYIO HanboJjiee MPUEMINMOE PEIICHUE, 5 B KOHIIE
KOHI[OB 3aKaHYMBAIO IIOYTHU BCE PAOOTHI.
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BbI MOXKeTe CIMTATh CBOM CTHIIb DKCIIePUMEHTaTbHbIM?
OrnpejiesIeHHO, HO g TaK)Ke Ha3bIBaIo €ro “abCTPaKTHBIN
peanusm”. B yme s numy peasibHble OOBEKTDI, CKAJIbI, BOJLY,
U T. JI., HO Y MEHs HeT )OPMyJI, U 5 IBITAIOCh HAITH HOBBIE
CII0CO6BI N306PA3UTh CBOU OOBEKTHI, YTOOBI MOsI paboTa He
CTaHOBWJIACDH NPECKA3YEMOM MJIM CTUIM30BAHHOM.

Sl He MoOTy OTEpIIETD HEy/ayy, IIOTOMY YTO 5 HE XKJIy Yero-
TO KOHKPETHOTO U HE CTPOIO HUKAKUX IUIAHOB. MHe 6bIIO
ObI TPYAHO OBITH HACTOJILKO I'MOKOI, €CJIu ObI g 03KMJjala
OIIPE/ICJICHHDIA PE3yJIbTaT.

Bamra paGoTa GoJjibllre 5SMOIOHAIbHA MM PalMOHAIbHA?
B03MO:KHO, TOJIBKO IEPBbIE MA3KU SMOIIMOHAIBHBI,

HO KaK TOJIbKO paboTa HadMHAEeT IPUHUMATh (popmy,
HMHTE/UIeKTYaIbHBIN IoAX0[ HobexaaeT. ITockobKy kpacku
1 BOJIA BEJYT C€0s1 HEIPEACKA3YEMO, 3TO IIOMOTaeT BbIOPATh
IrUOKUI, PUCKOBAHHBIN 1I0AX0A. S peaxo niaHupyio, HO

S IyMalo HaJl KOKIbIM Ma3KOM U CTApaloCh OObEJUHUTD
UHTYUIIIO C KOHTPOJIEM U CTPYKTYPOM.

Yro Bbl MOkeTe CKa3aTh O CBOEH Uaee KOMIIO3UIINHU?

Bce wacTu ;xnBonmcu JOLKHBI BOCIIPUHUMATDLCS
rapMOHMYHO. MHOTUE ITpaBUIa, KOTOPBIM MEHS Y4IIIU,
KaKyTCsl UICKyCCTBEHHbIMU. PaboTa HaJy KapTHHOI Beerja
COIIPSIKEHA ¢ HEOOXOJUMOCTBIO JeIaTh BBIOOP, HHOTIA
IIPOCTOM, MHOT/IA CJIOKHBIN. Ka)k/pIi Ma30K MOXKET cTaTh
60pb6OIL, IOTOMY UTO MOKET U3MEHHUTD BCE B IIPOAYMAHHOIT
SKUBOIIMCH HE TaK, TaM UMIIPOBU3AIMs MUHUMAJIbHA.

Bel npexnmounTaere paGoTaTh Has 6OIbIIIMHI
¢dopmaramu?

Y MeHs HeT IpeIIOYTeHNIA, HO KOT/ia A paboTaio Ha
6osbImoM popmare, s MOTy paboTaTh HaJl PA3JINIHBIMU
Y9aCTKaMU XHBOIMCH TaK K€ NHTEHCUBHO, KaK €CJIN OBl
I1caza HeGOIbIIYIO pabOTY.

Kakos Bam Be1Gop Gymaru?
B 6osbmreit crenenn g ucnonnayio Arches 300 r CP, Ho
UHOTIJIA padoTaio Ha Apyrux Tekcrypax. 300 r — oueHn

B. HEYWC. Nozemaiit. Hosi6pb.
B. NECHIS. Yosemite. November. 76x56 cm. 2010







MPAKTUYHO, IOTOMY UTO 5l 9ACTO OTCHLIAI0 HEOPOPMIECHHbBIE
PaboThI, MOTY CKPYYUBATh 3TU PAGOTHI M IOCLUIATD UX B
ITOYTOBBIX TyOaxX.

ITo xakum kpurepusm Bel onpeaensere, aro padora
3aKOHYE€Ha ¥ BbI JOBOJIBHBI €107

S cTapalock GBITH YBEPEHHOM, UTO KaXKAbIN Kpaii mwin popma —
JIydInge, KOTOPBIE 51 MOIJIA C/leNIaTh i Bcero obpasa. Jliobas
YaCTh IPOU3BEACHUS JODKHA UMETh CMBIC]I, U 51 CTAPAIOCh
yopaThb BCe JIUIIHEE, KPOME TOTO, UTO XOUy CKa3aTh. Eciu B
paboTe He OCTAT0Ch HUYETO, YTO OBl MHE XOTEJIOCH YIYUIIUTD,
pabora okoHYeHa. S mBITAaloCh CO3/[aTh YTO-TO HPABSIIEECs
MHE, U [IBETA, IPUEMbI U q)OpMLI JIUKTYIOTCSI TEM, YTO HYKHO
npouspejieHuIo. MIHOT/Ia TeXHIYeCKasd 3aKOHIEHHOCTD,
MPUXOJSAIISS C OIIBITOM, MOYKET HAC OJlyPAuUTDb, U1 Y HAC HE
MOJIy9A€TCS IIOHATH COOCTBEHHYIO IEHHOCTD KaXKIO0H pabOThI.
B cBoeii paGore 51 pacrieHUBAIO KaK HEyady, eCJIU s paHee
MMcajla HEUTO [IOXO0Kee, HO JIYUIIe, 2 TAKKE HEXBATKY UCKPBI,
KOTOpast OTINYAeT PabOTy U IeTAeT €€ 3AITOMIHAIONIECs

U OTIMYAIOIIECS] OT MOMX APYrux pa6ot. f He xouy 6bITH
HACTOJIBKO CAMOJIOBOJILHOM, YTOObI CUMTATD BCE, YTO S
cjleana, UCKyccTBOM. Sl yHIUTOXa10 paboThI, KOTOPBIE HE
YAOBJIETBOPSIOT 3TUM TpeboBanuaM. [t MeHd 5TO CpOAHU
karapcucy. K Tomy sxe akonomut mecto. Taxxe s 3akaHIMBAIO
IIOYTH BCE HAUAThle PAOOTHI, JAaXKe €CJIU MHE KaXKETCSI, UTO
oHH He oryJarcsa. Korga s pacrieHuBaio 4To-To Kak MpoBal, s
6OJIbIIIEe HE BKJIABIBAIOCEH B 3TO M MOTY OBITH JOBOJBHO JKECTOKA.
HeKOTOpre N3 HUX HOJIy‘IaIOT HpI/ISHaHI/Ie.

Cuuraere 11 Bbl BA)KHBIM MIMETh OCHOBBI PHUCYHKA?
AbcomoTHO. be3 ymenus pucoBaTh HET IIOHUMAHUS, KaK

D

caenannl Bemu. [lpornopuuii, nepcrexkTusbl 1 l"JIy6I/IHbI
HEBO3MOJKHO JOCTUYb 6€3 HAaBBIKOB PHUCOBaHUs:A. PucyHnox
OMOTAET BaM BUJIETh.

YeM MOXKET PYKOBOACTBOBATHCS XyAOKHHK, paGoTalonmuii
MHTYUTHBHO?

CTaBuTb 11O/ BOIIPOC BCE IPABUJIA U HCIOJIb30BATD TOJBKO
Te, KOTOpbIe UMEIOT It Bac cmbica. Cmorpers Ha Bosbimoe
UCKYCCTBO. JlepKaTb BLICOKUI yPOBEHDb. YUUTBCS JaBaTh
OGBEKTUBHYIO KPUTHKY CBOUM paboTaM, HO HE yBICKATHCH.
IIpuBbIYKa KPUTHKOBATH TOPMO3UT TBOPUYECKHIT IIPOIECC.
Haiigure sBpema nourpats ¢ kpackamu. I[losyuaiite
yroBosbcTBre. He mpuHuMaiiTe BCe CIMIIKOM CEPbe3HO.
OueHb 9acTo yauHasg paboTa MOJyJaeTcs, KOTa €€ MEHbIIE
Bcero x/emb. Korga KpuTukyere cBOIo paboTy, OTBETHI

HE BCerga siCHbI. Ha HOBOM ypOBHe OTBETHI MOl"yT CHOBa
yckonb3aTh. CaMousydeHue, 4eCTHOCTb M MHTYHIIHS —
HEOOXOJMMBIL. YCIeX — 3TO Jap, KOTOPHII MBI IIOJydaeM 3a
TepIIeHHe, COeAMHEHHOE ¢ 60pB6OoIt. MaTucc ckazar: «51
IIOCTOSTHHO TIBITAJICSI CKPBITh CBOM YCUJIHSI U SK€JIaI ObI, UTOOLI
MOsI paboTa NMeJIa JIETKOCTD U PAA0CTh BECHBI, KOTOpAs He
[TO3BOJISAET HUKOMY JJOTQ/(bIBATLCS O TOM, KAKOI'O 3TO CTOUT

TpyAa».

B. HEHNC. Y3op.
B. NECHIS. Pattern. 56x76 cm. 2010




The heroes of your paintings are shapes. Do they come to life out
of your imagination or they based on life impressions when you
create them?

They come from inventing shapes, many that reflect those | find in
nature. | use the fundamentally abstract patterns of nature both as a
source of inspiration and as a compositional element sometimes in
disorienting juxtapositions. The resulting paintings allude to the physical
landscape without imitating it. My intention is to form an illusion of land-
scape even though the shapes themselves may or may not be found in
nature.

Your watercolors look very much like painting on silk. Have you
had that experience?

| have never painted on silk but have been told so often that my work
would look good on silk that a company is now using my work to inspire
a line of hand painted silk scarves.

Do you have the whole picture in your mind when you start paint-
ing?

I never have a picture in mind but usually after a few strokes my subject
begins to emerge. Often | recognize a feeling of a place | have been
and will develop it but | am always surprised by the result.

Do you finish the painting work in one session?

Hardly ever. Some paintings have taken me years to complete. When
| get stuck | put them aside, but not for long. | constantly pull them out,
looking again and making changes incrementally. | usually have many
paintings going at the same time and if | get stuck on one or it needs
to dry between layers, | work on another. When my motor coordina-
tion feels to be at its peak | work on those that need fine detail; when |
feel analytical, | try to solve problems, and when I’'m feeling exception-
ally creative or totally stuck | begin a new one. By tuning into my own
moods and performing the most suitable tasks | eventually finish almost
all of them.

Can you consider your painting style experimental?

Definitely, but | also call it abstract realism. In my mind | am painting
real objects, rocks, water, etc., but | have no formulas and try to find
new ways to portray my subjects so that my work does not become
predictable or stylized. | can’t fail because | have no expectations and
no preconceived plan. It would be difficult for me to be this flexible if |
expected a certain outcome.

Is your work more emotional or planned?

Probably only the beginning strokes are emotional and as a piece
begins to take shape the intellectual takes over. Since paint and water
behave unpredictably it helps to take a flexible, risk-taking approach.

| rarely plan but | think about each stroke as | make it and try to blend
intuition with control and structure.

What can you say about your idea of composition?

All of the parts of a painting must work harmoniously together. Many of
the other rules | have been taught seem to be extraneous. The working
out of a painting involves infinite choices, some easier to make than
others. Every stroke can be a struggle because each change can
change everything, unlike in a planned painting where there is often
little improvisation.

Barbara Nechis, AWS (www.barbaranechis.com) is an artist
who has developed a style known for its masterful balance

of spontaneity and control of the watercolor brush. She has
served as a juror and director of the American Watercolor Soci-
ety and awards juror for National Watercolor Society. Her work
appears in numerous publications and collections.

Do you prefer to work in large size?

I have no preference but when | work very large | may work on vari-
ous areas of the painting intensely as if | were working on a small
painting.

What is your paper choice?

I mostly use Arches 140 Ib cold press but | occasionally work on oth-
er surfaces. The 140 Ib is practical because | ship lots of unframed
work and can roll this weight and ship it in a mailing tube.

What is your criteria about your work to consider whether it is
complete and satisfactory?

| make sure that every edge and shape is the best | can make it to
support the whole. Every part of the painting must make sense and

| try to edit what is extraneous to what | want to say. When there is
nothing in the painting that bothers me that | can possibly improve,

it is finished. | attempt to create something that pleases me and

the colors, methods and forms are suggested by what the painting
seems to need or wants to be. Sometimes the technical competence
that comes with experience can fool us and we fail to examine each
piece for its own intrinsic value. In my work | consider the failures

to be those in which | have previously painted something similar

but better, and the lack of a spark that differentiates the piece to
make it memorable apart from my other work. | don’t ever want to
be so complacent as to believe that if | did it, it must be art. | destroy
pieces that fall below these standards. | find this cathartic and an
immense space saver. | also finish almost every piece | begin even if
| expect to discard it. As soon as | deem it a failure | no longer have
an investment in it and can attack it with vigor. Some of these end
up to be quite respectable.

Do you consider it important to have a basic knowledge of
drawing?

Absolutely. Without learning to draw there is no understanding of
how things are made. Proportion, perspective and depth would be
impossible to achieve without drawing skills. Drawing helps you to
see.

What could be the guide lines for the artist who works intui-
tively?

Question all the rules and only use those that make sense to you.
Look at great art. Keep your standards high. Learn to critique

your own work objectively but not too soon. Try to suspend critical
judgment because habitual judging stops the process of creativity.
Take time to play with paint. Have a good time. Don’t take it all too
seriously. Most of the time “the great one” happens when we least
expect it. When you critique your own work the answers are not
always clear. Each time a new plateau is reached the answers may
become elusive again. Self-scrutiny, honesty and intuition are es-
sential. Successes are the gifts we get for our patience in putting up
with the struggle. Matisse said, “I have always tried to hide my own
efforts and wish my work to have the lightness and joyousness of a
springtime which never lets anyone suspect the labors it has cost.”
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HiibmPhegena

LLnpnun Tpeeexa (www.shirleytrevena.com) Bcerga
cTapanacb cnomarb npasunia o6LenpuHATON
aKBapenbHON XMUBOMWCH, U 32 MHOTME rofbl y Hee
cnoxwmnacb YygecHas paccrnabneHHas maHepa
>KMBOMWCK C UCTOMNb30BaHNEM MOABMXHON NannTpbI
LBeToB. Y Hee MexayHapoaHas N3BecTHOCTb,

1 ee NpYHMMAaIOT Kak OAHOro 13 Hambonee
n3obpeTaTesnibHbIX XYA0XKHVNKOB B TEXHUKE akBapesnu.
OHa aBnseTcs 4neHom KoponeBcKoro MHCTUTyTa
akeapenbHON xusonvcy ¢ 1994 roga. ABTop Tpex

6ecTcennepos.

Kak u xorma Bl 06HapysxmiIn, 9T0

Bob1 — xymosxHHK?

B MonomocTn Bce, 9€ro MHE XOTENTOCh —
5TO PUCOBATH, HO MO KaKOU-TO MPUINHE
POJHITENN HE COMMTACUINCDH OTAATh

MEHS B XyJI0;K€CTBEHHYIO IKOJY, 1 BCe
KOHYHJIOCH TEM, UTO 51 CTaTa OPUCHBIM
PaGOTHUKOM.

Bo1u1 i myTh K aKBapeJIu JOJIIUM MIH 3TO ObLIa TI0G0Bb “C
IepBoro B3rusaga’?

B 1980-x M0ii My>k IOJApUI MHE MAJIEHBKYIO KOPOGOUKY
aKBapeJH, U g CPa3y K€ BTAHYIACD.

Asnsercs mu Bam nponecc )XUBOMICH MOJTHOCTHIO
HMHTYUTHBHBIM?

Tax xak y MEHA HET Xy[0’)K€CTBEHHOTO 0OPa30BaHNUs, TIEPBLIE
mary onpeJeIeHHO ObUTN CBA3AHDI C MHTYHINEH, HO 4eM
6oJbIe A y3HaBaIa O TOM, KaK IHCATh, TEM MEeHee MHTYUTUBHOM
CTaHOBHJIACH MO paboTa. f T06TI0 9KCIIepUMEHTHPOBATD 1
CJIEKY 32 T€M, YTOOBI MO paboTa He CTaJa TOIMTOPHOIL.

BoI mob3yeTech KAKHMHU-TO IPaBHIAMH HJIH TOJIHKO MX
HapymaeTe?

C1oKHO HE 3aBUCETh OT COOCTBEHHBIX IIPABIJI, HO MHE
HPaBUTCA MHOT/IA BBIXOAUTD U3 COOCTBEHHOI KOM(OPTHOH
30HDI.

Yro BaXkHee [Is XyHAOXKHIKA: 3HATh, KAK HYXHO CJe/1aTh
9YTO-TO, HJIK 9yBCTBOBATH, YTO B JAHHOM CJIy4ae 4TO-TO He
cpaGoTaet?

MOKHO Tak MHOTOMY HAy4NThCs HA CBOMX omunokax. Jaxe
€CJIM BB 3HACTE, UTO 3TO MOKET HE CPAbOTATD, BCC-TAKU CTOUT
onpoGoBaTh.

Bamra ;xuBoNMCH ABJIAETCA B GOIbIIEH CTEeNeHN
MHTEepNpeTanue Wil KONUPOBaHHEM MOIETH?

Mopenb — numb nHGOPMALUS, JJIS BBIPAKEHUS KOTOPOH A
HCIIOJIb3YIO CBOM I[BETA U (DOPMBI.

Yro naeT BaM noHATH, YTO HY>KHO OCTAHOBUTLCS B padoTe?
Kak BrI y3HaeTe, 4To Ipou3BeAeHNEe 3aKOHIEHO?

Korza Moii B31Is11 OXBAThIBAET KOMIIO3HUITUIO U 51 4YBCTBYIO, UTO
BC€ YACTH COATAHCUPOBaHbI. ECIM B3IIA/] BLIXBATBIBACT KaKYyIO-
TO MaJIEHBKYIO JI€TANb, 51 IOHUMAIO: YTO-TO HEBEPHO.
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Bame BpoxmoBeHne NoposKraeTcsa MoAeIbIo i Bam
HeoOXOIMMO BOMTH B ONIpesie/IeHHOe HaCTpOoeHue 1
OPraHM30BaTh ceGe MOCTAaHOBKY JIs >KMBOIMCHU?
Broxnosenune moxeT HacTu4b rae yroguo. Ilpocro ysunes
IIOZIPYTY B 6apAOBOM MIJKAKE, CUJISAIIYIO PSALOM C KETTOU
3aHABECKOM, MOT'y 3aXOTETb UCIIOIb30BATDL 3TH IIBETA B
cenyiomieii padore.

EcTb 1 cBA3BH Mex Iy BanmmM >KMBONHICHBIM IIOAXO0I0M 1
MY3BIKOM?

B o6miem, net. IHOT/A 51 CIMITIKOM YBJIEKAIOCDh U TE€M, 1
APYTUM, U TOT/Ia TPYHO Pa3rPaHUYIUTh SMOITUH.

EcTe 111 0c0G0€ 3HAYEeHHE IIyCTOro GeI0ro MPOCTPaHCTBA B
Bammux paGorax?

51 mo6mo cBepkaHMe HEGOIBIINX OEIBIX YIACTKOB. DTO JAET
3PUTEJIIO OLIYIICHUE, YTO KAPTHUHA HE COBCEM 3aKOHYCHA, KAK
HAOPOCOK, KaK IPSMAs CBSA3b C XYJOKHUKOM.

¥ Bac He oueHb MHOTO ¢huryp B padorax. Ber uyBcTByeTe
ce6s1 koM opTHee B HaTIOpMOpTe?

ITepsore Tpu roza B JKUBOIUCH 5 THCaTA (PUTYPHI, HO
MOTOM TIePEKTIOYIIach Ha HaTIopMopT. CoBCeM HETaBHO o
3aBepINIIa HECKOIbKO HOBBIX PabOT C (hUrypamu.

Kak Be1 paGoTaeTe HaJ KoMIO3uIMei?

51 He neaio mpeBapUTENILHOTO PUCYHKA Ha GymMare, KOTrja
HaYMHAIO M1caTh. FIHOIIA g fe1aio oueHb MaJleHbKU
Habpocok. KoMiosnnnonnoe penienne pa3BuBaeTcs B
nporiecce paGoThl.

Yro BaxkHee 1A XyAOKHUKA B paGoTe — KOHI[EHTPaIHI
HIM PaccaabIeHHOCTh?

Jl1 Menda HeT TaKoro NOHATUSA, KaK pacciaabiaeHHocTs. Korpa
JIeJI0 JOXO/IUT JIO JKUBOIIUCH, KOHIIEHTPAIMA BO3PACTAET.

Ber yauTe CTyI€HTOB KOHKPETHBIM IIPaBU/IaM WIH Bama
IeJab — HAYYHUTb UX NMHCAaTh, KAK OHHA ‘IyBCTByIOT?

A HCEJaBHO 3aKOHYMWJIA C ITPEIIOJIaBaHNEM, HO KOIZla s 9TUM
3aHUMaJIaCh, 4 BCETAA XOTEJIA, ITOOBI CTYyI€HTBI MOIIN
BbIPDA3UTH cebs1 U HAl T COOCTBEHHDBIN CTUIb.




L. TPEBEHA. HaTiopMopT ¢ 6YMa)kHbIM XeNTbIM MakeToM.

S. TREVENA. Still Life With A Yellow Paper Bag. 45x39 cm. 2012
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L. TPEBEHA. Bpemsa nuThL 4an B anperne.
S. TREVENA. April Tea Time. 43x36 cm. 2012
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Shirley Trevena,
UK

Shirley Trevena (www.shirleytrevena.com) has always tried to
break the rules of conventional watercolour painting and over
the years she has developed a wonderfully loose way of painting
using a dynamic palette of colours. She has an international
reputation and is regarded as one of Britain’s most innovative
artists in the medium. She has been a member of the Royal
institute of Painters in Watercolours since 1994 and is author of

3 best-selling books.

How and when did you discover that you are an artist?
When | was very young all | wanted to do was draw, but some-
how my parents did not agree with me going to art school to get
a formal art education and so | ended up working in an office.

Was it a long journey to watercolor medium or it was the
love from the first sight?

In the 1980’s my husband brought me a small watercolour paint
box and | took to it straight away.

Is your painting process completely intuitive?

Having had no formal art training, when | first started painting
it definitely was all about intuition, but the more | have learnt
about putting paint down, the less intuitive the work becomes.

I love to work hard at experimenting and moving on to save the
work from becoming stale.

Do you use certain rules or do you only “break” them?
It's hard not to hang on to your own rules, but | do like to work
out of my comfort zone at times.

What is a more important attitude for the artist: to know
how to do or to feel that it won't work this way?

You can learn so much from your mistakes. Even though you
know something may not work, it's good to try it.

Is your painting more interpretation than copying the
model?

The model is just information for me to interpret into my own
colour and form.

What is your alarm to stop working at the painting? When
do you know it is ready?

When my eyes can roam around the composition and feel
each part is balanced. If my eye jumps to one small part | know
something is wrong.

Does your inspiration comes from a model or do you get
into the right mood and arrange the model for your paint-
ing?

Inspiration can start anywhere. Just seeing a friend in a purple
jacket sit next to a yellow cushion can make me want to use
those colours in the next painting.

Is there a connection between your painting approach and
music?

Not generally. Sometimes | get too involved in both and find it
hard to separate the emotions.

Is there a special significance of the white space always
left in your painting?

I love the sparkle of small white spaces. It leaves the viewer
with a feeling of the picture not quite finished, rather like a draw-
ing, a direct link to the artist.
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You don't have much figurative painting. Do you feel
more comfortable in still life?

For the first 3 years of my painting life | did figure painting
and then moved on to still life. | have just recently completed
a few new figurative pieces.

How do you work on a composition?

| do not draw out a composition on my paper before putting
paint down. Sometimes | do a very small sketch. The com-
position just evolves.

What is more important for the artist while painting:
concentration or relaxation?

For me there is no such thing as relaxation. When it comes
to creating a painting the concentration is intense.

Do you teach your students some concrete rules or is
your aim is to make them paint how they feel?

| have recently given up teaching, but when | did teach |
always wanted the students to express themselves and find
their own mark.

LLI. TPEBEHA. KpacHble LBeTbl, KpacHas Kopobka.

S. TREVENA. Red Flowers, Red Box.
48x38 cm. 2005




Maps Mexadpdpu

Mpu3HaHHbIN aMmepuKaHCKu XyAoxXHUK Mapk Mexaddu (www.
mehaffeygallery.com) aBnseTca 4neHOM rnaBHbIX aMepUKaHCKMX
akBapenbHbIx o6Llects AWS, NWS, TWSA n WHS. OH nony4un
OCHOBHble Harpafbl B BbICTaBkax Mo BCcew cTpaHe, Bkito4yas Beverly
Green Memorial Purchase Award oT HauvoHanbHoro akeapesisHoro
obLectsa AMepukun. Pa6oTbl Mexaddwm nybnmkosanmcs BO

MHOrMX n3paHusx. Ero xxmBonucb BKIoYeHa B KOpriopaTuBHbIE,
rocyAapcTBeHHbIe U YacTHble cobpaHus, BKNoYas NOCTOAHHYIO
Konnekumio akeapenu B ObLuectseHHOM My3ee Hewsunna n Mysee
nckyccTB MackeraHa. Mapk o4eHb nonynsipeH B CLUA, ero npurnatuatot
B XIOpU pasnnyHbIX KOHKYPCOB, OH NpenofaeT 1 NpoBoAUT MacTep-

Kriacchbl.

Ilepsorii Bonpoc o Bammx
OTHOIIEHHSAX C AKBapPeJIbIO.
Hackoabpko 310 BaskHO a1 Bac?
AkBapesb 6bLTa MOEI! ITepBOit
JIIOGOBBIO, U XOTS 5 TeNephb padboTaio B
CMeMmaHHON TEXHHUKE, ICITOIb3Yd aKpHJI,
A TPOIOJIKAIO JIeIaTh GOJIBITYIO JaCTh
PaboTHI MPO3PAYHOI AKBAPETBIO.

A navan nucate B 10 et u ¢ Tex nop He nepecrasai. J ympy ¢

KHCTBIO B PyKe.

Kakos Bamx ucToOYHHMK BJOXHOBEHUS?

OJiHa KapTUHA POXKAAET JApyryio. PaboTa Hasy KapTHHOI, cam
IIPOIIECC BCET/A BEJET K JIPYroii ujee, a HOTOM K CJIe/yIoIeH.
51 Mor GBI TPOKUTH TPU SKU3HU 1 HUKOT/[A ObI HE HAITMCAT BCE,
YTO Y MEHS B FOJIOBE.

Br1 genaeTe HAGPOCOK, MpesK/e YeM HaYaTh MHCATh?

Ecm a mmny Ha Ty6/IHIKy, 5 BCeTaa orpeensio (popmbl 1
TOHOBOE peIleHne, Jenas HeGOMBINON HaGPOCOK KapaH/allloM
B cBOeM 6y0KHOTE. IToTOM 5 Ty ¢ 3TOr0 HabpOCKa.

M. MEXA®®DW. TeHn Taoca.
M. MEHAFFEY. Taos Shadows. 56x76 cm. 2012

Ectb 11 y Bac morHbIi npeaBapuTe/IbLHBIA IUIAH BCEX
3TanoB paGoThI?

Korna s1 paboTalio B pealucTHIecKoil MaHepe, y MEHS eCTh
BUZIEHE 3aKOHYEHHOTO IIPOM3BEAEHNUS 0 HadaTa paboTHI.
S crenyro cBOeMy TTaHy, HO He CBA3aH UM HACTOJIBKO, UYTOOLI
He UATHU TyZA, KyZla MEHS JIOJKEH BECTH IPOIIECC KUBOTIHICH.

Ber Gorbme paGoraere mo ¢poTorpadun MM OCHOBBIBAsACH
Ha )KUBBIX BIEeYaTICHUAX?

H To, u npyroe. Korna ecTh Bpems, s MUY Ha ITIEHIPE

i paboTaio ¢ Mojiennio. Ecii y MeHda HeT BpeMeHu, Kax y
GOJBITIMHCTBA XYA0KHUKOB, 51 padoTaio ¢ ¢poTorpaduamu. 5
c/le1al X TBICAYM U CTasl npueManMbIM ¢oTorpadom. Ho
¢ororpaduam He XBaTaeT KUZHU, U 3a/[a9a XYAOKHIKA —
IPHUBHECTHU 3Ty KU3HEHHOCTD, YTOOBI ITOABUIACH CBA3D CO
3puTesem.

Ber 1o0BOTEHO H30MpPaTeTLHBI K IETAIAM B CBOUX PaGoTax.
Kak Be1 gestaere or6op?

CKOJIBKO BBI MOITIN GBI yOPATh U BCE JKE PACcCKa3aTh HCTOPHIO?
Msmoro... I MHe Bceraa KaykeTcs: YeM MEeHbIIIE, TeEM GOJIbIIe.
IIpemocTaBbTe BOZMOKHOCTD 3PUTENIO TOAyMaTh. He naBatite
eMy BCIO MH(POPMATIHIO.

BeI mosib3yeTech Kakoi-TH60 I{BETOBOI TeopHei?

S monb3yoch passebHON MaTUTPOH IEPBUYHBIX IIBETOB,
TETUILIA ¥ XOMTOHBIH TOH KasK[0TO IIEPBUYHOTO I[BETA
TLTIOC HECKOJIBKO JTIOOUMBIX IIBETOB. G 3TUMH HECKOTLKIMI
KpacKaMH 5 MOTY MOJyIUTD BCE CHENPUIECKHEe OTTEHKH,
KOTOpBIE MHE HYKHBI.

Yro ayis Bac BaxkHee: KOHTPACT B TOHE MJIM KOHTPACT B
usere?

Korza s pa6oTaio B peaTlcTHIECKOM KII0Ue, TOHATbBHbIE
oTHomeHUs BaxHee. Ecm 1 paboTaio B abCTPAaKTHOM MaHepe,
TO HCITONB3YIO GOJIEE YACTO IBETOBOI KOHTPACT.

Yro Bam Gamke: oTpakeHue WM HHTEPIpeTaus?

51 6B1 cka3am, oTpaykeHne, HO Ha CaMOM JieJie —
UHTepIpeTanus. S BIKy, OIleHMBaIo, yCBAMBAIO, 3aTEM JIETIOCh
BCEM, Ha YTO CIIOCOGEH.

M. MEXADDW. Ynouka B LLlaHxae.

M. MEHAFFEY. Shanghai Allee. 76x56 cm. 2012
80




e




M. MEXAQ®®W. MNMporynka B my3ee. / M. MEHAFFEY. Museum Walk. 76x56 cm. 2012
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Mark Mehatffey,
USA

My first question is about your relationship with the wa-
tercolor medium. How important is it for you?

My first love was watercolor and even though | now work in
mixed water media and acrylic | continue to do most work in
transparent watercolor. | started painting when | was a child of
10 and have never stopped. | will die with a brush in my hand.

What is your source of inspiration?

One painting precipitates another. The act of painting, the pro-
cess always leads to another idea and that leads to another.

| could live three life times and never get all the painting | have
in my head done.

Do you make a sketch before you start painting?

If | am doing representational work then | always arrange
shapes, assign value based on a center of interest as a small
compositional study done in graphite in my sketchbook. | then
paint from my sketch.

Do you have a complete plan of all the stages of your
work in advance?

When working in a realist fashion | do have a vision of the
completed painting in my head before | begin. | follow my plan
but do not feel so locked into my plan that | can’t go where the
painting needs to go.

Do you work with reference photos or more based on life
impressions?

Both. If | have time | draw on site or work from a model. If

| don’t have time, like a lot of artists | work from reference
photos. | take thousands and have become a decent photog-
rapher. But a photograph lacks life and it is the artist’s job to
bring that reference to life so that there is a connection with
the viewer.

Your paintings are quite saturated. Do you use some me-
dia or do you have the whole process in your mind?
Saturated color is played off neutralized color and neutrals. If |
need an area to be dark or very intense | am not afraid to use
very saturated color.

The details of your painting are quite selective. According
to which criteria do you drop details in your painting?
How much can you leave out and still tell the visual story?
Lots, and | always think less is more. Give the viewer some-
thing to do. Don't give them all the information.

Do you use some color theory?
| use a split primary palette, a warm and a cool of each pri-
mary plus a few favorites. With these few colors | can make
all the specific hues | might need.

Nationally recognized artist Mark E. Mehaffey (www.me-
haffeygallery.com) is a signature member of AWS, NWS, TWSA
and WHS. Mehaffey has won major awards in juried exhibi-
tions across the country including the Beverly Green Memorial
Purchase Award from the National Watercolor Society. Me-
haffey’s work has appeared in many publications. Mehaffey’s
paintings are included in corporate, public and private
collections including the permanent collections of transparent
watercolors at the Neville Public Museum and the Muskegon
Museum of Art. Mark is a popular juror, workshop instructor
and lecturer around the USA.

What is more important for you: the contrast in values or
the contrast in colors?

When | work in a realist mode then value is of most important.
When | am working in a non-objective/abstract fashion then |
use color contrast more often.

Which attitude is closer to you — reflection or interpreta-
tion?

I'd like to say reflection, but it really is interpretation. | see, as-
sess, internalize then share to the best of my ability.

M. MEXA®®U. CozepuaHue.
M. MEHAFFEY. Contemplation. 56x56 cm. 2012
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CIIA

Rapoan HapT ep

Kapon KapTep (www.carol-carter.com) n3BecTHbI
BO BCEM MUpe XyOOXHMK-akBapenucT. OHa 6bina
BblbpaHa Jlyywmm xynoxHukom The Riverfront
Times B 2000 rogy. B 2002 ropy ee pa6ota

6bina BbibpaHa ans o6noxkm xypHana New
American Painting, n B8 2003 NMoconscteo CLUA
CMOHCUPOBASIO €€ NepCoHarbHYI0 BbICTABKY B
OkBagope. Pa6oTbl r-xu Kaptep npeacrasneHbl
BO MHOMMX YaCTHbIX 1 rOCYAapCTBEHHbIX
XY[0XECTBEHHbIX COBPaHUSAX.

MeHs1 yAMBIIIO JBOMICTBEHHOE K. KAPTEP. Bcnneck.
BHevaTieHue oT Bamux pa6oT:
HANpSIKEHHeE 1 OKOH O/IHOBPEMEHHO. C. CARTER. Splash. 38x26 cm. 2012
Y BoJBI yCIIOKaMBaIOIIMIA,
oxytaxxaomui 3¢ dexr, Ho Bamm
IIBeTa MOXO0KHU Ha B3PBIB PagxyrH.
B xakoM cocTosinnu Be1 npeGuiBaeTe
BO BpeMsI paGoThI?
YV MeHs Ha caMOM JieJie HET KaKOI0-TO OCOOEHHOT0 COCTOSHUS
BO BpeMs paboThl. JKuBOIICH yHOCUT MEHS B HEBEIOMbIE
MecTa. B Moeii paGore ecTh HaNpsKeHUE, HO GOJIbIIe
opmaicTuyeckoe.

Kak Ber Hauanu mucate? Uro 3acTaBuino Bac BeIGpaTs
aKBapeb?

Sl BpIGpasta akBapesb JOBOJILHO PAHO, TIOCKOJIBKY 3TO OBLT
€JIMHCTBEHHDII MaTepHaJl, IIPE/IaraéMblil B MOEM KOJITIEJIKE.
Sl He m3yyana aKpuJI, IOKA HE ITOCTYIIN/IA B MHCTUTYT.

Brp1 6osb1re paGoTaeTe ¢ HATYpPbI Ha IVIEHdPe HIN B
cTypumn?

IepBssle 7 1eT MOEI JKUBOIMCHON Kapbephl s IIUcaIa Ha
mrenspe. Tereps 4 paboTaio TOJIBKO B CTYIUN.

Kaxxercs, yro Bel HaxoauTe BHOXHOBEHHE JJIsI CBOMX
pa6oT Bokpyr cebs1, Bo @aopune. ATo Tak win Ber mmure
BJOXHOBEHHS U B IPYIUX MECTax?

Jla, u B ipyrux Mecrax Toxe. Henasno y Mmens 6nu1a
BoicTaBka B Tockane (Mranus). Taxske s nucana gosmmny Hara
(Kanudgopumus), Capanny (Jxopmxus), 1 COBCEM HEABHO
Aeepreiinc (Propuza), lasaiin u Buprunckue ocrposa.
ITUM JIETOM 1 IIpenojiaio Bo PpaHnuu u HaIeI0Ch BEPHYTHCA
C rOpO# HOBBIX BII€YATIEHUI.
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K. KAPTEP. MocT.
C. CARTER. Bridge. 56x76 cm. 2012

Kak Bl paGoTaeTe HaJ CBOUMHU IPOU3BETCHUSIMU?
Jenaere HaGpocku, poTorpacun niu padoraere mo
aMsaTH?

A paboraio ¢ Habpockos u pororpacuii. J Bcerna caagana
HaGpPaChIBAIO YTO-TO HA JIUCTE UM HA XOJICTE.

Yro et cHavana — uAes WIH 06pa3, KOTOPbI
BIOXHOBJISIET?

S nymaro, 9To cHadYasa MPUXOJUT Hjiesl, KOTopas MeHs
BJIOXHOBJAET. fl XOTea HarMcaTh “PpOMaHTHIECKYIO
Hranuio”, u g noexasa Tyfa cobuparts Matepual. f He snaia,
YTO Oy/ly MUCATD ITOCJIE IyTENECTBUA, HO OKa3aJ0Ch, 9YTO 3TO
neii3aKu, BEJOCUIIE b, (pacasipl, 3aKaThl, IepPeBbA, KJIa0uIIa
T L.

HexoTtopsie Bamu pa6oTs! moxoxxu Ha 6aTuk. Ber Bcerna
NHCATU aKBapeJblo Ha GyMare HIIH, CJIy9aJoCch, IPOOOBaIn
JApyrue TeXHUKU?

S mucana Ha meke TOMBKO Mapy pas. boapmmHCcTBO MOMX
akBapeJieil Hanucansl Ha 6ymare Arches 600 r xosoxHOTO
OTKHIMA.
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BbI paGoTaere ¢ pasHbIMU MoAesiMu nin y Bac ects
nAro6umbie? Bol numrere TOJIbKO JKEHCKHE MOJIEIH IO
3CTeTHYEeCKIM NPUINHAM?

A paboraio ¢ pasHpIMU MoJeAMH. JacTo g cama MOZEIb.

S iy sxeHckue Mojenu, IOTOMY UTO 3TO JUIS MEHS GOJIbITAst
BO3MOKHOCTD BU3Ya/IU3UPOBATD KEHCKYIO (PU3HUKY B KU3HU.
S merraroch CHpOCL[I/IpOBaTI) n BI/ISY&JII/ISI/IPOBaTI) MI/Ip TAaKUM,
KAaK f €T0 BIDKY KaK JKCHII[HA, )K€HA, MaTb, Xy[{OKHHIIA.

Ha garo BsI o6pamaere BHIMaHHe, KOTAA OpeNoJaeTe
aKBapeJb?

Hcrionb3yiiTe MHOTO BOJBI, IEPKUTE UHCTPYMEHT U
MaTepPHUaIbl B YUCTOTE, IUITUTE HA IJIOCKOCTH, YCTh
aKBapeJb OCTAETCSI AKBAPEIBIO U IMUIINTE KaXKAbIN J€Hb.
Hcronb3yiiTe uncThlil BeT!

B Bameii ;kuBonucu cToIbKo Boabl. S xody cnpocurs,
ecThb /M y Bac HacTosImas xkaxsa K 94eMy-TO B JKH3HU?

Y mens jxaxkJa oOIeHusI C JII0bMU, OOMEHA U/E€SIMU.

S 106110 MHUCaTh — HOTOMY YTO 3TO YHUBEPCAJIbHBIN SA3bIK,
KOTOPBIH JieTaeT MeHs OJIMKe K JTI0A8M. MHe Bcerna O4eHb
HpI/IHTHO, Korga KTo-To CMOTpI/IT MOoun pa6OTI)I n ‘IyBCTByeT
Moe Tocanue. MHe Ka)KeTcst, 4TO 3TO 0J1arocjioBeHne ObITh
XYZLOKHHKOM.




K. KAPTEP. Bonoto. / C. CARTER. Swamp. 76x56 cm. 2012
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Carol Carter (www.carol-carter.com) is a world-recognized
watercolor artist. She was voted Best St. Louis Artist by The
Riverfront Times in 2000. In 2002 her work was chosen for the
cover of New American Painting magazine and in 2003, the US
Embassy sponsored a solo exhibition of her work at the Teatro
del Centro de Arte, in Guayaquil, Ecuador. Ms. Carter’s work is

Carol Carter,
USA

| am surprised at how your paintings have a very dualistic
impression of tension and peace at the same time. Water has a
soothing, chilling effect, but your colors seem to explode into all
little parts and parcels of the rainbow. In what state do you find
yourself while working?

| am usually just focused on painting. | don’t really have a state of
mind when | paint. Painting generally takes me to a different place
from my daily life — by the end of time in the studio. There is tension
in my work but more a formalistic one.

How did you start painting? What made you choose watercolor?
| chose watercolor early in my career because it was the only painting
medium offered at my college. | didn’t learn acrylic [opaque medium]
until | entered graduate school.

Do you paint more on location or in studio?
| used to paint plein-air for the first 7 years of my career. Now | only
work in the studio.

It seems that you find inspiration in subjects all around you as
you live in Florida. Is it so or do you look for inspiration in some
other places?

Yes, | do. | did a recent exhibition on Tuscany in Italy. | have paintings
of Napa Valley, CA, Savannah, GA, and most currently the Ever-
glades in Florida, Hawaii, and Virgin Islands. | am teaching in France
this summer and hope to return with a mountain of new imagery.

How do you work on your painting? Do you make
sketches and use photos or do you store impressions
in your memory?

| work from photographs and sketches. | always sketch
something first on my canvas or paper.

What comes first: an idea or a subject that inspires
you?

| think the idea comes first to inspire me. | wanted to paint
“romantic ltaly”, so | traveled to Italy to gather subject
matter. | didn’t know what | would paint from my trip, but
it ended up being landscape, bicycles, facades, sunsets,
trees, cemeteries, and so forth.

Some of your watercolor paintings look like they are
painted on silk. Did you always paint with watercolor
on paper or have you tried some other techniques?

| have only painted on silk one or two times. Most of my
watercolors are painted on Arches 300 Ib cold press paper.

Do you work with different models or do you have
favorite ones? Do you always paint female models for
some aesthetical reason?

| work with different models. Frequently | am the model.

| paint the female because it is a great way for me to pres-

represented in many public and private art collections.

ent visually the feminine psyche in life. | try to project, portray, and
visualize the world as | move through it as a female, wife, mother,
artist.

What is the main point to put attention on when you teach
watercolor painting?

Use a lot of water, keep your materials clean, paint flat, let the water-
color be watercolor, and paint every day. Use pure color!

You have so much water in your painting. | want to ask if you
have a real thirst for something in life?

| have a thirst for connection with people, with ideas, with others.

I love to paint — because it is a universal language and because it
brings me closer to people. | am always thrilled and honored when
someone takes a look at my art — and feels a kinship with the mes-
sage. | feel so blessed to be an artist.

K. KAPTEP. HanonosuHy nycTble.
C. CARTER. Halfempty. 56x76 cm. 2012




e Beiigep

JNnHpa Berikep (AWS, NWS) (www.lindabaker.biz) —

04eHb yBaXKaembll XyOOXKHWK B coeAnHeHHbIX LUtaTax. Ee
paboTbl 3aBOEBaNM Harpafdbl TakMX NPECTUXHbIX BbICTABOK
AmepurkaHckoro AKkBapenbHoro obiecTsa, HaumoHansHoro
AKBapesnbHOro o6LLecTBa, Hapsay ¢ APYrMMM BbiCTaBKkamu B
CLUA. Ee pa6oTbl ny6nMKoBanuch B XXypHanax “AMepuKkaHcKui
XYOOXHUK”, “Xy[QoXXeCTBEHHbIN XypHan” n “XKypHan aksapenun”, a
Takxe “L Aquarelle” Bo ®paHumun. Belkep BkntoyeHa B anb60oMbl
Splash 12 1 B HOBbIN, TONBLKO 4TO OMNY6NMKOBaHHbIA Splash 15.
OHa 13BeCTHa, Kak npenofasaresib akBapenu, ony6nnkoBasLLNiA
2 y4ebHbIx Bupeokypca ot Creative Catalyst. Ee pa6oTbl 6b1n1m

BblbpaHbl Ha LLlaHxanckoe BueHHane B 2012 n BKNtOYEHbI B

BbicTaBky LLleHxxeHckoro buenHane B Kutae.

Kakosbl npeanoCblIKH CTAHOBJICHUS
Bac kak xygoxxnauka? Kak Ber npumim k
aKBapenu?
A n3yyana NCKyccTBO Kak OCHOBHOM
IIpeAMET B KOJUIEJKE, HO, KAK 3TO
YaCTO OBIBAET C KEHIMHAMU, BBIILIA
3aMY3K, U MOSI )KU3HD 3aKPYTHIACh B
APYyroM HaIllpaBJICHUH. Most cembst
3aHUMAJIACh ABUTATECIAMU U TEXHOJIOTUAMMU JIJISI TOHOK,
TAK YTO MOE MCKYCCTBO OTONLLIO HA 3aAHui1 riaH. B 1989
roJly  IPUHSIA PENIEHIE OCTABUTh CEMEUHDII GU3HEC 1
MIOCBSITUTD BCE CBOE BPEMs UCKYCCTBY, U HE IOXKaleIa 00
sToM. f Hauasa y9acTBOBATH B BHICTABKAX U KOHKYPCAX, UTO
rnpusesIo K npenojgasanuio. C tex nmop Mou padboThl HAYAIN
Hy6JII/II(OBaTI)Cﬂ, TAKX€ Y MEHS BBIIYIIEHO ABA o6yqalou11/1x
DVD kommanueii Creative Catalyst Productions.

Bama ;kuBonuch CBoeil TOYHOCTHIO, AHATUTHIHOCTHIO

M JUCHUIUIMHUPOBAaHHOCTBIO CO3/iaeT BIeYaTIeHne
ymHOorpasopsbl. Ilbrraerecs i Bol moHoCTHIO
KOHTPOJHMPOBATh MPOIECC, KOIJa IuIere?

B xosutepxe Ha MeHsI 0OKazay GOJIbIIOE BIUSHUE ITeYaTHbIE
TEXHUKH, MHE HPABWJICS IPOIECC U TAMHCTBO TOTO, UYTO
TIOJIY9UTCs B KOHIIE. Sl mepeHeca 3TOT mpoIecc B JKUBOIICH
akBapeJbio. Mo )KHUBOINCH — 3TO IIepeMeXaIoNecs CJI0u
pe3epBaka 1 akBapesiu, 6Jarofaps KOTOPbIM CO34AeTCs
ucropust 1 3PQPEKT TATUHBL.

Yro mo BameMy MHeHHIO OT/IMYAaET aKBapeIb OT APYrUxX
TeXHHUK?

Texnuke akBapeu IPUCYIIM CBETUMOCTD U IIPO3PAYHOCTD,
He Ha6IIoaeMbIe B IPYTUX MaTepuatax. MHe HpaBUTCsS
HapalUBaHUE CJIOEB CO BCEMU IPEALIYIIMMU TOKPbITUAMMU,
MIPOCBEYUBAIOIUMU C 33Hero 1iana. S gymaio, uro B
aKBapeJM ecTh IyOMHA XapaKTepa, HEJOCTIKUMAs IPYTUMU
MaTepUalaMu.

Bamu paGoThI HIMEIOT 0OYeHb 00 JyMaHHYI0 KoMno3unuio. Kak
Be1 paGoTaeTe HaJ CBOUMH KapTHHAMHU?

S BepIo B IIaHUPYEMOCTD IpoIecca B xkusonucu. S mo6mo
Iponecc puCoOBaHUs, BBICTPAUBAHNA U ITIOCTPOCHUA

MOUX OOBbEKTOB. S CKIIOHHA BBIGUPATh OUEHb OOBIYHBIE
IIOBCE€/IHEBHDIC OOBEKTBI U Z[O63BJIHTI) HCMHOTI'O Marum 4epes
xommosuruo. CHavaIa g HoApOOGHO pa3pabaThIBaIO HJCIO, a
3aTeM Pa3MalIUCTO MUIIY, TAK, YTOOBI KPacKa JeTeIa BO BCE
CTOPOHBI. Coueranue IUVITAHUPOBAHUA 1 XaOTUIHOCTH — 3TO
OIIPEJICICHHAS CIIOHTAHHOCTD I[BETOBBIX KOMOUHAIIMI 1
60raToil TEKCTYPHOI TOBEPXHOCTH.

BeI BBIOHpaeTe JOBOIBHO HACHIIIEHHbIE OBeTa. B Tak
BUJETE HUIH 3TO 0COOBIM Xy 0KeCTBEHHBII METO?

Ha camom nente, s1 HakIapIBalo0 MHOKECTBO IIPO3PAUHBIX CJIOEB,
CO3/1aBasi COUHBIH, HaChIEeHHLIH 1BeT. [Ipu BHMMaTe IbHOM
U3y4EeHUH IOBEPXHOCTH BbI YBUJUTE MHOXKECTBO MATKUX
OTTEHKOB, CMEIIUBAIOMINXCSA U CUSIONTUX, IIPOCTYMAIOINX
CKBO3b TO, YTO Ha IEPBBII B3MIsAJ] KAKETCS HACBIIEHHBIM. DTO
HApALMBAHUE CBETUMOCTU YTO-TO BPOJE MOETrO (PUPMEHHOTO
3HaKa.

51 3ameTHI, YTO OJWH U3 BaXKHEHIINX Xy 0Ke€CTBEHHBIX
npueMoB, KOTOPbIA Bbl ncnoab3yere, — 3T0 pUTM

¥ TOHAIbHBIA KOHTpAcT. IIbrTaereck 11 Ber HaiiTn
OIIpeJeIEHHYIO CHCTEMY, KOIJa MHIIeTe CBOU 0GbEKTHI?
Hnrepecno, uro Bol 3a7aeTe UIMEHHO 3TOT BOIIPOC,
OTPaXAIOUUN MOIO PabOTy U MO CTUIb. YacTo, ABIAACH
Cyﬂbeﬁ B XyTOJKE€CTBCHHBIX KOHKYpPCaX, s B IICPBYIO OY€PEeIb
OTKJIMKAIOCh Ha KOHTPACT B IpousseieHun. Sl sepio, 9o ecamu
y BaC CHJIbHAs KOMITO3UIIMSA U XOPOIIUE KOHTPACTEI, TO Bl
IIPOCTO HE MOXETE HAIUCATD IUIOXYIO paboty. KonTpact — oxgun
U3 IPOCTEHIIIX CIIOCOOOB yCHIUTh 06pa3. Tereps purm —
9TO OTAeAbHAs TeMa. S 106110 NCIIoNIBE30BATE TIOBTOPEHHE C
BapUaLMAMU, 4TOOBI IIMCATH MHOXKECTBO HPOCTBIX 00BEKTOB,
TAKUX KaK Bejocurneanl. S o610 MOMEeHT, Korxa pabora
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N. BEMKEP. MneTeHbiit y3op. / L. BAKER. Woven Pattern. 76x56 cm. 2010

“cobupaercsa”. Putm opranusyeT paboTy U YKpalIaeT ee. ITO NperoaaracT
JBIDKCHUE JUISL [JIA3 U CEPALIA YePE3 IPOU3BEICHUE UCKYCCTBA.

Mue ogeHb HpPaBUTCS, Kak BbI monb3yerech akneHTamu 6exoro. Oun
IPHUBHOCAT 3JIEMEHT COJIHIA B Bamy :xmBomuce. Ber Mokere pacckasarn
Gosbie 06 3TOM MeToHe?

Bcs sxuBonucs kacaeTtcst ceeta. MHOrA Bee 3HaUeHHE pabOThI B UCTOYHHUKE
CBETa, TOT/a KaK B APYTUX PA6OTAX CYIE€CTBEHHBIM SIBJISETCS HEJOCTATOK
cBeTa. MeHs IpUBJIEKAET PE3KOE OCBEMEHHE, KOT/IA CBET TAHIYET

BOKPYT IIPEJMETOB B A6CTPAKTHBIX (DOPMAX, UYTO HA CAMOM JIeJIE€ CO3/]aeT
OT/IEJIbHBIN IOAMaIEBOK WU JOTIOJHUTENbHDIN CJI0H Kuporucu. Jlydan
COJHEYHOT'O CBETA, TAHIYIONTHE TEHU U OTPAsKEHHBIH CBET, UT'PAIONIHE Ha
MOBEPXHOCTSIX, — 3TO TO, UTO MPEACTABIAET CO60 GOIBIIYIO YaCTh MOekt
paGoTEI.

Kaxk Bb1 HaxoauTe BAoxHOBIAsIOmMKE Bac 06 beKThI?

S Bepio, 4TO 3TO MOU OOBEKTHI HAXOAAT MeHs. I Mmory 6poauThb

¢ 6JIOKHOTOM U (POTOAMIAPATOM BECH JI€Hb U HE HAHTU HIYETO
BJIOXHOBJISIIOIIETO, A 34 YIJIOM MEHSI OCTAHOBUT CKPOMHAsI, IIOBCEIHEBHAS
crieHa. Sl He TypHCT, HOCKOJIBKY YaCTO OKA3BbIBAIOCH B HEGOIBIINX
MepeyaKax, B IEHTPE €3KeHEBHO KyIbTyphI, 1 MHE 3TO HPpAaBUTC!

Cxosb Bpemenn y Bac 3annMaeT paGoTa Haj OJHUM NPOHU3BEeHIEM?
OOGBIUHO 51 pA6OTAIO CPa3y HaJl HECKOIBKUMH cIokeTaMH. S mosyyaro
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Mou o6wvexmul uacmo vibupaiom mems 8 mom
cMbICTe, YMO 51 GUICY YIMO-MO U 2IYOOKO OMKIUKAIOCH
Ha CYeHy, Komopyo Opy2oil 0bl RPOCMO He 3aMemiL.
Hanpumep, mos cepust ¢ 6envesbimu npuyenkamu.

A cmupana u yponuia KoOp3umy ¢ npunenkamu Ha
non. Onu Obiau NPOCMOo cepblmu u 068eMPUBUUMUCS,
U 8Ce PAGHO MeHs 3aUHMPULOBALU COTHEUHbIE TIYYU,
cmpyuswuecs: uepes Hux. Lleem 6uvL1 0obaenen ons
moeo, umobvl s MO2NA OMAUYUMb OOHY NPUULEHKY
om Opy2ou, u Makum 06pazoM NoIYHULACh Cepusl.
FBenvesvle npuwjeniu okazanuco mesicoOyHapoOHsIM
CUMBOIIOM, NOHAMHBIM HA T1000M A3viKe. OHnu makdice
OKA3ANUCH BANCHBIM NOCIAHUCM MeAHCOY pabOmMOotl
JICEHUWUH U KAPbEPOTL MYNHCHUH, 2060PSUUM O HAULEM
paznuduu.




YIOBOJIbCTBUE OT IIPOLIECCA HAKIAJAbIBAHUS CJIOEB B MOUX PabOTaX,
pezAKo numry OoT Hadaaa 10 KoHna. CkakeM Tak, OOBIYHO Y MEHSI
YXOJUT HeJieJisd, a UHOT/A U IBE Ha OHO ITpousseaeHue. f ne
IIOMHIO, KOT/Ia ObI Y MEHSI He OBIIIO HECKOJIBKUX KAaPTHH B paboTe
OJHOBPEMEHHO. I T06.II0 CIOHTAHHOCTL MEHSIOMENC CKOPOCTH,
OCTaBAACh HE CJIUIIKOM 3aXBaU€HHOI KaKM-TO o6pazom. [Ipu
HEePEKTIOUEHUH 51 IYBCTBYIO, YTO COXPAHSIO CBEKECTH PAGOTHI.

Ha xaxom pazMmepe Han6osiee KoMGpOpPTHO paboTaTh?

MHe HpPaBATCSA BCe pa3Mepbl, HOAXOAAINE I paboTel. Mue
HpaBuTCs pazmep 76x105 cm, HO MHE Tak ke KOM(POPTHO HA
HeGoubmoM kBagpare 30x30 cm! A mbITaloch MO3BOIUTH CAMOM
paboTe OIpeae/UTh, HA KAKOM pa3Mepe €l XOTeI0Ch Obl ObITb.

Bb1 nunrere Ha ieHspe?

Jla, s1 paHbIIe nucasa JOBOJILHO MHOTO HA IICHIPE, HO KOT/A o
YBJIEKJIACh MHOTOCIOMHON JKMBOIIMCLIO, TO II€PEeNLIa Ha CTYAUNHYIO
pa6oty. fI Bce eme M0G0 BHIATU HA IPUPOJY U IIOCMOTPETD, YTO
MOJIyYUTCS HA ncTe!

BeI cunTaeTe ce6A CTyAMAHBIM XyAOKHHKOM?

HM3-32 MOEro MHOTOCJIOMHOTO IPOIECca ¥ HEOOXOAMMOCTH CYIMIUTD
CJIOM £ CTaIa B GOJIbINEN CTENEHN CTYAUMHBIM XyTOKHUKOM. fI mory
ObIT 60JIee MPOAYKTUBHOM CO CBOMCTBEHHON MHE TEXHUKOM.

Bam Be160p Gymaru? Kpacok? Kucreii?

Moii raBHBII BEIGOP Gymaru 6bL1 TpaguuonHo Arches 600 r
XOJIOHOTO OT/KMMA, HO B ITOCJIe/{HEE BPeMs s OOHAPYKIIA, 9TO
GOIBIIMHCTBO PAbOT MHITY HA 60JI€€ ITAAKOM IOBEPXHOCTH.

A nonpzosaracs Kalimanjaro 600 r, npoussoaumoii Cheap Joe,
BMECTE C UX KHCTAMHU. MHE HPaBATCSI MHOTHME GPEH/IbI KPACOK 110
pasHbIM npranHaM. American Journey ot Cheap Joe ommano
HOJXOMUT JUIS 3a/IUBOK, TOrAa Kak y M. Graham™a nmpusthas
MHTEHCUBHOCTD JIJIS1 3aBEPIIAIOIMNX Ma3KOB.

BeI mosib3yeTech KAKMMH-THOO JOIOTHATETEHBIMA CPeACTBAMMI
KpoMe IIpo3pavHbIX Kpacok? MackupoBanue? Benmra?

S B ocHOBHOM HOJIBSyIOCb JINIIb HpOSpa‘IHI)IMI/I IIUI'MEHTAMM, 1 TAK
66110 Beeraa. S He cTopoHHMIA KpooNUX Kpacok. Co BceMu MOMMH
CJIOSIMH — Y€M IIPO3pavHee, TE€M JIydlle.

BaxHo 11 17151 XyOKHUKA MPUHAIIEKATD K KAKOH-TO
ocdumanLHOM XyA0KeCTBEHHON OpraHu3anuu?

Mue KaxeTcs, 94TO XyJ0KeCTBEHHDbIE OPraHU3aLUY [IPEJIaraioT
TOBAPUINECTBO OUYEHb OJUHOKOI npodeccun. Muorune XYAOKHUKHU
paboTaIOT B OAUHOUYECTBE, IOCKOJIBKY 3TO €JUHCTBEHHBIN CITIOCO0
HAWUTH CBOM COGCTBEHHBIN TOJIOC, M OPraHU3ALNSA IIOMOTAeT HaM
OOBEAMHUTBCSA M OCTABATHCA B KypCce HOBBIX TeXHUK. S Taxke
IIOJIy4alo YAOBOJILCTBUE OT BO3MOKHOCTH YTO-TO JaTh MUPY
HCKyCCTBA, KOTOPDIN TaK MHOTO JlaJI MHE.

Bel cirexuTe 3a HOBOCTAMH XY/I05K€CTBEHHOMH JKU3HU IPy3ei-
XYZIOKHUKOB?

/Jla, Korjia TOIbKO BO3MOYKHO, Sl TOKYIIAIO XKyPHaJIbl U KHUTH 110
HCKYCCTBY, 94TOOBI 3HATDH, KTO IPUBHOCHUT YTO-TO HOBOE B MU
HICKYCCTBA B JJAHHBIN MOMEHT. fI Bceria Hax0xXy paboThI, KOTOPbIE
MEHS BJOXHOBJIAIOT NJIN 6pOC3.IOT MHE BbI3OB U INTABHBIM O6p3,3()M
3aCTaBJISIOT yMaTh.

N. BEVIKEP. KaMHu B TeHw.
L. BAKER. Stones In Shadow. 85x65 cm. 2013
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MOI‘yT JIA Xyao)KeCTBeHHLIe BII€eUHaTICHUSA ITIOBJIUATDH HA Bam CTHUJIb
SKHBOIMCHU?

Be3 COMHECHUSI MO XYI[O}KCCTBCHHBIC BII€CUYATJICHUS BJIUAIOT HA MOI‘/T CTUJIb
skusonucu. HexasHo g 6bu1a B IlenbkeHe Ha GHeHHAIE, U PAGOTHI CO BCETO
MHP2, KOTOPBIE 5 TAM YBU/EJA, TOTPSICIN MEHS TAK, YTO U CJIOBAMU HE
BBIPA3UTD. TO YAUBUTEIBHO: YTO-TO B JIPYTUX KyJIbTYPaX JeJalOT TAK XKe,
YTO-TO — MO-IPYTOMY; M BCET/[d MHTEPECHO HAOIIOAATh, KAKOE OTPAKEHUE
9TO HAHJET B MOeii paboTe.

Bair coBeT MOIOABIM aKBapeaucTam?

Moii coBeT MOIOABIM XyI0KHUKAM — IMHCATh, MUCaTh, nucatb! He Baxkno,
KaKNMHU 3HAHWSIMU NI H_II/IpOTOI‘;I XY,Z[O)KCCTBCHHOFO prFO30pa BbI
ob1agaeTe, 3TO BCETAA MEXK/Y XYAOKHUKOM 1 6ymaroii. YeM 6obIne Mul
IIUIIEM, TEM 6OJIBHIC MbI IIOHUMA€EM, CKOJIBKO HaM Hy}KHO CKa3aThb KakK
XY/LOSKHUIKAM.

N. BEVKEP. Ero kntouu.
L. BAKER. His Keys. 56x76 cm. 2010

“Eeo kaouu” nocesuwena moemy nokouHomy
Mmyaucy. B naweti xaomuunou scusnennoii 2onke
MOU MYIIC COOUPAN 20HOUHBIE MOMOPbL OJisl PAZHBIX
BLICMYNIICHUL, U KAXHCOBII U3 HUX UMET CEOU

ka4, Kpome moeo, y nezo 6vinu doma, Kopooxu

€ UHCIMPYMEHMAaMU U MAWUHBL 6CEX BUO0S, U Y

ecex katoyu. Ilocie moeo kak moi myasic no2uo 6
HeONCUOAHHOU Kamacmpogpe, 6Mecno mozo umoowl
COXpaHumo e2o e, Komopbvie ObLIU CIUUKOM
bonvuuMy U 00poUMIU, 5L COXPAHULA €20 KOl
Cunbnee owyujenue OnU30cmu, Max Kax K Kancoomy
K04y OH NPUKACATCS edCEOHeBHO. Dma Kapmund...
0 JCU3HU BOCTIOMUHAHULL.
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N. BEVIKEP. [IHeBHoI BeTep.
L. BAKER. Afternoon Breeze.
53x56 cm. 2010

Linda Daly Baker (AWS /NWS) is a highly respected artist in the United
States. Her work has garnered awards from such prestigious exhibits as

the American Watercolor Society, National Watercolor Society, along with
other nationally known exhibitions. Her work has appeared in American
Artist Magazine, the Artist’s Magazine, and Watercolor Magazine as well as
LAquarelle in France. Baker is included in the Splash 12 and the newest
edition just being published Splash 15. She is a sought after workshop
instructor and has two instructional videos available through Creative
Catalyst. Her work was on display in the Shanghai Biennial in 2012 and is
currently included in the Shenzhen Biennial in China. (www.lindabaker.biz)




What is your background as an artist? How did you come to watercolor? My subjects often choose me in that I see something
As an art major in college, | studied art but as is typical for a woman, | married and and respond deeply to a scene that everyone else
my life took twists and turns. My family was very involved with racing engines and would have walked by. For example, my clothes pin
technology so my art took a back seat. In 1989, | made a decision to leave the family
business and pursue my art full-time and | have never looked back. | started exhibit-
ing and competing which moved into teaching. | have since had my work published
and have two instructional DVD’s through Creative Catalyst Productions.

series. I was doing laundry and dropped my clothes
pins on the floor. They were just grey and weath-
ered and yet the way the sun streamed across them
intrigued me. The adding of color was so I could
Your painting gives me an impression of linocut by its discipline, accuracy and  distinguish one pin from the other and so the series
analyticity. Do you attempt to take a full control over the medium when you came to life. The clothes pins, it turns out are an

paint? International icon and recognized in every language.
In college, | was very influenced with the process of printmaking and enjoyed the ink- They also turned out to have a significant message
ing and mystery of what would be the outcome. | have carried this process over to
my watercolor paintings. My paintings are alternating layers of resist and watercolor
which create a build up of patina and history in the work that satisfies my need for

between woman's work and men s careers and speak
to our differences.

process.

“His Keys” is a tribute to my late husband. In our
What in your opinion separates watercolor from other mediums? chaotic life of racing, my husband built racing
Watercolor has a luminosity and a transparency not seen in other medias. | love the engines for every kind of high performance and each
build up of glazes with all of the previous layers glowing through from the back- item had a key. With his business interests, he had
ground. | think there is a depth of character in watercolor not accomplished with buildings, tool boxes, storage units, and vehicles of all

other materials. kinds each having a key. So, after my husband passed

from an unexpected accident, instead of keeping his

Your works have a very well-thought-out, considered composition. How do
y 9 ’ P things which were too large and expensive, I kept his

you work on your painting?

| am a huge believer of the planning process in a painting. | love the process of keys. 1 felt this was more intimate 5 eac}.l key in my
drawing, arranging, and composing my subjects. | tend to select very mundane collection he had touched on a daily basis. So, the
everyday subjects and add some magic through composition. It is my practice to painting... a lifetime of memories.

plan carefully with thought and then paint with pure abandon where the paint is flying
in every direction. The combination of the planned and chaotic is a certain spontane-
ity of color combinations and a rich textural surface.

You chose quite saturated colors. Does the subject appeal to you that way or

it is a special artist's method?

Actually, what | choose are many layers of transparent color that build up to a rich-

ness that appears saturated. Upon careful observation of my surface, you will see .

many soft colors mingling and shining through what at a glance appears saturated. J1. BEMIKEP. YKn3HeHHbIe LMKIIbI.
This build up of luminosity is a bit of a trademark for my work.

L. BAKER. Life Cycles. 56x76 cm. 2010

I have noticed that one of the strongest artist's means you take is rhythm and
tonal contrast. Do you try to find a certain system
when you paint your subjects?

It is interesting that you ask this particular question as it
resonates with my work and my style. As a frequent juror,
| am drawn first to the contrast in a painting. It is a belief
of mine that if you have a strong composition and good
contrast, you really cannot paint a bad painting. Contrast
is one of the easiest ways to strengthen an image. Now
rhythm is a separate issue. | love using repetition with
variation to paint multiples of a simple subject such as
bicycles. | love the feel of movement holding a painting
together. Rhythm gives a painting a sense of cadence
and entertainment. It offers movement for our eye and
heart throughout a piece of artwork.

I love how you are using white highlights. It brings
sun into your painting. Can you tell more about this
method of yours?

All painting is about light. Sometimes the light source is
the entire meaning and in other works, the absence of
light is significant. | am drawn to a strong light source
where the light is dancing across the subject in an
abstract form that actually creates a separate under or
overpainting. Beams of sunlight, shadows dancing, and
reflective light playing off the surfaces is what most of my
work is all about.

How do you find subjects that inspire you?

It is my belief, that my subjects find me. | can go out with
my sketch pad and a camera all day and not find anything
inspiring and then round a corner and have the most hum-
ble, everyday scene stop me in my tracks. | am not much
of a tourist as | most often find myself down the alleys and
in the middle of everyday culture and loving it!




How long does it take to finish a painting? Your advice to young watercolor artists?

| generally work on a number of paintings at once. Being a process painter and My advice to young artists is to paint, paint, paint! No
loving the layering of my work, | rarely paint from beginning to end. Having said this, matter the knowledge you acquire, or the vastness of

| generally spend a solid week, sometimes two on a work of art. | don’t remember your art knowledge, it still comes down to the artist and
a time when | did not have several paintings in the works at the same time. | love the paper. The more we paint, the more we realize how
the sponteneity of switching gears and not getting too consumed by any image. By much we have to say as an artist.

bouncing around, | feel that | keep the work fresh.

What is the most comfortable size to work on?

| like all sizes of paintings are drift around accordingly. | love a double elephant
which is 30x42 inches but am just as comfortable with a small 12x12 inches square!!
I try to let the image regulate what size it wants to be.

Do you paint on the spot?

Yes, | used to do quite a bit of plein air work but when | got so involved with the
layering, | transitioned to more of a studio artist. | still love to go out and paint among
nature and see what shows up on my paper!

Do you consider yourself a studio artist?

Because of the layering process and the drying required between layers, | have
become more of a studio artist all the time. | can be the most productive with my
techniques at my finger tips.

Your paper choice? Paints? Brushes?

My main paper choice was traditionally 300 gm cold press Arches but lately | find
that more of my work is on a smoother surface. | have been using Kilaminjaro

300 gm by Cheap Joe’s along with his brushes. | like many brands of paint for differ-
ent reasons. Cheap Joe’s American Journey is great for pouring while M. Graham

has a nice intensity for finishing strokes. 1. BEMKEP. MpULLIENKM 1 BepeBKa.

Do you use any additional medium besides transparent watercolor paints? L. BAKER. Pins and String. 76x56 cm. 2012
Masking? Opaque paint?

| basically use only pure transparent watercol-
or pigment and always have. | am not a fan of
opaque colors and certainly not stainers. With
the layering in my work, the more transparent
the better.

Is it important for an artist to belong to of-
ficial art organizations?

| think the art organizations offer a comraderie
to a very solitary profession. Most artists work
alone as it is the only way to find their own ’
voice and the organizations help us to connect
and stay on top of new techniques. | also enjoy
giving back to an art world that has given so
much to me.

Do you follow the news about art life of the
artist fellows?

Yes, whenever possible, | get the magazines
and art books so | can be aware of who is
making a difference in the current art world.

| always see work that inspires me or chal-
lenges me, and mostly makes me think.

Can your art impressions influence your
painting style?

Without a doubt my art impressions influence
my painting style. | was recently in Shenzhen
for the Shenzhen Biennial and seeing work
from all over the world impacted me more than
| can say. It is fascinating what other cultures
are doing the same and what they are doing
differently and it is always interesting to see
how this will impact my brush on paper.

94




"rCrioapr

MaH CtioapT (www.stewartwatercolors.com) —
aKBapenucT/UnncTpaTop 1 AENCTBUTENbHBIN
uneH HaumoHanbHoro AkBapenbHoro o6LecTsa.
Ero pa6oTbl 3aBoeBasni MHOrO4MCIEHHbIE Harpaabl
B aMEepUKaHCKNX U MEXAYHapOAHbIX KOHKypCcax.
OH BXOAMT B XIOPU MEXAYHAPOAHbIX KOHKYPCOB U
NPOBOAMUT MacTep-knacchl. OH TaKxXe apXMTEKTop-
UNIIOCTPATOP C MEXAYHAPOOHOW KITMEHTYPOW.

WaH pepxut ctygmio B Onenuke, wrat Anaéama.

W>n, xak Bel npunum x akBapeau?
Kakue 6pumn ipesnochurku: Ber
Bceraa 6bu1H Mpo ¢ ecCHOHATLHBIM
XYZOKHHUKOM?
Moii oTer — aKBapeIuCT, apXUTEKTOP
U apXUTEKTYPHBINA HILUTIOCTPATOP.
Korna s poc, B 1ome Bceraa 6ni1a
Mactepckad. C IeTCTBa g BUAET, KaKk
OH TIHICaJI, X BO MHOTOM 3TO BIOXHOBHJIO MEHS MTOCTETOBATD
o ero cronam. Cepbe3Ho A Hayal MUCaTh B YHUBEPCUTETE,
nsydas apxuTekTypy. [Tocie okoHIaHna yqe6nl g PEnII ToxKe
MIPOJOKATH KaPhepy Kak apXUTEKTYPHBIN HILUTIOCTPATOP.
S moyann paboTy XynOKHUKA B OZHOM M3 KPYITHEWIIX
KoMImaHuii B Bammmarrone.
JlOBOJILHO CKOPO f TIOHSAT, UTO I MOEH Kapbhephl OyAeT
ToJIe3Hee, €CJIU 1 HauHy COOCTBEHHDIN GH3HEC.
S paboran xak mumioctpaTop 18 €T 1 Bcera XOTe1 9ero-To
GOIBIIETO KaK XYAOKHUK. Bce M3MEeHMIOCh, KoTa TpHy.T
xpusuc 2009 roga, Toraa s MOJIyYnsI MIAHC BOIUVIOTUTD
MeuTy. bBITo 0dueHs Maso paGoThI A1 apXUTEKTYPHBIX
MJUTIOCTPATOPOB, U 51 PEIIIJT BIOKUATD BCIO SHEPTHIO B TO,
YTOOBI CTATh XyJOKHUKOM, KeM 5 11 XoTes. Bmecto Toro
YTOOBI UCTIOTb30BATh METO/BI, UKTyEMbIE TPE6OBAHUAMMU
MJUTIOCTPAIAY T KOMaH[0M IM3aifHEPOB, Y MEHs BIIEPBLIC
6bLTa BO3MOKHOCTD M3y9aTh MaTepHas mo-cBoeMy. Bo MHOrOM
B paboTa, KOTOPYIO 51 MPOJETAT KaK UILTIOCTPATOP OblIa
ITOJITOTOBKOM K TOMY, T/I€ 51 OKa3aJICs TeTeph.
ApPXUTEKTYPHBIN XyOKHUK JJOJKEH UMETD ITy60K0e
ITOHNMAaHWE TePCIEKTHBB, KOHCTPYKIIUU 3aHMIHA, a TaKxKe
BCE TEXHUYIECKUE TPUEMBI, ITOOLI CO3aTh XOPOIINIA
pucyHok. TexHIKa apXUTEKTYPHOTO PHCYHKA HECKOJILKO
OTIIMYAETCA OT TOTO, KaK 5 MUY CeHvac, MOCKONbKY
OCHOBAHA Ha TOYHOCTHU U AKKyPATHOCTU TOHKHUX CJIOEB,
KOTOPBIE JJOJKHBI TOJTHOCTLIO IIPOCOXHYTD Iepej
caepytontm atarioM. CBo60/1a, KOTOPYIO Ia€T ;KUBOTIHICE
JUIs €6, TIPOTUBOIOIOKHA METOAM, KOTOPBIM 5 HAYIHJICT
Kak muumioctpaTop. Het mpasmn. Sl cBo6ojen nezasucumo
OT TOTO, MOJYIUTCA y MEHA PabOTa MM HET, KaK CJIyIaeTcs,
HO MOJIy9EHHBIA YPOK TOPa3/io Ba)KHEE BCETO, YEMY d YIIIICT

3a npomreamue roapl. Ceituac st paboTaio Tak, KAk MHE BEJIUT
cepatie, U st BEpIo, 9TO 3TO 3aMETHO B MOUX PabOTax.

Kaxk Bo1 moyrygnin cBoe MUPOBO€ IPU3HAHUE KAK XYAOKHIK?
Mue 9acTo 3a/]al0T 3TOT BOIPOC, U, BO3MOXKHO, OH OyAeT
MIPOJOJKATH MEHS CMYIIATh eIIe JOJITHe rofAbl. Briepsrie s
I0/1aJI CBOIO PabOTy Ha MEKAYHAPOAHBIN KOHKypC B 2010

W. CTIOAPT. Perynup6putcTpaart. AMcTepaam.
|. STEWART. Regulierbreestraat. Amsterdam.
15x15 cm. 2013
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rojy. Mue 110Be3J10 IOJy4UTh OYEHD
IIOJIOKUTEJIbHbIC peSyIII)TaTI)I B HepBbIX
KOHKYPCaX, B KOTOPBIX 51 y9aCTBOBAL.

S mormMa, 9To 0Cco6bBIe HArpabl HE AEIAI0T
MoIO paboTy syunre. Ecim manepa, B KOTOPOI
sl TIAIIY, HPABUTCSI MHE, KaK IIPABUJIO, OHA
HpaBI/ITCH nu ,E[pyI‘I/IM TOXKE.

Xors oTsevas Ha Bam Bonpoc - 51 Bepio, 4ToO
MHOTHe (PaKTOPBI CAETATN MO0 PaboTy 6oee
JOCTYIIHOM M BUIUMOM Ha MEXKyHapOJHOMU
crieHe. Y MeHs 60JIbIIoe KOJNYECTBO
ocJeJoBaTes e B COMMUAIbHBIX CETAX, U 5
HOJIE3YIOCh BO3MOKHOCTBIO IPEACTABUTEL CBOM
PaGOThI HAa STUX ILIOmAAKAX. MHe KaxkeTcs,
9TO €CJIN ThbI ,Z[OCTYHCH Ha JTUMYHOCTHOM ypOBHC
JUI T€X, KTO 3aUHTEPECOBAH B TBOUX PaboTax,
TO HAUYMHAIOT NCYE3aTh HEKOTOPBIE GapbhePhl
MESKY KOJIEKIMOHEPOM U XYLOKHUKOM. DTO
JieaeT paboTy 60sIee YeTOBEUHOM IS TEX,
KoMy oHa nuHTepecHa. K Tomy e cymecTtsyeT
HEBEPOSTHAS MEX/yHAPOJHAS 30HA OXBATA,
JIOCTYIIHAS XYAOKHUKAM Yepe3 COLUATbHbIE
ceru, Takue kak Facebook u Twitter.

S mono3pesalo, 9TO 3TO MOMOIVIO MPEACTABUTD
MOIO PabOTy TeM JIOJSAM, y KOTO MHAUE

He ObLIO ObI MaHca yBugeTh ee. CTaThsa B
xypHasie The Art of Watercolour Toxe 6bu1a
CYACTINBOI BO3MOKHOCTBIO, M G1arogaps eif
Sl IOJIyYIJI MHOTO KOHTAKTOB. fI Hauas 6obine
IyTENIeCTBOBATD C IEIBIO IPETIOTABAHUS

u nocenieHus pecTuBaieil, u 6bUI OUCHb
YAUBJIEH TOMY IPU3HAHUIO, KOTOPOE IOy UM
Mou pa6oTel. KoneuHo, ecTb Harpajgsl u
BBICTABKH, KOTOPbIE TAKXKE BAXKHBI, HO 5 HE
YBEPEH, UTO AEHCTBUTENBLHO €CTD TOAXOAAIIMI
oTBeT Ha Bam Bonpoc. 9To coueTaHne MHOTUX
(paxTOpOB, ymopHOro TPyAA U JOBOJLHO
GOJIBIION O YAAUH.

Kaxkossl Bamu camble BayKHBIE
XyZI0XKeCTBEHHbIE JTOCTH)KEHH S Ha JaHHbIH
MOMEHT?

Bot sT0 TpYyaubIii Bonpoc. BmecTo Toro 9TOODI
AKIIEHTUPOBATH BHIMAHUE HA TOJyJEHHBIX
HArpasaxX ¥ 3HAKAX BHUMAHUS, 5 JODKEH
OTISTHYTBCA HA IIOCJIEJHUE IIATh JIET B I[EJIOM —
I7ie sl Havaul, U I7e g Tenepb. S Mory obecneunts
cebe KOM(POPTHYIO )KU3HB, 3AHUMASICh TIOOUMBIM &
Jie7IoM. Y MEHS €CTh BO3MOKHOCTD IIPETIOJIABATD
U Iy TEIeCTBOBATD 110 BceMy Mupy. S BcTpeTun
MHOKECTBO JIIOJEH, Pa3JeISIOIHIX MOIO
CTPACTD K XKUBOINCHU, Y MEHS TOSABIINCH
JIPy3bsI B TEX YTOJKAX CBETA, O KOTOPLIX g U

He AyMan Hukorza. S 6rarogapen 3a ycnex

U OMOKU, IIOTOMY YTO OHM JACTU IIEJI0TO,

U 51 TOPa3Jio CYACTIUBEE OT BCETO STOTO.
Harpaap! 1 TOXBaJIbI — yKpaIIeHUs Ha TOPTE.
bes coMmHEHMS, OHU BaXKHBI, U g PaJi U TOP/,
KOTJIa Y3HAIO O HArpajie, HO OHU HE MOTYT
onpeJenaTh MO0 paboTy. Sl mpocTo mumry,
CKJIOHUB TOJIOBY.

. CTIOAPT.

YeTteepr Ha dekatype. HoBbii OpneaH.
|. STEWART.

Thursday on Decatur. New Orleans.
50x25 cm. 2012




. CTIOAPT. 3guHbypr Ha 3akaTte. LlotnaHgus.
I. STEWART. Edinburgh at Dusk. Scotland.
50x25 cm. 2011

Kakoii pazmep ars sxusonucu Bam 6osbine HpaBuTcs?
O6b149HO 51 paboTato Ha yeTBepTH JucTa (36x25 cm). Mue
TaKKe HPABUTCS pabOTATh HA yBETMYEHHOM IOPTPETHOM
¢opmare (mpumepno 55x30 cm). [ numy pad6oTe 1 GOIBIIETO
pasMepa, HO IPEANOYUTAIO 3TH (POPMATHL.

Korga Ber numere Ha IuIeH3pe, KAKOBa POJIb BOOOpaXKeHHI?
Sl Bcerza roBOpIO, YTO IHUIIY C HATYPBI U IO BOOOPAKEHUIO B
TO e Bpems. EcTb onpeieIeHHbII MOMEHT B KaXJJ0i paboTe
C HATYPbI, KOTJ[Aa BbI JJOJLKHBI HAYATh CJIyIIATh CBOIO pa6OTy u
OTXOJUTB OT OOBEKTA. ITO MOKET OBITH 60JIe€ OUEBUAHO B
HEKOTOPBIX paboTax, HO JI0 ONPEAEIEHHON CTeneH mobast
JKUBOIIHCHASA PabOTa Pa3BUBAET CBOE 3ByUaHUE, HE3aBUCUMO
OT 06BeKTa, 1 06:13b1BaeT Bac mpucaymarscs. H Bce pasHo,

s PEAKO ITO3BOJISIO aTMOCCbepHI)IM WJIN CBETOBBIM YCIIOBUSIM
HOPENsSITCTBOBATD xopomef/i skuBormcy. JKusormcn Ha yJII/II_[€ -
TPEHUPOBKA HAOIIOATEIBHOCTH U TaMATU. Bbl He MoxkeTe
NUCATh TOJBKO B TO BPEMS IHs, KOTOPOE HOAXOAUT UAEAIBHO,
1 HE BCET/la MOXeTe OBITh Ha MECTe, KOT/A TaM UACAIbHBIN
cBeT. B Tex Cay4dasax s UCIIOJb3YIO 3AIIOMHHUBIINECST yCJIOBI/Iﬂ
WJIH IIPEJCTABIISIO CIIEHy, OCBENEHHYIO TAK, KAaK MHE HYKHO.
JKuponuce B Hlomanany — ApKuii mpuMep Heo6XOAUMOCTU
HpI/ICHOCa6JII/IBaTI) TO, 4YTO BbI BUJUTE, K TOMy, 9YTO MOKHO
npeacTaBUTh. FIHa4ue y MeHs 6bLIO GbI OTPOMHOE KOJTMYECTBO
CEPBIX pa60T, IIPUBE3CHHDbIX U3 TEX ITIOE3I0K.

Kak Be1 morygaeTe BJOXHOBeHHE?

BroxnoseHnune — 1eiCTBUTEILHO HEIIOCTOSIHHAS BO3IIOOJIEHHAS.
Eciu ectsb uziest, To s1 3HAI0, 9YTO JIOJDKEH € CJI€/JOBATh.

S MOry MOTPaTUThL HECKOJILKO HEJEIb HA 60pbOy ¢ KAPTHHOM,
HO ITIOTOM $I IEPEX0XKY B OUEHB IPOAYKTHBHYIO ¢azy. Tak
OOLITHO OBIBAET, KOT/JIA Y MEHS €CTh OIIPE/Ie/ICHHAs HJesl,
KOTOPYIO sl HE MOTY IIOJTHOCTBIO OCO3HATD. Sl He OIpaBBIBAIOCH
KacaTeJbHO CBOEH paboTsl. OHA IIOCTOSHHO U3MEHSETCS.

S Bepro, 4TO 3TO XOPOLIO, HOTOMY UTO MHE HE XOUETCSI IMUCATh
OJIHY U Ty K€ aKBapeJIb CHOBA U CHOBA. ITo3Bousis cebe cBo60y
JBIKECHUS B JIIO6OM HaHpaBJIeHI/II/I, s XO‘IY, ‘ITO6I)I BE€IIIMI MECHI
MHTEPECOBAIH U YTOODI 51 BUE CBOU OOBEKTBI CBEKUM
B3IAOM. Sl He MOTY mHCaTh, KAk IIHCAT TPU FOJA Ha3a, Jaxe

ecJiy Obl IOIbITAICS. MOM MHCTUHKTHI U3MEHUJIVICH BMECTE
¢ BBIGOpOM 06beKTa. EurcTBennoe, 9To HEM3MEHHO — 3TO
JKeJIAHKE BIJETh CBOU MU Ha Gymare. TO TO, UTO JIBIKET
MHOM U, 5 Ha/IEIOCh, JIeJIAET MOIO pabOTy YHUKaJILHOI.

Be1 Mo’keTe onucaTh CBOM pabGoumnii mpomecc?

ITpomecc Moeil pabOThI MOKET OTIHYATHCA, HO OOLIYHO OH
COCTOUT M3 CJIEJIONTHUX 3TAIOB. Sl HauMHAIO C MJIeN KapTUHDI —
OHA MOKET OABUThLCS Oaarogaps ¢ororpadun WiIx HaGPOCKY,
nam padore Ha oobekTe. Ecin s paboTaio ¢ pororpadun, s
OOBIYHO JIEJIAI0 APy OBICTPHIX MATEHBKUX 3CKU30B, YTOOBI
OPraHM30BaTh KOMIOHEHTEI CIIEHBI, OIIPEJIETUTH CBETIBIC

U TEMHbIE IATHA ¥ IPEJICTaBUTh KoMIo3uIo. Ecrm

SCKH3BI MTOJYYHIUCD, 1 GBICTPO IEPEX0KY K PUCOBAHHIO

Ha aKBapEeIbHOI GymMare, NCIOJIb3ysd CKU3DI FUIU JIPYrHe
CIIPABOYHBII MaTepHasbl (POTO, HAGPOCKH C HATYPHI).

A game ncnonnb3yio rpadut teepaoctu HB, Ho y Mmens Taxke
ecTb Kapanjamu 2B u 4B, eci MHe HY;KHBI 60J1€€ TEMHBIE
akIeHTHl. Sl O6BIYHO JeJ1al0 MO IMAIEBOK CBETILIMU 3aTIMBKAMU
TEILIOTO ¥ XOJIOJJTHOTO OTTEHKOB, OCTaBJIAA GEJIyIo GymMary Juis
CBETVILIX aKIIEHTOB. 3aTE€M 3TO IPOCTO IPOIECC HaGUPaHUA
CIUIBI, CBA3BIBAHUA (DOPM BMECTE M COXPaHEHHE PAOOTHI B
paBHOBECHH. BOIBITITHCTBO MOMX pabOT HAITMCAHDI 32 OUH
CEaHCc, HO JUIA HEKOTOPBIX paboT GOJIBIIEro pa3Mepa s MOTy
c/ieaTh IIePephIB ¥ 3aKOHYUTD UX Ha CIEAYIONUI TeHb.
Bpemenamu g BO3BpaIaoch K KAPTHHE Yepe3 HECKOIBLKO
HeJlesIb U BBhIBePAIo ee. Ecm i ecTh Kakoe-To IpaBuIo s
MOETO IPOIecca — HET ABYX OJMHAKOBBIX paboT. Taxmm
06pa3oM, f JOJDKEH UMETh BO3MOKHOCTD ITEPEKTIOYUTHCSA U
HO3BOJIUTD C€6E CAETATD TO, YTO JOJKHO ObITH CIETAHO.

Bl numere KaXkIblil J€Hb?

S crapaloce, HO g He (paHATHYEH 110 3TOMY 1oBoy. S Boxy ¢
c060i1 6JIOKHOT U NAIUTPY IIoUTH Beeraa. S ycrpausaio ceGe
BBIXOJHBIC, €CJIM OHU MHE HY)KHBI.

¥ Bac ecTb npeAnouTeHus B KpacKax?

S m1aBHBIM 06pa30M IOJIB3YIOCh aKBapesibio Daniel

Smith, mapoii nseros Winsor & Newton u Holbein. Dan-

iel Smith cozman m1a MeHs MHANBUIYAIbLHYIO ITAUTUTPY,

32 9TO 5 6aroapeH. Mou THIIUYHbBIE I[BETa — KOOAIBT
cuHui, GpaHIy3CKUH yIbTpaMapuH, yMOpa HaTypaibHas,
HeHTpalbHasg CMECh, ITYPITYPHbII ala3apUH, CUEHA JKEHasd,
CBETJIO-KPACHBIN, UMIIEPATOPCKUM ITypPITypPHbINA, KaJMUA
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KPACHDIN, CM€HA HaTypaibHasl, KaJAMUM JKEJITDbINA, HOBDLIM I'yMMMUIYT,
BUHJI30PCKAs OPAHXKEBAsl, MOPCKAs 3eJIeHasl, YILTPaMapiH OMPIO30BbII,
phIbarkas 3ejieHas U ryamesble 6emna. S noassyiocs mamarpoii Craig
Young u jy1 pabOTHI B CTYUH, U HA IUIEH3PE.

Kaxor Bamr Be160p 6ymaru?

S mosp3yoch JOBOIBHO MHOTUME OpeHgaMu 6ymaru. Mos mo6umas Arches
CP 300 1, Stillman & Birn Beta series, Saunders Waterford rough 300 r u
BpyuHYyIO caenanHas Twinrocker.

Kakumu kuctsimu Bel monesyerecns?
A ucnonbayio Escoda Optimo, Perla u Prado pasmepamm ot Ne 6 o Ne 18.
Y MeHs TakXKe eCTh HeCKOJIBKO KPYIIBIX KucTell ¢pupmel Neef. SAUNDERS

Y
BbI ciresuTe 3a HOBOCTSIMH B MHpe aKBapeJH? WATER FORDx?

CLASSIC WATERCOLOUR PAPER
4 onpegeneHHo ciexKy 3a TEM, YTO IPOUCXOJUT, U IIOAINMCAH Ha BCE ‘

OCHOBHBIE XXypHaJIbL. S Tax)Ke IBITAIOCh OBITH B KypCE, YTO JETAI0T MOU
JIPY3bs, U IO3/IPaBJIATb UX C YCIIEXaMU.

Kakwue kadecTBa Gojlee NpUCYIH aKBapeaIu — rpaduaeckne mwim
JKHBOIIMCHBIE?

MHe KaKeTcsl, YTO XOPOUIAs JKUBOIINCH HAXOJAUTCS
110 06€ CTOPOHBI 3a60pa. YTOObI GBITH MOLTHOI,
JKUBOIINCU HeO6XO,Z[I/IMO NMETDH Hapr{)KeHI/Ie "u
PEIUTETHbHOCTD, XOPOUMI TOHAILHBI OastaHc,
CIUIBHYIO KOMIIO3HIIMIO, IIBET, ICHOCTb T€MBI 1
MHOKECTBO JIPYTrUX KA4eCTB. YBICYCHUE OJHUM

13 ACHEKTOB B yIep6 APYrUM — 5TO yIPAKHEHUE B
OJHOGOKOCTH. DTO TPYAHEHITII YPOK U TO, C UeM $
IIOCTOSIHHO GOPIOCH.

A 06bI‘IHO Ha4YMHAI0 C OYE€Hb Bpra)KeHHOﬁ
rpauyuecKoit naen, KOTOpast 3aTeM JOJLKHA
TpaHC(HOPMHUPOBATHCA B HEYTO GOJIBIIEE.

S Bcerza gymast, 4TO MOE APXUTEKTYPHOE IPOILIOe
U IIOMOTA€ET, U ABJIAECTCI HpeHHTCTBI/ICM B 9TOM.
ITOCKOJIBKY 51 HE YUMJICS B Xy/JOXKECTBEHHON
MIKOJIE, 5 OTAKEHHO HE MTOJ03PEBAIO O TOM,

KaK IPaBIIIBHO ncaTh. S (pokycupyiocs Ha
pasHOBecnu. Kak 1 31anue, 51 X04y, 9TOOBI
KapTHHA ObLTA CAMOCTOSTEILHON 1 MMeIa
olyIieHre CTabUIBHOCTH, COXPAHSAS B TO JKe
BpeMs JUHAMHYECKIE Ka4eCTBa, AeIAIOIIIe
pabdoty uaTepecHoil. Korma s yxoxy ot geraneit,
KOTOPBIE HE SIBISIOTCSI HEOOXOAMMBIMU, (DOPMBI
CMATYAIOTCSA ¥ OOBEANHSAIOTCS , HATPSKEHIE
CBETJIOTrO ¥ TEMHOT'O YCHJIMBACTCS, U 51 HAYHHAIO
CJIBIIIATH, YTO KAPTHHA XO4YeT MHE CKa3aTh. Ecim s
CJIyIIAI0 HEBHUMATEIBHO, S MOTY 3TO IPOIYCTHUTD,
U KaK MBI BCE 3HAEM, Y HAC He GyJeT BTOPOro MaHCca
B aKBapeJIn.

M. CTIOAPT. Bug Ha gamby Tepnoy ¢ mocTa
®duynatpuk. Anabama.

I. STEWART. Thurlow Dam from the
Fitzpatrick Bridge. Alabama.

35x25 cm. 2010
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lain Stewart,

lain, how did you come to watercolor? What is your artistic back-
ground? Have you always been a professional artist?

My father is a watercolorist, an architect, and an architectural illus-
trator. Growing up, there was always a working studio in the house.
From a young age, | was able to watch him paint and in many ways
this inspired me to follow in his footsteps. | began painting in earnest
at university while studying architecture. After | received my degree |
decided to pursue a career as an architectural illustrator as well. | took
a job as the in-house artist for one of the larger firms in Washington
DC. Relatively quickly | realized that my career would be better served
if | started my own firm. I've worked as an illustrator for 18 years and
always felt that | wanted to do something more satisfying artistically. It
wasn’t until the global recession in 2009 that | got a chance to follow
through on that dream. There was very little work for architectural
illustrators during the downturn and | made a decision to put all my

energy into becoming the painter | had always wanted to be. Instead of

having my methods of working dictated to me by the constraints of an

illustration or team of designers, | was, for the first time, able to explore

the medium on my own terms. It is, in many ways, as if all the work
| did as an illustrator was done in preparation for where | find myself

now. An architectural illustrator must have a solid understanding of the
rules of perspective, how a building is put together, as well as all of the

techniques needed to create a good painting. An architectural illustra-

tor’s watercolor technique is quite different from the way | paint now as

it is based on precision and accuracy while painting in light glazes and
allowing the paper to dry completely before the next step is attempted.
The freedom that painting for myself allows is striking in its opposi-
tion to the methodology | taught myself as an illustrator. There are no
rules. | am free to succeed or fail, as the case may be, but the lessons

learned are significantly more important than most learned in my previ-

ous career. The way | work now is much more natural to my instincts
as a painter and | believe that is quite apparent by looking at my work.

How did you get your worldwide recognition as an artist?

I’'m often asked that question, and it will probably continue to confound

me for years. | first began submitting work for international competi-
tion in 2010. | was fortunate to receive very positive results in the first
international shows | entered. | realize that a specific award or honor

does not make my work good. If | am painting in a manner that pleases

me then usually it will please others.

To answer your question though | believe many factors have combined

to make my work more accessible and visible on the international
stage. | have a large following on social media sites and have em-
braced the opportunity to share my work in those venues. | think that
if you are accessible on a personal level to those who are interested
in your work then a few of the traditional boundaries between collec-
tor and artist begin to break down. It makes the work more human to

those who are interested in it. There is also a tremendous international

reach available to artists via social media sites such as Facebook and
Twitter. | suspect that this has helped put my work in front of people
who would not normally have a chance to see it. The article in Art of

Watercolour was also a fantastic opportunity, and | have received quite

a lot of contacts because of it. As | have begun to travel more to teach

and attend festivals | am always so happily surprised by the recognition
my work has garnered. Of course there are awards and exhibitions that

have been very important, but | don’t know if there’s really a specific
answer to your question. It's a combination of many different factors,
lots of hard work, and a good deal of luck.
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Iain Stewart is a watercolor artist-illustrator and a signa-
ture member of the National Watercolor Society. His
work has received numerous awards in international
competition and he is a sought after juror and workshop
instructor. He is also an architectural illustrator with an
international clientele. Iain maintains a studio in Ope-
lika, Alabama.

What is your most important artistic achievement so far?

That is a tough question. Rather than lean toward a specific award
or honor | think | have to look at the last five years as a whole —
where | started and where | am now. | am able to make a comfort-
able living doing what I love. | have the opportunity to teach and
travel around the world. | meet new people who share my passion
for painting and have made lifelong friends in parts of the world

| would have never have thought possible. Put quite simply | am
grateful for the successes and the failures, because they are all part
of the whole, and | am a much happier person for all of it. Awards
and accolades are icing on the cake. No doubt they are important
and | am honored and delighted when | am informed of an award,
but they cannot be what define my work. | try to keep my head down
and just paint.

What is your favorite size for painting?

Typically | work at a quarter sheet or 36x25 cm. | also quite enjoy
working in an extended portrait format which is around 55x30 cm.
| do larger works but find these sizes are preferable to me.

When you paint on the spot what is the role of imagination in
your work?

| always say | paint from reality and imagination at the same time.
There is a certain point in any painting done on-site when you have
to start listening to your painting and begin to let go of the actual
subject. This may be more pronounced in certain pieces, but to a
degree every painting begins to develop its own voice regardless of
subject, and it behooves you to listen to it. Still, | rarely let atmo-
spheric or actual lighting conditions get in the way of a good paint-
ing. Painting out of doors is an exercise in observation and memory.
You cannot paint only at the perfect time of day or actually be on-site
when the lighting is perfect. In those instances | use “remembered”
conditions or imagine the scene lit as | would want it to be. Painting
in Scotland is a great example of needing to adjust what you see

to what you can imagine. Otherwise | would have quite a lot of grey
paintings from my trips there.

How do you get the inspiration?

Inspiration is a fickle mistress indeed. If the idea is there then | know
| have to follow it. | may spend a few weeks struggling with my work
and then go into a very productive phase. This is usually when |
have a particular idea that | can’t quite grasp. | make no excuses
about my work. It is constantly changing. | believe this is a good
thing as | have no desire to paint the same sort of watercolor over
and over again. Allowing myself the freedom to move in any direc-
tion | wish keeps things interesting and helps me see my subjects
with fresh eyes. | couldn’t paint the way | did three years ago if | tried.
My instincts have changed along with my choice of subject. The only
constant is my desire to see my ideas on paper. This is what drives
me and hopefully what makes my work unique.

Can you describe your working process?

My process can vary but typically it follows these steps. | start with
an idea for a painting. This can come from photography or sketching
and working on site. If | am working from photography | will usually
do a couple of quick thumbnail sketches to organize the compo-
nents of the scene, locate areas of light and dark, and establish the
composition. If the sketches are working then I'll quickly move to the




drawing on watercolor paper using the sketches along with any reference
material (photos or observations on site). | use an HB lead mostly but do
have 2 and 4B pencils if | want darker marks. | generally do an underpainting
with light glazes of warm and cool hues while reserving highlights by saving
the white of the paper. It's then just a process of building up strength, tying
shapes together, and keeping the painting in balance. Most of my work is
done in one sitting but for some of the larger pieces | may take a break and
finish them the following day. At times | will return to a painting after a few
weeks and adjust it. If there is a specific rule of thumb for my process it's that
no two paintings are alike, so | have to be able to shift and allow myself to do
what needs to be done. If | hold fast to an idea beyond its usefulness then the
painting will suffer.

Do you paint every day?

| try to, but I'm not a fanatic about it. | carry a sketchbook and a travel palette
with me most of the time. | take days off if | need them.
Do you have some color preference?

| use mainly Daniel Smith watercolors with :
a couple of Winsor & Newton and Holbein =
colors. Daniel Smith was kind enough to
create a custom palette for me which | am ® &

quite grateful for. My typical colors are co- gn ®
balt blue, french ultramarine, raw umber, . i
neutral tint, alizarin crimson, burnt sienna,

light red, imperial purple, cadmium scarlet,

raw sienna, cadmium yellow, new gam-

boge, winsor orange, sap green, undersea .....__-""":""-—-—-
green, ultramarine turquoise, cobalt teal
blue, hookers green, and titanium white
(gouache). | use a Craig Young palette for ~
both studio and plein air work.

What is your choice of paper?

| use quite a few papers. My favorites are
Arches 140 Ib cold press, Stillman & Birn
Beta series, Saunders Waterford 140 Ib
rough, and Twinrocker handmade papers.

What brushes do you use?

| use Escoda Optimo, Perla, and Prado
series brushes in sizes ranging from 6 to
18. | also have a few Neef mops.

Do you follow the watercolor news?

| certainly keep my eye on what is hap-
pening and have subscriptions to all of
the major publications. | also try to stay
abreast of what my friends are doing and
cheer them on as they have successes.

Which features does the watercolor
medium hold more — graphics or
painting?

For me, | think a good painting stands on
both sides of that fence. To have power

a painting needs tension and resolution,
good tonal balance, strong composition,
color, clarity of theme, and a host of other
qualities. Getting overly consumed by any
one aspect of design without resolving the
others is an exercise in how to create one
dimensional work. This is one of the hard-
est lessons to learn and one | continually
struggle with. | usually start with a very
strong graphic idea that then has to be
transformed into something more than
itself. I've always thought that my back-
ground in architecture has both hindered
and helped me in this area. Since | did not
attend art school | am blissfully unaware
of most of the rules governing how one
should approach the design of a paint-
ing. | focus on balance. Very much like a
building, | want a painting to stand on its
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own and have a sense of stability while retaining the dynamic
qualities that make a scene interesting. As | begin to let go of
elements that are not necessary, the shapes become softer
and more connected, the tension of light and dark is amplified,
and | start to hear what the painting is trying to tell me. If | am
not listening intently then | will miss it and as we all know you
don’t get many second chances in watercolor.

N. CTIOAPT. Bug ¢ IOHmoH Ckeep. Hbto-Mopk.
I. STEWART. From Union Square. New York
40x28 cm. 2013
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Tom Cyvnbepr

MckycctBo ToHn CMubepTa BKOHaEeT akBapenu,
BIOXHOB/IEHHbIE “30/10TbiM Bekom aHrnuinckon xmnsonucu”
(okono 1750-1850 rr.), a Takxe oTpaxarLume MUHUMann3m
AMNOHCKOro A3eH. Heobbl4HbIM nogxon CMubepTta B akBapenu
npoun3oLuen 13 U3y4eHns ANOHCKNX 60eBbIX MCKYCCTB.
3aHumasch aikuao, OH MOHSAI, YTO NYYLLWIA CNOCcO6 N3yYeHust
TPaAVLMOHHBIX (DOPM UCKYCCTBA — 3TO Y4UTLCA Y NYHLUMX
npenogaeatenen. B cnyvae akBapenu 3To 3Ha4YUT Y BESIMKUX
macTepoB. C 3Tum cBA3aH MHTepec CMubepTa K aHrMncKom
wkone XIX Beka — B 4acTHOCTU K akBapensam Y. TepHepa

(1775-1851).

Bp1 MorIn GBI ONIMICATh MPEUMYINECTBa

aKBape/Iu JJIs TeX, KTO NPeJIoYnTaeT

Maciao?

AkBapesib — BEJINKOJICITHAS TEXHUKA

JUIs1 HAGPOCKOB, I[BETOBBIX 3APHCOBOK,

SKCIIEPUMEHTOB, PA3BUTHUSA UJCH U

KOHEYHOMH peanusanyu ujeit. Kak 6n1 To

HHU ObLIO, 51 HE CTAI ObI CPABHUBATD 3TY
TEXHUKY C MACJIOM, HO MOTY CKa3aTh, YTO 3TO a0COIIOTHO
Jipyroii onpIT. M XOTS 5 MUYy 1 MACJIOM, U aKPUJIOM, aKBapeJib
BCE PABHO /IS MEHsI IIPUOPUTETHOE CPEJICTBO BBIPAKEHUS,
TAK KaK MHE HpaBUTCA (PaKT, 4YTO Kaxaasg pabora —
IyTeMecTBUE B HensBeaHHoe. IlyremmecTBre K BO3MOKHOMY...
Her npeumyiecTs 1 HeJIOCTATKOB, IPOCTO aKBAPEJIh
IpeJyiaraeT IMaHc caMoii cebe urpaTh POJIb B CO3JAHUH BAIIETO
IIPOU3BE/ICHUA. BOJIBIIIHCTBO CAMBIX IPEKPACHBIX KAYeCTB
AKBAPEJIH POSABJIAIOTCSA, TOJIBLKO KOT/IA BBl yUUTECh PAGOTATD
B FAPMOHUU C HEli, BMECTO TOTO YTOODI OBJIAJETD €10 MK
HCIIOIb30BATH €€ Be3/Ie.

Bam my:xHA HaTypa WIM )XH3HEHHbIEe Ha0/IIOXeHUs I TOTO,
9TOOBI NHUCAThH?

A numry o Boo6paxkeHuIo. B aksapen s IpOCTO HAYUHAIO €
YUCTOTO JIMCTA OyMary.

Yro ays Bac 6osree HHTEpeCHO — NPOLECC WIH PE3YIbTAT?
AbcomoTHO TOYHO npornecc. [Trucarb akBapesbio — 3TO Kak
3aHUMATbCA cepuHroM. Bam He TepnuTCa NOHMATh HOBYIO
BOJIHY, a 3aTeM MOBTOPUTH! [105TOMY 51 OGBIYHO 3arOTABIMBAIO
€IIle OJIUH JIUCT U HAYUHAIO HOBYIO PabOTYy.

B uem Bb1 HaxoauTe BAOXHOBEHUE?

AxBapeJib cama BJIOXHOBJISET, Takxke Kak 1 JKusub, IIpupona

U BCe ocTalbHOE. Sl 06110 TOpHBIE Neii3axu, 6ypu,

BOCXO/[bI, 3AKAThI, TYMaHbI, BOJHBI, JTIOOII0 HAGIIOAATD,

KaK OpJIbI CKOJIB3SIT 110 BETPY HaJ Hatel pepmoii. Bee ato
BJIOXHOBJISIET. 3aT€M, B MUPE UCKYCCTBA, KOT/IA 51 BUKY BEJIUKOE
MPOU3BEJICHHUE, UM JAXKe ITO-TO XOPOIIO HAUCAHHOE, 3TO
MOKET BJJOXHOBUTH. Ho HacTosImEee BJOXHOBEHNE IPUXOIUT
BO BpEMs JKUBOIUCH: TOT/J]A BBl MOKETE IIOUYBCTBOBATD ITOUTH

ocA3aeMoe TeUEHNE SHEPIHH, IIOX0KeEe YyBCTBO BO3HUKAET,
KOT/Ia BBI I'OJIO/IHBI, BJIIOOICHBI UM BO30YXK/ICHbI. 3AaHUMAAChH
aliKuz0, 51 6bI Ha3BaJI 3TO (POPMOM “K1” MJIM JyXOBHOM
sHeprueil. S nmumnry, ToJIbKO KOT/Jia 9yBCTBYIO 3Ty SHEPTHIO, B
IPOTHUBHOM CJIy4yae IIPeKpaIaio paboTy Ha HECKOJIbKO JHEH 1
3aHHMAIOCh YEeM-HUOYAD APYIrUM. XOTs BBl MOKETE PA3BUBATD
TBOPYECKYIO SHEPTHIO, 3TO HE TO, YTO BbI MOKETE BKIIOYUTH
VJTA BBIKJTIOYHTD.

BbI AestaeTe 3CKU3BI IUIH HaGPOCKHU, FTOTOBSACH paGoTaTh Ha
GoJsIbIIOM pa3Mepe?

Paborag HaJ 3aKa30M /I KJIMEHTA, g BCErja JIeJIal0 3CKU3bI
1 HeGOoJIbIIE HAOPOCKH. 3aKa34YHMK JIOJKEH 3HATD, YTO

BBI 33IyMaJIH, 1 TO BOXKHAs YaCTh CTOPOHBI GU3HECA B
HICKYCCTBE, YTOOBI OBITh YBEPEHHBIM, UTO TeOe 3aILIaTaT. Vim
HY>KHO BUIETb HAGPOCKH, YTOOBI 3HATD, 32 YTO OHU IUIATSIT.
YTo KacaeTcs MOel Jpyroil paboThl, MaIeHbKIE HAGPOCKHI
0OBbIYHOE 3aHSTHE, 5 Jealo uxX Bce BpeMs. Ho korxa geo
JOXOJUT 10 GOJIBUION KAPTHHBL, 51 PEAKO OPUEHTHUPYIOChH

Ha Habpocku. Kaptuna poxaaeTcs u3 caMoro mpoiecca.

Y MeHs ecTb uest, Wid s paboTalo HaJi TEMO, HO 51 MOTY
YeCTHO CKa3aTh, UYTO KaXKAasl paboTa ynrusiseT. UTo kacaercs
IIOATOTOBKH, OTBET — Jia, a0COJIOTHO, U MHOTO BCETO:
HAaGPOCKU MECTHOCTH, I[BETOBBIE 3aPUCOBKH, HEOOJIbIINE
IITYAUH U T. 1.

IloyeMy MEHEMAIUCTAYECKOE IPOU3BEJeHIE CMOTPUTCS
Jy4ine Ha GonbiroM ¢popMate, a MaJIleHbKast paGoTa TpeGyeTr
HHOIAA 6oJbIIell HPOPaGOTKY AeTaneii?

XOTs1 3TO U HHTEPECHOE HAGIIOACHNE, 51 HE MOTY COIIACUTBCS C
TAKUM 3as1BJI€HIEeM. MHe Hy)KHO ITOJlyMaTh...

Jomxaa 11 paGoTa aKBape/Iblo PacCKa3bIBaTh MCTOPHIO M/IN
OHa MOJKeT OBITh CaMOJZOCTaTOYHA?

Kapruna He 0653aHa pacckasbiBaTh ucTopuio. OHa cama
ucropus. [ToBecTBOBaHNE — 3TO KAPTHUHA, U KAXK/BIIA
IPOYHUTAET ee Io-pa3HoMy. f Bepio, 4TO NCTOPUNU CTOAT 3a
Ka)KJ10i1 pabOTOI — *KU3HD Xy/JOKHHUKA, €r0 MEYThI, IIPOIEeCC,
TeMa PaboThI U T. JI. — HO HET HEOOXOMMOCTH KUBOITMCHOM
pabore 6bITh MLIIOCTpanueit. JKusornuch cama i ceos.
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T. CMUBEPT. Urpa ceeTa.
T. SMIBERT. Play of Light. 29x38 cm.

Bel cunTaeTe akBaperb rpadudecKOd MM XXHBONUCHOMN
TeXHUKO?

A cunTalo akBapesb OUYEHb KUJKOHU U 110 CBOEN pupoje
TBOPYECKOH TEXHUKOM.

BeI cunTaeTe 9epHYIO KPACKy BETOM?

ITO 3aBUCUT OT TOTO, KTO IUIIET CJIOBAPD, KAK MHE KAXKETCS.
S1 6bI cka3as1, IYTO YEPHBIH HE IBET, A CKOPEE OTCYTCTBUE
CBETA ¥ B KOHEYHOM UTOTE — IIBET.

Yro sBisieTcs 6ojiee CHIbHBIM BbIPA3UTEIbHBIM
CpeACTBOM — Ma30K WJIH IBET?

TpyaHbII BOIPOC, HA KOTOPBIH, MHE KOKETCS, HE MOXKET ObITh
YeTKOro oTBeTa. MHe Bcersa HpaBIIach CUJIa JIBIKEHUS,
packpbiBaeMasi B Ma3Ke KHCTH, U g He JyMas o cebe Kak O
JKHBOIIKCILIE 10 TEX IOP, IIOKa He Hayasl usyyaTh Tepuepa.
Tenepb 1 HAYUMHAIO IOHUMATH HEMHOTO B LIBETE U JIIOOUTD €TI0
MOYTH KaK Ma30K.

ITouemy TepHep caMbIii BeTHKHIA?

Yacro rosopar, uro JI. M. V. Tepuep — camblii Besukuii u3
3aIaIHBIX aKkBapeaucTos. He npocTo moromy, 4To OH 6bLI
qy,/:[eCHbe/'I SKUBOIIMCEL] — UX ObLIO MHOTO, — A IIOTOMY, YTO

OH ObLT IEPBOIPOXOJEL], TAK TNIyOOKO IIOTPYKEHHBII B CBOIO
TEXHUKY, ICKyCCTBO U )KU3Hb, UTO MBI C YBEPEHHOCTDLIO MOKEM
CKa3aThb: J1106as ero paboTa B 0001 IeHb OblIa B aBAHTApAE
axBapesn. A nosaraio, 94To OH GBLI BEJUKHUI HCCIEL0BATEID
AKBAPE/IM CBOETO BPEMEHH, YCTAHOBUBIINI 0Opas3ery st
Mo/IpakaHUsl, KOTOPOMY MBI BCE MOXEM c1e0BaTh. Kpome Toro,
g BroKy TepHepa kak akBapeIucTa, KOTOPbIH ObLT B ITOIHOI
FapMOHHU CO CBOEH TexHuKoit. 1 3To To, uyeM st 6oJbIe BCero
BOCXUIIEH...
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Tony Smibert,
Australia

Can you describe the advantages of watercolor medium for those
who appreciate oil painting?

Watercolor is a great medium for sketching, colour studies, experi-
ments, developing ideas and fully resolving ideas. However, it's not a

medium | would compare with oil but, rather, an entirely different experi-

ence. Although | also paint in oils and acrylics, watercolour is still my
primary mode of expression because | love the fact that each painting
is an adventure into the unknown. A journey towards the possible...
There are no “advantages” or “disadvantages”, simply that waterco-
lour offers a chance to let the medium itself play a role in the creation
of your work. Many of the most beautiful qualities of watercolour only
occur when you learn to work in harmony with it, rather than trying to
‘master it’ or push it around.

Do you need a model or life observation for painting?
| paint from imagination. In watercolor | just start with an empty sheet of
paper and start painting.

What is more exciting for you — the process or the finished work?
Absolutely, the process. Painting in watercolor is like surfing. You can’t
wait to catch another wave and do it again! So | usually lay out another
sheet of paper and start another painting.

Where do you find your inspiration?

Watercolor itself is inspiring, along with Life, Nature and just about
everything. | love mountain scenery, storms, sunrises, sunset, mists,
waves and the way that eagles ride the thermals above our farm. It's
all pretty inspiring. Then, in the art world, when | see a great painting,
or even something that was simply well-painted, they can be inspir-
ing. But real inspiration is something that occurs while painting: that's
when you can almost feel it — in the same way that you can feel hunger
and love or thrilling excitement — as a palpable flow of energy. Having
studied Aikido | would call this a form of “ki” or spiritual energy. When
it's there, | paint, but if I'm trying to paint but can’t feel it then I'll stop
and go do something else for a day or two. Although creative energy
is something you can cultivate, it not something that you can switch on
and off at will.

Do you make some sketches or some research work when you
paint in large size?

When working on a commission for a client | always do sketches and
smaller studies first. The client needs to know what you have in mind
and it's an important part of the business side of art to ensure you get
paid. They need to see some sketches so they know what they are
going to be paying for. As far as my other work is concerned, small
studies are a regular part of my regular process so I’'m doing them all
the time. But when it comes to the larger paintings, | seldom refer to
any studies. The painting comes from the process. | might have some
idea, or be working on a theme, but even so | can truly say that every
painting is a surprise. As for research, the answer is yes, absolutely,
and lots of it: location sketches, colour studies, small paintings and
SO on.

Why does minimalistic painting look better in a large canvas

and a smaller painting sometimes requires a more detailed ap-
proach?

Actually, although its an interesting observation, | can’t agree with this
statement. I'll need to think about it...

Should a watercolour painting tell a story or can it be self-val-
ued?

Smibert’s unusual approach to watercolor actually grew out of
the study of Japanese martial art. From the study of Aikido he
realised that the best way to learn a traditional art form is to ap-
prentice yourself to the best teachers. In the case of watercolor,
this meant the great masters and led to his focus on the 19th
Century English school particularly the water colours of

J. M. W. Turner (1775—1851). www.smibert.com

Paintings don’t have to tell a story. They ARE a story. The story IS
the painting and each person will read it differently. | guess there are
stories behind most paintings — the life of the artist, their dreams,
processes, subject matter and so on — but there’s no need for a
painting to be an illustration. Paintings are about themselves.

Do you consider watercolor a more graphical or painting me-
dium?

| consider watercolor to be a very liquid and inherently creative paint-
ing medium.

Do you consider black a colour?

It depends who'’s writing the dictionary, | guess. For myself, I'd say
that black is not a colour, but rather the absence of light and, conse-
quently, colour.

What is a stronger expressive means — a stroke or a colour?
Tough question, to which | don’t think there can be a firm answer.

| always loved the power of gesture as revealed in brush strokes and
didn’t think of myself as a colourist at all until | studied Turner. Now,
I'm starting to understand a little about colour and to love it almost as
much as gesture.

Why is J. M. W. Turner the greatest?

Its often said that J. M. W. Turner is the greatest watercolorist the
west has yet produced. Not simply because he was a wonderful
painter — there have been many of them — but because he was a
groundbreaker, so thoroughly immersed in his medium, art and life
that we can confidently know that his work on any given day was at
the forefront of watercolor being done anywhere in the world, on that
day. | think he was the greatest watercolor researcher of his time —
setting a model for practise and progress that we can all follow.
Beyond that, | see Turner as a watercolourist in complete harmony
with his medium. And that’s the thing | most admire...

T. CMUBEPT. CHeXxHble nons.
T. SMIBERT. Winter Fields. 36x51 cm.
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Yrpauna
Anlercaujp ]—I—[yMH OB

Henogpaxxaembii U HX Ha KOO HEeMOXOXWUiA
XyROXHWK AnekcaHap LLymuos / ApyLu

BoumyLu 3acny>xun NnoanMHHoe npusHaHve
VHTenneKkTyanbHon IHTepHeT-ny6vKku, gaxe He
1nmes cBoel cTpanuLpl B VMIHTepHeTe. OcTaBasicb
CBOGOAHBLIM OT OpMLMaNbHbIX apT-06bEAUHEHWUNA,
€ero UCKYCCTBO npofomkaeT Habupatb
nonynsApHOCTb U MOKTOHHUKOB.

Anexcanap, mouyemy Bo1 B3sn

IICEBIOHUM?

IToromy uTo, Korga s yunics so BIIKE,

MBI KMJIN B ob1are. Y Hac 6bL1a 6049Has

CUCTeMa, HacC XKIJI0 4 JesoBeKa.

S mpubnI K cTEHE TETPaJKY U CKa3a,

9TO 3TO GYAET CYROBOI )ypHasI. Kaxprit

HapUCOBaJ ce6s1 U HAIMCAN, KaK OH OyjeT
HasbIBaThCA. S Hammcas cBoo pamMmInIo HA0GOPOT.

BrI ce6st maeHTHUIIPYETE CO CBOMM HACTOSINIIM HMEHEM
WJIH C TICEBJOHIMOM?

Vike ¢ IceBIOHNMOM. ApyII — 3TO ILIOXO, o cekpeTy. Camo
NPUJIETIIIOCH APYIN, A ITOTOM S ITOHSLI, YTO 3TO YKe Imepebop...

Xopomo. 3aauut, Anexcaaap Boumym. Korxa B Bamry xxu3an
BOIIUIA AKBapeJIb?

Hy, maBepHOe, ¢ IETCKOTO cajla, KOT/Aa TIEPBLIIA Pa3 yBUAET. .
IToTom 6osree OCO3HAHHO B XYZ[0’KECTBEHHOMN MIKOJIE, eIe
OCO3HAHHEH B YUIJIUIINE... B APMUH PHCOBAJ aKBaPeIbio, HO
caMoe-caMoe, KOTJIa 5l ITOHS, 9TO M Ky/a, ke 66110 B 1994 rozy.
Torza a moHAM Kya Ha®O UATH.

Br1 sxusere B CeBacTomose, JaIeKo OT CTOJTAIHOMH
XygpokecTBeHHoi xu3an. Kak mpunura x Bam usBecTHOCTD?
H3BecTHOCTS... oHa npuiwia? HasepHoe, 6buIn Kakue-To
BBICTABKH, PGS TAM HPABHJIOCH, KTO-TO IPHOOPETA JJaske
KapTHHBEL... BeicTaBOK 6bUI0 MHOTO, 0CO6eHHO B 1990-X, Hauane
2000-x. Hy u morom MIHTEpHET... MOU JPy3bsl BBIKIAAbIBAIOT 32
MeHS KapTHHKH, YTO-TO TTHIIYT.

Bo1 cosnaTennno He )xusete B MuTepnere?

Ouenb X0ueTcs, BCe HUKAK HE JIOXOAAT PYyKU. DTO HYKHO
3aHMMATBLCS, HABEPHOE, OTBEUYaTh Ha Bonpockl. Hasephoe,
NPUAETCA KAK-TO K 3TOMY IPHIATH.

A. BOLUMYLL. CopsaHHas cTpenka, netsawias B Liap.
A. VOTSMUSH. Arrow Flying to a Sphere.
35x105 cm. 2013
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I'ne Bo1 uepmaere nugen?

Oro Bciozy. Ha camom seste oto Beiozy. Korga 6uu1 manenbkmii,
HaBEpHOE, U3 CKA30K ¥ KMHO, 3aTEM U3 HCTOPUI, 3aTeM

caM CTaJl paccKasbIBaTh ucTopun. [ToToM y Hac koMaHa

Jipy3eii — cobupaInch U 110 X0y IPUyMbiBa ucropun. Hy u
OKPYKAIOIUI MUD.

3384 npeanoIuTraeTre COﬁl/IpaTL MaTepHual npa moMoIu
KaMephbl I IPpH IOMOIIH pI/ICyHKOB?
HpI/I IIoOMOImM KaM€e€pPbl 1 PUCYHKOB.

...AUITH KOIIUTE B rOJIOBE?

Bce Bmecte. Ono Bce BSaHMOﬂeﬁCTByCT, IIOTOM JAEJIUTCA HA
COCTaBHBIE€ 1 BCE pa60TaeT. VYike Bce Tam €CThb, 1 IIOTOM pas,
AcJIacllb, U MHOIIA ITOJIy9a€TC s HECIIJIOXO.

Kak BaMm ygaeTcst ToOMTBCS TaKOH HaChIIMEHHOCTH TOHA U He
neperpyxarb 6ymary? Kakumu xpackamu Bl nosibsyerecs?
Kpacku Hemenkne 13 TIOGUKOB, OU4€Hb XOPOIIO, KOT/A YKe €CTh
60JIBIION 06BEM 3aMENIAHHBIX KOJIEPOB, HE B SKATKHUX CYXHX
KIOBETOUKAX, a KaK CMETaHa — YK KaK 3a4epITHENIb KUCTOYKOM,
Kak GpOocHIIb Ha Gymary...

A KaKo#l KHCTOYKOM?

Haunnas ot ¢uieiina cTpOUTEIbHOTO, IETHHBI 1 3aKaHIUBAs
KapaHJAMNIKOM. AKBapeJbHBIH KapaHall ToXe Xopomo. Pyku
BCTYIAIOT, HOI'TH — BCE PAGOTAET...

Bce aT0 mpoucxoauT CIOHTaHHO?
B mopsIBe TaHIA C AKBAPEJIBIO.

Kaxk Bb1 go6uBaeTeCch TOYHOCTH CBETIbIX 001aCTEH?
EcTp pesepBask, MM MOKHO IIPOCTO OOXOUTE. Panbiie
0GXOJNI, A TENEPh IMOSBIIICS PE3EPBAK.

Kakmne nonosHuTebHbIe IPUEMBI U CPEACTBA )KUBONUCH Bo1
HCIOIb3yeTe?

PesepBask, HOrTH, aKBapeJIbHbIE MEJKU, AKBAPEIbHBIC
KapaHJaIIN.

PaGoraere yiu Bel Hax KoMIo3unueii 3apaHee WM PUCYHOK
PoXaaeTcs NpsIMO Ha JIUCTe?

A yxe 3Ha10, 9TO TaKO€ IPUHIIUII KOMIIO3UIIMH, M CHAYaJIA
JI€JIa10 MAIEHBKMHI 3CKU3 FeJI€BOM PYYKOU MM KapaHAAIIoM,
YTOGBI Ha GyMare JIMNIHUX JBIKEHUHN y)Ke He JeIaTh.

Jns Bac akBapesnp — GoJIbllle )KMBONMCH WIN rpadpuka’
He 3Halo, kak 3T0 Ha3BaTh, MHE 63 PA3HUI[BI, ITTABHOE,
YTOGBI 3TO PAGOTAJIO JUIST MEHSI U TOTO, KTO CMOTPHT.

S Bunen y Bac mHTepecHo 06pabdoTaHHbIN Kpaii mucTa. Kak
BrbI1 3TOrO 106MBaeTech?

IIpocTo nposoguTca HaApes 10 JIMHENKE, HO HE 0 KOHIA.
IToroM HaJIpBIBAETCS, OOPE3AETCS, U BCE TOBOPAT, O,
BOJIIEGCTBO, KAK ThI CJeIal?

Ha xaxoM pasmepe 6ymaru Bam ceiiuac uaTEepecHo
padorars?

Camplii 60JIBIION 13 BO3MOXKHBIX. CaMast 6osibInas pabora,
KOTOPYIO 4 cjiesa, 145x145 ¢cM — 0UeHb BJJOXHOBJISAET. DTO
TO, 9TO HAJIO!

Kakyio 6ymary Ber ucnonnsyere?

Bymary, B OCHOBHOM, IIPEAITOYNTAIO IIaKyI0. Xopomras
Gymara 6bu1a panbIine — coetckuii Jocanak. M o6branbIit
Barman pHCOBaJIbeIﬁ, leqme I/ITaJII)HHCKI/II;'I7 HOTOMY 9TO OH
sryaine gepsxut npet. @panrysckas Arches satine HemMHOTO
I[BET TACHT.

PucoBanbHasi GymMara JocTaToOuHO ToHKas. Kakum o6paszom
Brl Ha Heli paGoTaeTe — HaTsIrUBaeTe?

Hararusaito Ha manmeT. CaMblii 60JbII0 pazmep 1o
mupuse 150 cM y pys1oHHOIM GymMarmy.

Ha uTo BsI fes1aeTe mIaBHBIH aKIEHT B paboTe co
CTyAeHTaMu?

HagepHoe, BCIIOMHUTSD, KOT/[A GBI MAJICHBKUI, IIEPBOE
BIIEYATIEHUE OT BCETO, KOI/A ThI YAUBJIAJICS, PUCOBAI,
UrpaJl... IEPBLIE SMOIUU COEJUHUTD C OIIBLITOM IIPOKUTBIX
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A. BOLUMYLLU. A nOMHULLb, KaK ObIfI0?
A. VOTSMUSH. Remember, How It Used to Be?
64x90 cm. 2013

JIeT, OT6POCUTH BCE HEHYKHOE M HAHOCHOE, UTO METTAeT
COEZIMHUTDL Ka9eCTBa B3POCIOTO YeJ0BeKa 6€3 TUIIHUX
YTPIOMBIX BETEH ¢ COCTOsTHNEM peGeHKa, KOT/la BCE B EPBBIi
pas yAuBIAIO.

HackobKo BaXKHO BOOOpa)keHHe B paboTe XyAOKHUKA?
Jlist MeHs BaKHO, JUIsl KOTO-TO TSKEJIOBATO, TIOTOMY YTO

BOO6pa}KeHI/I€ HYJXHO Pa3BUBATh WJIH C HUM HY;KHO POIUTHCA. ..

Yro s Bac BaxkHee — IpoIecc WiId pe3y/abTar?

Tyt 50 1a 50. HanpuMep, TOPT roTOBUIIb, KpeM B36UBaEIIb
U lyMaelnb, KaKoi 6yfeT BKycHbBIN TopT. Korna cienar — Bcem
TOXe HpaBUTCs. M Ha060pOT, TOPTHUK HE ITOTYIHICS. ..

Crnenure nu Bl 3a XynoxxecTBeHHO xu3HbIo? Hackonbko
Bac HHTepecyeT TBOP'—IeCTBO prI‘I/IX XyaO)KHl/IKOB?

Ouens naTEpeEcyeT. BoT cerogusa Bel Mue jamm arp60M, B TaM
ObLIN XYJOKHUKHU, KOTOPDIX 51 BUJIEN B I/IHTepHeTe, U IIPOCTO
OYEHb HPABUTCS... HO HE CJIEXKY, HABEPHOE, HAJl0 GOJIbIIIE. ..

Hysxna m s Bac maTerpanusa B Xy0KeCTBEHHYIO )KH3Hb
MUIH JIUTSI XYTOXKHHUKA JOCTATOYHO ero TBOpYecTBa?
B xopommux MeponpHATHAX OYEHb 3J0POBO IIOYIaCTBOBATD.

Kro 6pu1n Bammm yunrensa?
Muxan Muxanbra Iypses B xygoxecrsennoi mkose. On
MHOTO€ OTKpPBLI, cKazal: “CMOTpPH, TEHD e He cepas, Kak

TBI HAPUCOBaJI, a IBeTHas...” IToToM erme ObL1 y MeHs
IpenojaBaTelb B yqminie THIIEeHKO, OH 3aKpbIBAJ IVIa3a
Ha BCE MOM XYJIUT'AaHCKHeE Jiea, caasa bory, u o BI'MKe
Kypuescknii — aaumanus. Ho g 6pocur.

Jnsa Bac cymecTByoT npaBuia?
Koneuno, kakue-To IpaBuIa €CTh.

910 mpaBuiIa KoTophblie Bul caMu npuaymanu?
HasepHnoe, npasuia, KOTOpble MHE YIOOHBDI.

A. BOLUMYLL. ConpoTtuBneHue.
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A. BOUMYLL. Tel onsate He npuwina. / A. VOTSMUSH. You Didn't Come Again. 35x105 cm. 2009

A. BOLUMYLU. KaneHco. / A. VOTSMUSH. Kalenso. 48x61 cm. 2007




Alexander Votsmush,
Ukrain

Alexander, why did you take a nickname?

Because when | studied at the Theatre and Cinematography Academy
we lived at a student hostel. We were 4 people in the room. | would fix
a notebook to the wall and announce that it would be a ship’s journal.
Everyone would draw his portrait and write his nick name. | wrote my
name conversely.

Do you identify yourself with your nickname or your real name?
Lately with the nickname.

All right, then Alexander Votsmush. When did watercolor medium
enter your life?

Perhaps when | was attending a kindergarden, when | saw it the first
time... Then consciously at the Art school, then even more conscious-
ly in Art college... | also was painting with watercolor when | was in
army. But | really understood what it was all about in 1994. Then |
knew where to go.

You live in Sevastopol, Crimea. Far away from the capitals of Art
life. How have you become well-known?

Have 1? Probably there were some exhibitions, people liked them,
someone even bought some pieces... There were many exhibitions,
especially in 1990s, beginning of 2000s. And then Internet... my
friends help me to post my pictures,
they also write something...

Do you consciously not use Inter-
net?

| want to do it very much but it has
been out of reach so far. | have to get
into it, reply to the letters... Perhaps |
will have to come to it some day.
Where do you get your ideas from?
Actually everywhere. When | was a
little boy, perhaps from fairytales and
cinema, then from told stories, then |
would start telling stories myself. Then
we had a team of mates who would
tell stories when they came together.
...and from the world around.

Do you prefer to collect material by
your camera or by sketching?
Both.

...or you store it in your head?

All together. It is all interacts, then
divides into components and then
works. Everything is there already.
Then you do something and you suc-
ceed... or you do not.

How do you get such saturation
without overloading the paper?
What paints do you use?

German paints from tubes. It's very
good when there is a large volume of liquid mixtures ready to paint.
Just to take it with a brush and through to the paper.

What kind of brush?

Starting from a broad flat bristle brush for wall painting to a simple
pencil. Watercolor pencil is also good. Then adding hands, nails — all
is in action...

Does it all happen spontaneously?

In an impulse, in a gust of dance with watercolor...

How do you get the precise white areas?

There is a masking fluid. Or you can also paint around. This is how |
used to do, now | am using the masking.

What supplementary tricks do you use?

Masking, nails scratching, watercolor pencils...

Do you work on composition in advance or is the drawing is born
right on paper?

Inimitable and unlike anybody else artist Alexander
Shumtsov,/ Arush Votsmush deserved a genuine recogni-
tion of intellectual part of the Internet audience although
he has no art page of his own. Staying indipendent from
official art institutions his Art keep gaining popularity
and more fans.

| presumably know the principles of composition. First | am making

a small draft with a gel pen or a pencil to avoid unnecessary move-
ments on the paper.

Do you consider your approach in watercolor more as painting
or graphic?

I don't know how to call it, more important is that it should work for
myself and the viewer.

| saw a spectacular edge of a sheet of your painting. How did
you do that?

Just cut with a liner but not to the bone. Then tear slightly, cut and...
everyone says oh! It's a miracle, how did you do it?

What size of paper is most attractive for you to work on?

The largest possible. The largest | have done so far is 145x145 cm — it
is very inspiring. That's what is needed!

What kind of paper do you use?

Mainly the one with a smooth surface. There used to be a good paper
— soviet Gosznak. Also | like a common drawing paper, Italian is bet-
ter, it keeps the color. Arches satin is good but the color is fading.
The drawing paper is rather thin. How do you work on it — do you
fix it?

| fix it on a board. The largest size
145 (the width of a roll paper is 150
cm).

What do you put emphasis on in
your work with students?

Maybe they have to remember the
time when they were children, first
impression of everything, when
they were surprised by everything
around... first emotions should be
combined with the present experi-
ence, they have to drop all that is
unnecessary, that disturbs... to
combine the qualities of an adult
person without extra gloomy at-
titude, with the state of mind of a
child when he was surprised for the
first time.

How important is imagination in
work of an artist?

For me it's important, for someone
it's difficult. Imagination can be de-
veloped or you can be born with it.
What is more important for you —
the process or the result?

50x50. For instance, when you are
baking a cake, you are preparing
the components and thinking, what
a wonderful cake it will be... When
you are ready with it everyone likes it... or doesn't, if you didn’t suc-
ceed.

Do you follow the art life? Are you interested in art of your artist
fellows?

| am very interested. Today you gave me your book, and there were
artists | saw in the Internet, | like them very much... but | don't follow.
Perhaps | should be more interested...

Do you think one needs to integrate into the Art life or is his or
her creativity is sufficient for an artist?

It's rather cool to participate in worthy events.

Do you have any rules?

Of course, some, | think.

Are those rules that you invented?

Probably those rules are convenient for me.
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Aosid TTogeon

Oasup MokcoH (www.davidpoxon.co.uk) nokopwn Mup
TOYHOCTBIO 1 MACTEPCTBOM YMCTOM akBapesibHoM
Xusonucn. MHorne akcnepTbl Ha3bIBAOT €r0 COBPEMEHHBIM
mMacTepom akBapenu. OH ABNSETCA YNEHOM NPECTUXXHOMO
Koponesckoro MIHCTUTyTa akBapenvcTos B AHIMUK 1
HauwnoHansHoro AkeapensHoro oblyectsa B CLUA. OH
obnagaresib MHOXeCTBa HaLUMOHAmbHBIX N MEXAYyHapOAHbIX
npemuin, aBTop ABYX KHUI MO TEXHWKE PUCYHKa, MHOXeCTBa
cTartel B MexayHapofHon npecce.

Ero pa6oTbl BbICTABAAOTCA B raniepesx no scemy mMvpy.

JlaBuxa, mociie mocemennsa Bamen
BHPTYaJIbHOMH rajlepen y MeHsl
BO3HHKJIO ONIyIlleHNe, 9TO BoI
NPOBOJHUTE MHOIO BpeMEHH B rapake
wm B capae. Kak Bel HaxomuTe
BaoxHoBeHue? Uro crour 3a Bamumun
Xy0’KeCTBEeHHBIMHI IIOMCKaMH?
A poaniics B IEHTPaJIbHON YacTH AHIVIMU
B TO BpeMs, KOIJ[a IPOLBETAJIA TSKeJIas HPOMBIILICHHOCTD.
S nposeJ1 cYaCTIMBOE JETCTBO, U3ydasi 3Ty CTOPOHY )KM3HU
CPeAM TBHICSY JIIOJEH, KOTOPBIE TaM KUIU U padoTanu. badymka
JlajIa MHE, MaJICHbKOMY MaJIb4HKY, KOPOOKY aKBapPEIbHBIX
KPacoK, U C TOTrO MOMEHTA 5l OTKPBLI JUIsI ceOsl MUP SKUBOIIMCH.
ITO IOMOIJIO MHE OTKPBITh OCTATBbHOMN MUP, T/
ObLIIO BO3MOXKHO Bce. Teneps s KUBy B IcpEBHE,
HO 4aCTO IOCENIAI0 IPOMBIIUICHHbIEC PAHOHBI 1
(pepMbI, TPAMOTMHENHBIN U YECTHBIA MUP PA6OYNX
U MalIuH. Bpems 6eper cBoe, 1 BeIU, CO3[aHHbIC
YEJIOBEKOM, Pa3pytIAIOTCs, IPUOOPETAsd IPU STOM
0COOYIO KPACOTY.

Bce 06'bexThI Bamel >KUBONMCH BBIIISAAT KaK
aKTepbl, BBIXBaYeHHbIE CBETOM CO(PUTOB U3
TeMHOTBI. OHI HaIIOMHHAIOT MHE JipaMaTHdecKue
o6passr KapaBamxo. Y Bac ecTs kakue-1u6o
OTCBLUIKH K HCTOPHH MCKYCCTBA?

MHe noBes1o paboTaTh B My3bIKaJIbHOU NH/YCTPUN
U IYTEIIECTBOBATD, COTPYAHUYASA C U3BECTHEHIINMU

. MOKCOH. [1eHb OKOH4EH.
D. POXON. The Day Is Done.
64x90 cm. 2013

B Mupe apTuctamu. Bee 6obine popMbI XyI0KECTBEHHOM
BBIPA3UTEIBHOCTH TECHO CBSA3AHBI JPYT C APYTOM, MHOTHE
My3bIKAHTBI U XyJOKHUKUA PA6OTAIOT C Pa3HBIMU (hOPMaMHU.

SI reficTBUTENBHO OTHOIIYCh K OOBEKTAM CBOUX KAPTUH KaK

K apTUCTaM Ha CIEHE U TIOJXO0KY K HUM € 6JIarOrOBEHUEM,
4yTOOBI 3aNI€YATICTh B HauboJjIee JecTHoM Buje. S nenaio aTo
OT yBaK€HUs K UX JOJIrOoBeuHOCTU. FIMeHHO cBeT fenaer aToT
MUP YIPABJISEMbIM, U IIEPEJaua 3TOTO CBETA B JKUBOIUCH KaK
TAaMHCTBEHHA, TAK U BayKHA. B MOUX paboTax HET HUYEro U3
TOTO, Y€TO HET B IEHCTBUTENILHOCTU, YETO HENb3 YBUJIETh
WJIM IOYYBCTBOBATD. fI He molaraioch Ha IepBoOE BIEYATICHUE
OT MOJIEJIN, CTAPAIOCh IIOHATH €€ CYTb, YJIOBUTD JiyX MECTa U
BpEMEHHU.
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[. MOKCOH. Bpewmsi-yéuiua. / D. POXON. Killing Time.

Bbl monygaeTe Bce CBOE pa3HOOOpa3ue TEKCTYPhI TOJILKO
HCIIO0JIb3YS MPO3PAYHYIO aKBapeIh?

Jla, g NCIIONb3yI0 TEXHUKY YUCTON aKBApeI, U HUKAKOTO
6esoro nurmeHTa. bejoe B Moeil JKkUBoOUCH — OCTaBIE€HHAA
Gymara, win obJ1acTH, Iie Kpacka obuia yaaneHa. S moabsyocnh
Pa3HOOOPA3HBIMU TEXHUUECKUMU IIPUEMAMM, YTOOBI JOCTUYD
sxenaemMoro agdexra, 5T0 He GBICTPLIN IPOIIECC, ITOCKOIBKY
MHOT/IA HakaaapiBaeTcs 1o 20 c10eB MM TOHKUX 3aIMBOK Ha
HEKOTOPBIX MecTax. [lepes HaHeceHneM ceaymero cuos,
MPEeAbLYIIMH JOKEH BEICOXHYTh. AKBape/Ib — Marudeckuit
MmaTepual. Bo Bpems nporecca )KUBOIMCU U BbICYITUBAHUS
Ha MIOBEPXHOCTU MOTYT IPOUCXOAUTH CTPAHHBIE U Uy/l€CHbIE
Bemu. MHorna MHe Ka)eTcs, YTO KapTUHA IUIIETCS CaMa.

Bce Bamu paGoTsI oueHs ypaBHoBenreHsl. Kak Bor
pa6oTaeTe HaJ KoMIo3uIueli? Bel reaere cHavana scKus?
ITonbayerecs nu Ber pororpadpuamu?

Jlig MeHs BaXKHO MOHATb KOHCTPYKIUIO 3J1EMEHTOB MOEH
sxusonuch. Yem 6oj1ee TpopaboTaH PUCYHOK, TEM JIydlle.
Tem He MeHee NCIONB3YITE KaK MOXKHO MEHBIIE INHUN HA
[IOBEPXHOCTH aKBAPEJIbHOMN OGymaru Jyist KapTuHbL. S HMKOTIQ
HE IIePECTABJIAIO CBOM OOBEKTHI B JKU3HMU, 51 MEHSIO CBOE
MECTOIOJIOKEHNE, YTOOBI HAMTH HANGOJLIE BHITOJHYIO TOUKY,
IJie CBET OKUBJISIET ITIOCTAHOBKY. YTO HanboJIee BaXKHO — 3TO
TOHAJIbHbIE OTHOUIEHUS IPUJAIOT PEATbHOCTh 00 beKTy. Ton

64x90 cm. 2012

6oJiee BaKEH YeM IIBET, HO PUCYHOK BCET/Ia HA IEPBOM MECTE.
S Mory moTpaTuTh HEAeM Ha OArOTOBUTENbHBIN STall
PpaboThl, B TOUHOCTU PUCYHKA — KU3Hb. §I enaio pororpadun,
a Takke HaOPOCKU, U Jla’ke TPopadaThIBalo HEKOTOPbIE YaCTH
KapTUHBI, KOTOPbIE MOTYT BbI3BATh CJ10KkHOCTU. Ko Bpemenn,
KOIJIa & IePEHONTy PUCYHOK HA JIUCT JUISl KUBOTIMCH, HATSHYThHII
Ha GOJILIION IUIAHIIET, y MEHSI BCET/Ia €CTh TOTOBbIH ITaH
paboTel. Bpems Ha mpoiyMbIBaHNE PabOThI 3apaHee HUKOT/IA
He OGbIBAaeT MOTEPAHHBIM 3ps. Sl 3Hal0, 4TO XOUeTcs mockopee
3aKOHYUTD IIOJATOTOBUTEIBHYIO PAGOTY, HO 3TO HE IIPUBEJAET
HU K YeMy XOPOIIEeMY, IIOCKOJIbKY caMas JIydIias ;KUBOIUCHAS
TEXHUKA HE CMOKET CKPBITh IJIOXOTO PUCYHKA.

Cxonpko BpeMeHu y Bac yxoauT Ha Takyio mpopaGoTaHHYIO
JKUBOMHUCH?

3aBucuT ot ci1oxHOCTEl, HanpuMmep “ITosre cHOB” GbLI
CJIOKHBIM OOBEKTOM, KOTOPBIH HY’KHO GBLIO JIOJITO PA3TaThIBATh
U IIOHUMATh. DTa PaboTa 3aHsIa 2 MeCsAAa OT Havala J0 KOHIIA,
HO B TO K€ BpeM s paboTal U HaJ{ APyruMu KapTuHamu. Kakue-
TO HEGOJIBIIHIE PAGOTHI MOTYT 3aHATH TOJILKO OJIHY-BE HEJEIN,
B 3aBUCHMOCTH OT TOTO, HACKOJILKO MHE 3HAKOM OO'bEKT.

B AejIa€Te BEPCUH OJTHUX U TE€X JK€ CIOKETOB UIN Hlleﬁ?
,Z[a, HNHOTrJA 4 JieJ1al0 HECKOJIbKO BAPUAHTOB PA3HbIX Pa3MEpPOB.
OnacTHOCTb B TOM, YTO TEPSICTCA IIEPBOEC BIICHATICHNC.
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HoBblil 06beKT Beerga 60IbIIe BOJHYET U TPeOyeT BpeMs Ha
u3ydeHue.

A 3ameTn1, 9To MHOorue Bamu paGoThl He OYEHB GOILIIOTO
pasMepa, Ho reTaabHO npopadoransl. Ho y Bac ects u
PpadoThI GoJibllie CTAHZAPTHOIO pa3Mepa aKBapeJIbHOIO
nucra (56x76 cm). Kakoii pasmep Bor npegnounraere? Kakyro
nens Bel npecienyere, BbIOupas pa3Mep JIMcTa?

ITocsie KapTUHBI, CAeTaHHOI Ha GoblioM gucte 75x105 cm
(Arches 600 r cpegHeit TEKCTYPHOCTH), IPUATHO OTBJIEUBCS

Ha MeHbIIIe GOPMATEI, HIOTOMY UYTO paboTa € GOJIBITIM
HpOI/ISBeﬂeHI/IeM MOXKET 6I)ITI) I/ISM&TLIB&IOH.[CI‘/’I nu Hapr{)KeHHOﬁ.

Korxa Ber nonuMaere, 9To paboTa rorosa?

KapTuna Bcerga ckaskeT BaM, KoTjla OHa roTOBa. BHE3anmHo
HacTynaeT Bpems yiTu! Sl o6bI9HO CKIaThIBAIO UX HA 2 HEJeIN
Ha I1I0JI B nacnapTy, ‘{TO6I)I AaTb UM IIOABINIATDH U ITIOKUTH
CBOEH JKU3HBIO, @ 3aT€M OHU OTIPABJISAIOTCSA B MAra3uH, WINA B
6areTHyIO MACTEPCKYIO, WX HAa BBICTABKY.

Bb1 oTHOCHTE aKkBapeJb B 0oJIbIIell CTeleHN K rpaduke win
SKHBOIIMCH?

S yBepeH, 4To aKBapesIbio MOXKHO IepesaTh u4to yrogHo. Her
OFpaHH‘ICHHﬁ, eciau y BaC €CTb BpeMH " TﬁpHeHI/IC. Banrsnure
Ha BeJIMKUE paboThI DHJPIO YaiieTa — HACTOSAIIEro MacTepa
AMEePHUKAHCKOI )KIBOINCH, AKBAPEJIb HEe OIPAHUYNIA €T MOIIb
HaGIOATE IS M TEXHUYECKOE MAaCTEPCTBO.

Bbl nunere KaXkAbIi JE€Hb?

Jla, KaxIblIil IEHD g IPUXOKY B MACTEPCKYIO, YTOOBI pa60TATh
HaJ[ KAKUM-TO aCIIeKTOM kuBonucu. Her 6osiee meuraTiBHOrO
COCTOSIHUSI, YeM KOT/IA BBI 3aHSATHI pabOTOI, BpeMsI TOTAA He
nMeeT 3HadeHus !

Be1 npeamounTaeTe XKUTH B lepeBHE IWIA B ropoje?
Mpr )kxuBEM ceifJac B IepeBHE, U KaKIbIH I€Hb IPUHOCHUT
PaJOCTh, HO MHE TAKXK€ HPABUTCS MTOCENATh HHTEPECHbBIE
ropogal

Bockingford

TRADITIONAL WATERCOLOUR PAPER

0. MOKCOH.

Ha 3apBopkax dhepMmbl.

D. POXON. In a Farm Yard.
64x90 cm. 2013

Be1 cienuTe 3a Xy105KeCTBEHHOM )Ku3HbI0? Bam nuaTepecno
TBOPYECTBO KOJUIET XYJOXKHUKOB?

MHue uHTEpecHa PaboTa JPYrux, BCE XyA0KHUKHA — B €IITHOM
MOMCKE HEU3BeJaHHOTr0. KaKibIil HOBBIN IO/l KasKeTCs

6oJ1e€ 3aHATHIM, YeM IPEbITYIII 1 IIpe/IaraeT HOBbIE
3agaun. Kpome yuacTus MOUX paboT B €KETOJJHOM BBICTABKE
Koponesckoro Mucturyra B Mall Gallery B JIonone, a Takxe
B Hanmonansnom Axksapenbnom obmectse B Jloc-Anpxenece,
s CYACTIIUB M TOPJ ITOJTy4aTh MHOTHUE IPEIOKEHUS
BBICTABJISITHCS ITO BCceMy MUPY. Sl 4acTo oTIpaBistio cBou
pa6oTsr B Kurait u CIIIA. B mocyiesHme rojp! s 3aMeTHI
HECKOJIBKO OY€Hb U300 PEeTaTENIbHBIX 1 AMOUITMO3HBIX
Opranu3aTopos BeIcTaBok B Kurae, Asun, Poccun

Eppomne. 9To 3aMe9aTebHO, M OTKPLIBAET MUPY aKBAPETb 32
IpeieIaMy TPAIUIIMOHHOTO Kpyra Bemko6puranun / CIIA,
BJIOXHOBJISISI HA OOMEH OIIBITOM M UAEAMU M OTKPBIBASI HOBBIX
Xy/JO’KHUKOB, KOTOPBIE PAGOTAIOT B TEXHHKE AKBAPE/IH.

Moii 0GBIYHBIN BOIIPOC: KaKHe OPeHAbI KPAaCOK, KHCTEH 1
6ymaru Ber ncmosnnsyere?

S mcnonp3ylo xynoxkecTseHHbie Kpacku Winsor and Newton.
bBymara — j1st masleHBKHX paboT g 6epy Bockingford

425 r cpexneii sepaucrocTu o pasmepa 40x60 cm,

JUIST pa6OT GOJIBIIEro pa3Mepa s UCroab3yio 600-rpaMMOBBIi
Arches goctynubrii B muctax 105x150 cm, KoTopbIe 51 A€o
nononaM. Krctu, B OCHOBHOM, CHHTETUYECKHE, KPYIJIBbIE.

I Tax:ke MOIBb3YI0Ch HEKOTOPBIMU IMIETHHHBIMU KHCTAMU JIST
Pa3IIIHBIX 3 PEKTOB.
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D . d P David Poxon (www.davidpoxon.co.uk) is revered the world over for
dVvl oxon ’ the precision and craftsmanship of his pure watercolour painting

UK and is considered by many experts to be a modern day master of the
medium. He is an elected member of the prestigious RI (Royal Insti-
tute of Painters in Watercolors) and the NWS (National Watercolor
Society of the USA). Over the years he has won many National and
International awards for his work. He is the author of two books on
drawing techniques, has had many articles in the International art
press, and exhibits in fine art galleries world-wide.

David, after visiting of your gallery (works painted in 2011) | had a feeling that
you spend a lot of time in garage or barn. How do you find your inspiration?
What is the background of your artistic search?

| was born in the heartland of England at a time when there was a lot of heavy indus-
try. My childhood was spent happily exploring this arena amongst the thousands of
working people that lived and worked there. As a young boy my Grandmother gave
me a box of watercolor paints, from that moment | was hooked on the wonders of
painting. Through this | was able to discover a whole other world where anything

is possible. Now | live in the countryside, but regularly visit old Industrial sites and
Farmyards where there is an integrity and honesty in the daily struggle of working
men and their machines. As nature reclaims these man made items for itself it cre-
ates its own beauty that could not be constructed other than through the passage of
time.

All the objects of your painting look like actors, whom we see in the strong
stage lights picking them from the darkness. They remind me the dramatic
Caravaggio s images. Do you have some references in history of Art?

| have been fortunate to have worked in the music industry and have traveled far
and wide, working with some of the worlds greatest performers. There is a close
synergy between all the great forms of artistic expression, and many musicians and
artists cross over between the disciplines. | do regard the subjects of my paint-

ings as performers on a stage, and approach them with some reverence in order to
portray them in their most flattering situation. | do this out of respect for their endur-
ance. It is light that makes our world navigable, and to capture light in a painting is
as mysterious as it is important. | purposefully leave nothing out of my painting that
is not there in reality, and put nothing in that is not there, seen, or felt. | am not after
a quick impression of the subject, | am after a greater exploration to somehow get to
the essence of a time and place, to try to get to the soul of a subject is tremendously

joyful.

. MOKCOH. None cHoB.
A. MOKCOH. Bee Hawm Atu. D. POXON. Field Of Dreams.

64x90 cm. 2011

Do you get all your textures’ variety by using only
transparent watercolors?

Yes | use a pure watercolor technique and do not use
any white pigment. The whites in my paintings are pre-
served paper, or areas where paint has been removed.
| use a variety of painting techniques to achieve the
desired effect, this is not a quick process as some-
times there are up to 20 layers of thin glaze on certain
sections. Each has layer of paint has to dry before ap-
plying the next. | spend a lot of time watching the paint
dry! Watercolor is a magical medium, during both the
application and drying process strange and wonderful
things can happen to the surface, | sometimes feel as if
the work is painting itself.

All your works are very balanced. How do you
work on composition? Do you make a sketch first?
Do you use reference photos?

It's important for me to understand the construction of
the painting elements. The more drawing that is done
to explore and rehearse accuracy before transposing
to the watercolor paper the better. My subjects demand
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accurate drawing. However use as few lines as pos-
sible on the watercolor surface for the actual paint-
ing. | never rearrange my subject in real life, | move
myself continuously through the scene to find the most
stimulating position where the light brings things to

life. Most importantly it is tonal value that transmits the
real of a subject. Tone is more important in the order
of things than colour, but drawing is always first. As

| might spend weeks on my larger works preparation
and accurate drawing is vital. | take reference photos,
and also make sketches, and even rehearse passages
of painting that | think may prove difficult later. By the
time | draft the subject onto the final painting paper,
which is always prestretched on large boards, | have

a good idea as to the order of work. Thinking time
upfront is never wasted time. | know there is an urge to

‘get painting’ — but it can be frustrating as the best paint-
ing technique can never hide bad drawing.

How long it takes to make such a detailed painting?
Depending on the complications, for example Field of
Dreams was a complex subject that took me a long time
to unravel and understand. That painting took about two
months from start to finish, but | worked on other paint-
ings at the same time. Other smaller works might only
take one or two weeks depending on how familiar | am
with the subject.

Do you make versions of the same object or idea?
Yes, | sometimes do several versions, and also different
sizes. The danger of this is losing the first moment of
inspiration. A new subject is always more exciting and
gives a fresh time to explore.

I noticed that most of your paintings are not very
big, but quite detailed, but you have also some
works bigger than standard sheet of watercolor
paper. What is your painting size preference?

What goals do you have when you chose a paper size?

After a large work, which for me is 30x40 inches (Arches 300 Ib not watercolor pa-
per) | like to do several smaller ones by way of relaxation as working on the big ones
can be quite an intense and exhausting experience.

What is the moment when you know that the work is ready?

The painting always tells you its done. Suddenly its time to walk away! | usually then
put them on the floor with a mount round them for about 2 weeks to let them breath
and live on their own — and finally they go into a store or off to the framers and a
show.

Do you consider watercolors more graphic or painting medium?

| believe you can render anything with watercolours. There is no limit if you take
the time and have the patience. Look at the great works of Andrew Wyeth — a real
master of American painting, watercolour did not restrict his powers of observation
and technical mastery.

Do you paint every day?

Yes, everyday | get into the studio to work on some aspect of painting. There is no
more meditative state than when you are truly in the zone mid painting, time has no
meaning!

Do you prefer the country or the city to live?
We live in the countryside now, and everyday is a joy, but | also like visiting exciting
cities!

Do you keep an eye on Art life? Are you interested in what other artist fellows
are doing in Art?

Yes, | am always interested in the work of others, all painters are on the same jour-
ney of discovery. Each new year seems to be busier than the last and provides new
challenges. In addition to sending my work to the annual (Rl) Royal Institute annual
show in London at the Mall Gallery and also the NWS in the Los Angeles

| am both fortunate and honoured to receive many invitations to exhibit all over the
world. | regularly send work to China and the USA. The last few years has seen a
few very innovative and ambitious organisers hosting shows in China, Asia, Russia,
and Europe. This is great and has opened up the world of watercolour to add to the
traditional UK/USA exposition circuits, encouraging the exchange of techniques and
visions and exposing exciting new artists who are practicing in the medium world
wide.

My usual question: what brands of paints, brushes, paper do you use?

| use Winsor and Newton Artists colours. Paper — smaller works | use Bockingford
200 Ib Not surface up to 18x26 inches, larger works | use Arches 300 Ib which is
available as 40x60 inches sheets which | have cut in half. Brushes mainly synthetic,
and some mop brushes. | also use some hog hair brushes for various techniques.

. NMOKCOH. Cteknoounctutens. KpacHbli TpakTop.
D. POXON. Wiper Controlling. A Red Tractor. 64x90 cm. 2011




Caviip Monaa

Hanbonee naymutensHbii Bknag Camvpa Mongana
(www.samirmondal.com) B COBPEMEHHOE NCKYCCTBO
MHOMM — 3TO NOCTOSIHHOE OXMBIIEHWE aKBapenu.
OH cpaBHsiN cTaTyc akBapesn 1 MacnsiHowm
XWBOMUCK, OTKPbIB HEBULAHHbIE [O 3TOr0 rpaHu
akBapenu. XyooXHUK U3y4un XxapakTepucTukm
MacIsiHOM XW1BOMUCU, NPUCYLLME el 6OraTtcTBo u
06CTOATENBHOCTb. [bITasiCb UCMONbL30BATL 3TO B
akBapenu, OH fo6uNcs TEKCTYpbI, NOJOOHOW Macny.
Camup MoHzan npoLuen TectT Ha MHOrOCTOPOHHOCTb.
Ero akBapenu HUKorga He Tepsifiv OpUrMHasibHOCTb,
CBOEeI MHHOBaLMOHHOCTU U KIlaCCUYecKom
3MEraHTHOCTM, U MPY BCEM NPU 3TOM OHU MO
HacTosILLIeMY COBPEMEHHBI.

KakoBbl 0CHOBHBIE TEHIEHIUU Korga Ber mousiin, uro Bam Heocrarouno Kiraccu4eckoro
ucKyccTBa akBapenu B Maaun? HOAXO0/a B )KUBOIIUCH?
CeroJiHs HAUICKOE UCKYCCTBO OYEHD A nogymait o ToM, 4TOGBI OTOHTU OT TPALUIMOHHOTO

U3MEHMIOCH, OHO TEIEPb MAJIO CBA3aHO € IOJAXOJA B aKBAPEJIU CPa3dy KaK 3aKOHUII XY[0KECTBEHHYIO
WHAMHACKOUN KyJBTYPOU, 3aTO UCIBITHIBAET IIKOJY. locyrapcTBeHHbIN Xyl0KeCTBEHHDIN KOJUIEK B
cunbHOe BausgHue 3anaja. Kax u gpyrue  KaapkyTTe — oueHb GpUTAHCKMIA IO JyXy UHCTUTYT, OH OTKPbLI

crpanbl, A Takxe oJep:kuma MHE OOIIETIPUHATYIO TEXHUKY AKBAPEIU, UCIIONb3yeMyIO
COBPEMEHHBIMH MAaTePUATAMU, TAKIMKI 6puTaHckuMu MacTepamu. [Ipo3pauHOCTb U BHIIYKIOCTD
KaK aKpWJI, ¥ CMENIAHHBIMH TeXHUKaMu. Fcronb3obanue AKBAPEJIM YBIEKJIN MEH, KOTJ[a HaYaJlach MOs CTYJ€HUECKas
BOJHBIX KpPacok 66110 Tpaaunueid B Muauu. byas To ppecku, JKU3HB. Bce n3MeHMI0Ch ¢ nosiBJIeHUEeM (POTOAIIIAPATa,
JKUBOIIMCH HA CBUTKAX, MUHUATIOPA UM MAHYCKPHUIITHL. KOTOPBIN 6€3yIIPEYHO MePeAET IEPCIEKTUBY U OOBEM.
IpycTHO, 9TO MBI TEPsIEM CBOM KOPHU, HO, BO3MOKHO, 3TO IIar Kuraiickas akBapeb ¢ €€ YBepEHHBIMU Ma3KaMU, €TUIIETCKUE
HaBCTpedy MOo6aIu3anuu. AKBapesb He OUeHb IOy IspHAs ueporugel ¢ yIpoueHHBIMU TEMaMU, JOUCTOPUUIECKUE
TEXHHUKA CPeJy MHIUNCKUX XyL0KHUKOB. O Hell JyMaloT Kak HAaCKaJbHbIE PUCYHKU, ppecku nemep B Ajpxante (Muaus)
0 MaTepuae, KOTOPBINA UCIOIb3YIOT TOIbKO CTYACHTDI JJIs HECKOJIbKO IIPOCBETHIN MeHs. Bce 3T0 3acTaBuIo MeHs
U3yyeHUs NeH3aKHON JKUBOIINCH HA IIJIEH3PE. JyMaThb, 9YTO COBPEMEHHOE HCIIOIb30BAHUE AKBAPEIU BCE

elre He JJOCTATOYHO U3y4eHO, He TonbKo B Muaun, Ho

U B JIpYTUX CTpaHax. Sl npITajscs sKCnepuMeHTUPOBATD,
HCIIOJIb3Ysl yBEPEHHBIE MA3KU KMCTH, HABE€SIHHbIE KUTANCKOMN
JKHBOIIKCBIO, U IpocToTy ueporudos. A nexan Bce oT MmeHs
3aBHUCHALIEE, YTOOBI OTOMTHU OT TPAAULIMOHAIN3MA,
00beIUHSS ONIPEICTICHHYIO CTPYKTYPY U I€P3KUe
IBeTa B CBOEM CTUJIE.

Yro nmomorino Bam HaiiTu cBOM cTHIbL B
HCKyCCTBe?

Mou paboTbl — CONOCTABIEHNUE OOBEKTOB U
06pa3oB, KOTOPBIE HE MOTYT OLITH CBA3AHBDI,

€CJIM CMOTPETH HA HUX B )KU3HU, HO BMECTE OHU
MPEACTABISAIOT CJIOKHOCTD Halllel COBpEeMEHHOMN
SKU3HU. S BJOXHOBIAIOCH TEM, UTO OKPYXKAET MEHSI.
S manmcan cepuio, Hazpannyio “Ilpuior”, korga
HepeXUBa CJI0KHbIE BDEMEHA, IILITASICh COOPATD

C. MOHLOAI. Kopabnw.
S. MONDAL. Boats. 75x105 cm. 2002
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C. MOHJOAI. Taape 3ameeH Map. / S. MONDAL. Taare Zameen Par. 56x76 cm. 2006

JIEHbI'M Ha OILIATy cBOei koMHaThl B Kosnkare. B sxusonucHoi
pabore Ha 3Ty TEMY S pEHIWJI UCII0JIb30BaTh HAHIIUPh Yeperaxu
KaK CMMBOJI, TPEJACTABISAIONNI MUHUMAIbHOE YKPBITHE,
HEOOXOUMOE JUIsl CYIECTBOBAHUSA B HOJIBIIOM FOPOJE.

B o ke BpeMa 5 6bUI OYEHD YBJIEYEH TEATPOM U MAaHTOMIMOIA.
ITO OKazajo BIUSHUE HA MOU TEMbI, OHU CTalu 6oee
CUMBOJIMYHBI. Bo BpeMs BOMHBI B 3a/IMBE A HAMCA CEPUIO
“Boiina, 6a60uku”. C IpUX0JOM CIYyTHUKOBOI'O TEJIEBUACHUS
U TPAHCIMPOBAHUSA 3aI1aJIHBIX MY3bIKAJIbHBIX BUJIEO, 5

HayaJl BKJIIOYATh B CBOM PabOThI MHOTME TEMbI, HABESTHHbIC
TI0I1, JI’Ka3 U IAHK My3bIKOIi. BoJiee coBpemMennas cepus,
KOTOPYIO 5 HaIMcaJ1, Ha3BaHa «/laBaiite 3aiimemca Pokom!»,
KOTOpasi BKJIIOYAET MHOTME IAHK U 0TI MOTUBBI, CUJIbHbIE
rpadguyeckue 06pasbl, JMHAMUUHBIE I[BETA U OIIPEICIEHHYIO
CTPYKTYpy. Bce 3TO BJOXHOBJIEHO CJIOKHBIM COBPEMEHHBIM
COLMATIbHBIM CTHJIEM XU3HU Mym6au. Bot HekoTOpbIe Apyrue
nonryngpubie cepun “Ammma’, “Topco”, “Kyxnsa”, “Memyapnr”,
“Ucnonnurens” u “J/Ipama B pame”.

Bpr paGoTanm ¢ APYrEMHU MaTepHaIaMi KPOMe aKBapeIu?
Her. I npexan aToii Texnuke. AKkBapesb — MO HHCTPYMEHT
WJTA OPYKHE, 9TOOBI BBIPaKaTh CEO.

ITouemy BpI BBIGpan akBapeIb KaKk CBO OCHOBHOIM
MaTepuai?

He ocuosuoit. 9to MOU marepuan.  nuxoria ne
npo6osas HUKakue apyrue. Sl poauics y pexu, Ha 6epery
pexu B gepepHe B 3anagnoM benrane. Boja 6bu1a yacTbio
MO€M JKU3HU, U, KaK TOBOPAT, €CJIU Thl POAUJICH Y PEKU, ThI
JOJKEH JINOO MeTh, 160 pucosaTh. B fepesenckom benrane
Mbl UTPAIA ¥ KCIIEPUMEHTUPOBAIH C HATYPATbHBIMKI
KPaCUTEIAMU, KOTOPbIE OBbLIM TOTOBbI K UCIIOJIb30BAHUIO,
KaK IeIesl, KpacHas IIMHA, JIETIeCTKU IIBETOB, JIUCThA U T. [I.
BosbmuncTBO 3THX MaTEpPUaNIOB ObLIM PACTBOPUMBI B BOJE.
MO:KHO CKa3aTh, BOJHBIE KPACKH — BTO TO, C YEM 51 BBIPOC U
C yeM J9yBCTBYIO c€6s1 KOM(OPTHO, HO TaKXkKe 3TO MaTepual,
KOTOPBII MPUHOCUT MHE OIPOMHOE yOBJIE€TBOPEHNUE U
YyBCTBO 3aBepuIeHHOCTH. Jlaxe ceiiuac MHe KasKeTcs,
BO3MOKHOCTH 3TOT'O MaTepuaja 6€3rpaHuYHbI, B HEM €Ile
MHOT'O HEU3BE/JAHHOTO.
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Korpa s 6601 B Maaum, st 6bUI HOPaXkeH, 9TO BCe ApKHe
IIBeTa He CIIOPAT MeXKy c000ii, GyAb TO TEKCTUWIb, OJeXAa
Jojeil Win NpocTo nBera Ha yaune. S Bmxy Tor xe acpdexr
B Bameii sxuponucu. ITo — ecrecTBeHHas rapmonus Muaun

HIM TaK IPOUCXOJUT G1aromaps padore XyJ0KHUKOB H
JHu3aiiHepoB?

Ja, Ber npasel. MHAMA oT/imdaeTcs pasHOPOJHBIM
JaHAdTOM, KITIMATUYECKUMH YCIOBUAMMU, IIBETACTHIME
OJeXaaMuU U (POPMAMU TPAAUIIMOHHOTO HAPOJHOTO UCKYCCTBA.
A Bcerma uyBcTByIo rapMoHuio. Ho B Hamum gHM, B TOpOACKOM
JKU3HU, MBI BUJIIM IBETA IO-Apyromy. PekaMHble maHeim
pasBeNIaHbl HOBCEMECHO, CO BCEMU 3TUMU HOYHBIMU OTHAMM,
3TO TOE JOKHO OBITH BKIIOUEHO B MOU KapTUHEL [lo3xe,
KOT/[a & ObUI IPUBJIEYEH K PA0OTE B XKypHAIAX MOJ, MOU

TEMBI M KADTUHBI CTaIU 60JIe€ LIBETHBIMY, HAIIOJTHEHHBIE
ropojAcKuMu cumsoaamu. Ecam yecTHO, Mou 1iBeTa
HPOUCKXOJAT OT MOMCKA COBPEMEHHOTO BU3yaJIbHOTO A3BIKA. S
6071bII01 TOKIOHHUK (poBuCcTa AHpH MaTucca, JoKa3aBIIero,
YTO HE BAXKHO KAKOH I[BET U TJ[€ ThI UCIOJIb3YEIlh, 3TO MOXET
ObITH AGCYP/JHO U B TO K€ BPEMs IOITUUHO.

¥ Bac ecTh Kpackm, 6€3 KOTOPBIX He 000HTHCH?

Ha camowm gieie HeT, HO eCJIu MOCMOTPETH B IPONILIOE, TO GLLIO
HECKOJIBKO ITEPUOJOB, KOT/A 5 ObLT OJIEP3KUM OIIPE/eI€HHBIMU
Kpackamu. Tam mouTu Bcerza 6bLI KPACHBIN JUIS TEIUIOTDI.
YTOOBI OBITH TOYHBIM, AJIN3APUH IyPIYPHLIN UCIOIL30BAJIC B
GOJBIIMHCTBE PAOOT.

Kakune KkpacKku 3aKaHYMBAIOTCS B IEPBYIO O9ePeb?
JKxenas kocts.

BeI cunTaeTe YepHBII BETOM?

B yue6HOM npornecce 06ydeHus AKBaPEIU HAC YIUIH HUKOTA
He KacaThCs TIOOMKOB € YepHBIM U 6esbiM. Toraa 66110
BII€UATIECHHE, YTO YEPHAS KPACKa JeJaeT IPO3PAUHbIi
MaTepHa IPA3HLIM. B CBOUX IMOMCKaX OTXO/A OT CTAaHAAPTOB
TpaﬂHI_II/IOHHOfI HIKOJIbI AKBAPEJIN 1 B 9KCIICPUMCEHTAX
OGHAPYKIJI, UTO UCIOJB30BAHNE YEPHOTO B MOUX PAbOTAX
OpUAAET UM BECOMOCTE U cuy. HeGobimoe 3amyTHeHME
IOMOTAET B JIOCTIKEHUU IPO3PAYHOCTH OKPYKEHHUSI.
HUcnionb3oBanue YEPHOIO YCHMJINBACT KOHTPACTDbI U1 BbISIBIACT
obbeM ,Z[pyI‘I/IMI/I TEMHBIMU OTTEHKAMU KaK HyHHOBbeI,
yAbTpaMapuH, U3yMPYAHDIIA U T. . YepHblil HpocTo
3aMeuaTesIeH, €C/IU €r0 MPABUILHO UCIOIb30BaTh. HyxHO
ObITb OYEHD OCTOPOKHBIM.

C. MOHOAIJ1. MyccoH.
S. MONDAL. Monsoon. 56x76 cm. 2002

C. MOHJAIJN. NMpwuHuecca Papxkymapu.
S. MONDAL. Rajkumary, The Princess.
76x56 cm. 2013

BeI Hcrob3yeTe KaKyIo-To 0coGyIo Oymary?

Her. Bce 3aBucut ot 3(ppekTa, KOTOPOro g X0Uy JOOUTHCH.

S monp3oBaics 6yMaroil UHAMICKOTO IPOU3BOJICTBA,
C/leTaHHOI Bpy4HyIO, 3aTeM BatManom u Saunders Waterford,
tenepb Arches CP u rpy60ii TeKcTyphbI.

B xakom pazmepe Bel ryunre BeIpakaeTe ce6a?

Mue HpasuTcs 6osbioil popmar. ITo kpaiiHeil Mepe, IOJHBII
ser Umnepuai (56x76 ¢M) J0CTATOYHO XOPOI, 4TOOBI
YyBCTBOBATH CBOOOJY. YeM GoIbIne MI0Mmaab, TEM BECEIee.

Kak Be1 paboTaeTe HaJ KapTHHONH? JTO 3aIUIAHUPOBAHHBIH
HIM CIIOHTAHHBIHA Ipomecc?

S Bcerna mIaHUpYIO TEMy, YBEPEH B KOMIIO3UIUU, HO
CIOHTAHHO UT'PAIO C IIBETAMU.

MoO>KHO 1M BHOCHTH HCIIPaBJI€HUS B aKBaPeJIb?
Jla. EcTb MHOTO CIIOCOG0B KOPPEKTUPOBATH CBOIO XKUBOIUCD.
B mpoTHUBHOM CJIydae 3TO TOJIBKO CTPAX UIM OTTOBOPKH.

Yro st Bac MOKHO U HeJIb34 B aKBapeIn?
Jlenaiite, uro xorure. Huuero ne 6oiirecs.

Kakor 6601 Bamn onbIT pa6oTel Hax puabMoMm “3Be3gouka
Ha 3emsie”? Y Bac 6bL1 Apyroii onbIT paboThI JId 60/IbIINX
KHHONPOeKTOB? BbLI 11 3TOT ombIT BaMm mosresen kak

XYM OMKHHIKY?

Hy:xHo BcmoMHUTD, uTO B “Taape 3amen Iap” (“3Besgouxa
Ha 3emJ1e”) UCKyCCTBO OBbLIO UCIIOIB30BAHO CUMBOJIMYECKU
KaK OCBOOOUTEIb, JAIOIUI peGEHKY, KOTOPOMY GpOLIeH
BBI30B, 3aCTy;KEHHYIO CBO60y. ICKyCCTBO TaM — IIaBHOE
neiicteyiomee muno. Kpome koncyasTuposanus Aamupa
XaHa, Urparonero poJb YYUTeIs PUCOBAHUS, g JJOJLKEH ObLI
MUCATh KAPTUHBI 32 €70 IEPCOHAXKA, M HANOOJIee CTPALIHO

U MHTEPECHO OBLIO CO3/jaBATh JETCKUE XyJOXKECTBEHHDIE
pa6oTel. KapTHHEBI HCIIOIb30BATICH B KYIbMIHAIIII
¢purbma ouens BeIpasuTeabHO. PUILM OBLT OTOOPAH U
HOMMHHPOBAH B TOM Tojy Ha “Ockap”, U Tak Ha CJIeAylouee
YTPO 51 IPOCHYJICA HE MIPOCTO AKBAPEIUCTOM, A “3BE3T0UKOI
Ha 3emie”. Takoil OTKJINK BO3MOKEH TONBKO B KUHO. MOXHO
JAOCTUYb 60sbHIeil ayquropun. IToce sToro s 6obine He
paboTasl B KUHOIPOU3BO/JCTBE.

SAUNDERS _
WATERFORD:

CLASSIC WATERCOLOUR PAFPER
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MBI ¢ ceMbell IPaKTUKyeM caxaJka-iory yxe 6oxee 20
net. MHaMS M3BECTHA KaK CTPaHAa ¢ 60raThIMHU TyXOBHBIMHI
Tpagunuamu. Kak maauiickmii Xy10:KHAK, MOXKeTe JIH

BI)I CKa3aTb, KaKyIO qJacThb 3aHUMAIOT 3THU TPa}II/IIII/II/I B
XyAoKeCcTBeHHOM xxu3au? B Bamei xxusau?

Pa6ora ¢ akBapesbio JaeT MOYTH MEJUTATUBHOE HACTPOEHUE.
AKBape]II) — OYE€HDb MOIl[HbIﬁ n HHTepaKTHBHBIﬁ MaTCpI/IaJI.
Korza s paboTaio, 1 9yBCTBYIO C€651 CIOKOWHO, B KAKOM-TO
IOI0OUN MEAUTATUBHOTO TpaHca. Sl HacIaxaa10Ch MeTouei,
n3aBaeMON MaTE€PUAIOM, CTPOCHUEM TOHOB, CMEINTIBAHUEM
U nepeTekaHueM. Bo BceM 3TOM eCcThb HEKOe Marm4eckoe 1
I[yXOBHOC OI_U,'YH_ICHI/IC. ,ZIYXOBHOCTE) MOXKET BOI‘/JITI/I B MOU TE€MDbI
B CAaMOM OJIrmKaiimeM GyayIem.

ITo xakuM KpHUTEpHAM MOXKHO OIIEHUTH IIPOU3BeAeHIe
HCKycCTBa?

Basxno pazsuTHe aBTOpa M KauecTBo paboT. HyxHo
MIPOBEPUTS, ABJISETCS JIU OOIETPUHSATAS HJesl YN IPYroit
TUI MBIIUIEHUS KpUTEPHUEM I XyAoKHUKA. COOTHOCATCS 1N
3JIEMEHTBI TEXHUKN C HACTPOECHUEM, UJIEE€U U 3CTETUYECKON
cocTrassioneii? XyoKHUK JOKEH BEPUTD B CBOIO KYJIBTYPY
1 OBITh UCKPEHHUM B CBOUX PaboTax.

Yro nemaer misa Bac akBapesp Takoil 0cOGeHHOIT?
AKBapesb — Kallpu3Has U, B TO K€ BPeMsl, APYKeTI00HAs
TexHuKa. Korja s mumy, s 9yBCTyIO, YTO MaTepHUaI UTPaeT
CO MHOM, I ITBITAIOCH JOOUTBCS YETO-TO, HO MaTePHAI
NpeIaraeT MHE YTO-TO JIpyroe. Ta HEMPEeACKa3yeMOCThb —
TO, UTO JIeJIACT aKBaPeIb TAKOU OCOOEHHOI JUIS MEHS.

C. MOHOAI. PasButue.
S. MONDAL. Progression. 26x36 cm. 2012

Samir Mondal,
India

Samir Mondal’s most amazing contribution to Indian art of
modern times is a continual revival of watercolor. Born in 1952
in India. He has endowed watercolor with the status of oils, pro-
jecting a facet of watercolor that was never visualized before.
The artist keenly observed the characteristics of oil painting,
noted the inherent quality, their richness and substance. In his
endeavour to include these elements in watercolor, he devel-
oped textures and structural features as if they are oils. Samir
Mondal has stood the test of this fantastic versatility. His water-
colours have never lost their originality, their innovativeness
and their classic elegance, yet they are truly modern paintings
(www.samirmondal.com).

What are the main tendencies of the art of watercolor in India?
Indian art today has changed a lot, and is surprisingly not much re-
lated to the Indian culture now, but very much influenced from western
art movements. Like other countries India too is obsessed with modern
and quicker mediums like acrylic and freer with mixed media. In India
the use of watercolor was a tradition. Be it Frescoes, scroll paintings,
miniature paintings and manuscripts. It is sad that we are losing our
root, but perhaps it is a step in evolving towards the global community.
Watercolor is not a very popular medium amongst the Indian artists. It
is thought of a medium that students would use only for outdoor study
of landscapes.

When did you realize that the classic approach is not sufficient
for you?

| thought of moving away from the traditional application of watercolor
after finishing art school. Government Art College, Calcutta, being a
very British institute, exposed me to orthodox watercolor techniques
of the British masters. The transparency and the magical three-di-
mensional aspects of watercolor enthralled me as | began my student
life, but now the advent of camera can truly capture perspective and
dimensions flawlessly. Chinese watercolour with bold brush strokes,
Egyptian hieroglyphics with simplified
motifs, prehistoric cave paintings,
frescoes from Ajanta Caves in India
gave me some light. It made me think
that contemporary use of watercolor
was still very much unexplored, not
only in India but everywhere else.

| tried to experiment by incorporating
bolder brush strokes, inspired by the
Chinese watercolor and by placing
simplified motifs like hieroglyphs, in a
two dimensional plain. | tried my best
to break the traditionalism by incor-
porating definite structure and bolder
color to my style.

What were your sources of inspira-
tion in finding your own voice in
art?

My works are a juxtaposition of
objects and visuals that cannot be
related with when viewed individu-
ally, but together they represent the
complexity of our modern society.

| am always inspired by my surround-
ings and the circumstances. | painted
a series called “The shelter” when |
was going through a tough time to ac-
cumulate money for my room rent in
Kolkata. In a painting from it, | chose
to use a “turtle shell” as a symbol to
represent minimal shelter for exis-
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tence in a metropolis. At the same time | was heavily involved with shades like crimson, ultramarine, viridian green, etc. Black is really
Dramatics and Pantomime. For sure these influenced my themes great if it is placed properly. One has to be very careful.

then with much figurative inputs. During the gulf war, | painted a se-

ries — “The War, The Butterflies”. With the satellite television coming Do you have a particular type of paper that you use?

in or rather exposure to western music videos, | started incorporating  No. It depends on the effect | want. | was using Indian handmade pa-
many pop, jazzy and punk themes into my works. A more contempo-  pers, then Whatman and Saunders, now Arches cold press and rough.
rary series that | have done is titled “Let’'s Rock” which involves a lot

of punk and pop motifs, strong graphic visuals, dynamic colours and ~ Which size of painting helps you better to realize yourself?

definite structures. All these inspired by a complex modern social | like large format. At least a full imperial is good enough to feel free.

lifestyle in Mumbai. Some of the other popular series are “Alisha”, Bigger the area, biggest the fun.

“Torso”, “Kitchen”, “Reminiscences”, “Performer” and “Drama

framed”. How do you work on a painting? Is it a planned or a spontaneous
process?

Have you worked with any mediums other than watercolor? | always plan my theme. | am sure about composition but play with

No. | am determinedly dedicated to this medium. Watercolor is my colour spontaneously.

tool or weapon to express.
Can watercolor painting be corrected?

Why did you choose watercolor as
your major medium?

Not major. It's my medium. | have never
experimented with any other medium.

| was born near a river, a riverbank in a
rural village in West Bengal. Water was
an integral part of my life, and they say if
you are born near a river you should sing
or paint. In early childhood in rural Bengal
we played and experimented with natural
colours which were readily available like
ash, red clay, flower petals, leaves etc.
All these materials were water-soluble.
May be watercolour is something which

| grew up with and comfortable with this,
but also this medium is something which
offers me immense satisfaction and a feel-

Yes. There are many ways you can correct your
painting. It is just a fear or excuse.

What are your “dos” and “dont’s” in water-
color?
Do whatever you like. Don’t be afraid.

What was your experience of work on Taare
Zameen Par? Did you have other experi-
ences working in cinema production? Was it
useful experience for you as an artist?

One must recall that in the film Taare Zameen
Par, art was used symbolically as an emanci-
pator, giving a challenged child his deserved
freedom. The art was the protagonist. Apart
from coaching Aamir Khan, as he was acting for
the role of an art teacher, | had to paint for his

ing of accomplishment. Even today | feel
there is much more to be explored in this
medium and the possibilities of what can
be achieved are limitless.

C. MOHOAJI. lMaHeLwa.
S. MONDAL. Ganesha.
76x56 cm. 2006

When | was in India | was amazed how
all the brightest colors possible were
not competing with each other, whether
it was textile, clothes of people or just colors in the street. | can  character and the most interesting and scary was the child’s artwork that

see that effect in your painting, too. Is that harmony natural in | had to paint. The paintings were used at the climax of the film in a very
India or all credits go to the work of artists and designers? meaningful manner. The film was short listed and selected for Oscar nom-
Yes, you are right. India has a variety in land patterns, climatic condi- ination that year and with it | became “Taare Zameen Par man” overnight
tions, colored clothing, and of course the traditional folk art. This from my usual title — the watercolor man. This response is possible only
harmony always works at the back of my head, but in modern times,  with cinema. One can reach out to a bigger audience. After that | have not
in urban city life, we see colors in a newer way. Billboards sprung worked with any other production.

up all over, with so much of color and light at night, these had to be

incorporated into my works. Later when | was involved with fashion | am practicing Sahaja Yoga with my family for over 20 years. India is

magazines my themes and works became more colorful, vibrant with  famous as a country with rich spiritual traditions. As an Indian artist

urban symbols. Frankly, my colors are from the search for creatinga  can you say what role these traditions play in Art life? In your Art?

contemporary visual language. | am a great fan of Fauvist Henri Ma-  Working with watercolor almost gives like a meditative mood. Watercolour

tisse, who proved that it doesn’t matter what colour is used where; it s a very powerful and interactive medium. When | work | feel at peace in

may be absurd yet poetic at the same time. a sort of meditative trance. | enjoy the melody that the medium plays out;
arrays of tones, the mixing and merging; all this have a sort of magical

Do you any “must” colors? and spiritual feel to it. Spirituality may creep into my themes in the near

Not really, but if | scan through my past, | get that there are some future.

phases where | was obsessed with some particular color. Red was

mostly there to get the warmth. To be precise, Alizaine Crimson was ~ What are the criteria to evaluate the art piece?

mostly used in a majority of paintings. Consistency and the previous works of an artist and quality are important.
One should check whether common idea or different thought process is

Which paints do you run out of first of all? the main criteria for the artist. Are the technical elements contributing to

Ivory black. the mood, meaning, or aesthetics? The painter should have faith in his
culture and sincerity to the work for sustainable period.

Do you consider black as a color?

Academically we were taught never to touch the black and white What makes watercolor so special for you?

tubes of watercolour while practicing in this medium. The impression  Watercolor is a naughty and at the same time friendly medium. When |

then was that black makes the transparent medium dirty. In my quest paint, | feel the medium is playing with me, I try to achieve something but

to diverge from the traditional school of watercolor and experimenta-  the medium gives me something else. This unpredictability is what makes

tion, | discovered that application of black in my works gave it weight  this medium so special to me.

and strength. The little opacity created, helps in enhancing the

transparency of its surroundings. Use of black as black enhances the

contrasts or rather brings out a different dimension with other darker
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00 aBTOpE

RoncranTun CT er OB

KoHcTaHTuH CTepxoB okoHuUN NHCTUTYT
XWUBOMUCK, CKYNMbNTYPbI, aPXUTEKTYPbI

M. PenunHa. Y4acTHUK 1 YNeH XXIopY MHOMMX
BbICTABOK B Poccum 1 3a py6exom. Ero
paboTbl NpeAcTaBfieHbl B KOPMOPATUBHbBIX U
4YacTHbIX Konnekumax Poccun, Kutas, EBponbl,
Asctpanuu n CLUA. fiBnsieTcst aBTopom
HECKOJIbKMX KHUT 1 06y4atoLmx DVD no
akBapenu. (www.sterkhovart.com)

OTa KHUTA YHUKAIbHA 10 CBOEH

ujee: cCobpaTh IO OXHOM 00I0KKOM
CaMBIX U3BECTHBIX U IPU3HAHHBIX
MaCTepPOB aKBApeJN BCero Mupa. YTo6er
OCYIIECTBUTH CTOJIb OPUTHHATBHBIN 1
TPYAOEMKHUI [TPOEKT, HY)KHO ObITH HE
TOJIBKO IIPEKPACHBIM 3HATOKOM HCKYCCTBA
1 BBIAIOINMCS OPraHU3ATOPOM, HYIKHO

Bpmycknuk Mucruryra nm. W. E. Pennna Axagemun
xynoxecTs, Koncrantua CTepxoB BEPHO CIYKUT CBOEMY
IPHU3BAHIIO AKBAPEINCTA yiKe 6oJIee IBaaTH JIET.

Kak McTOBBIH NOJABIKHNK aKBaPETbHON TEXHUKU, OH
OCYIIECTBIAET pa3HbIE IIPOEKTHI, YTOODI CJIETATh ee
JTOCTYIHOI BceM MHTepecyiomumcs. B iaTepueTe on
aKTUBHO BEJIET PYCCKOAZLIYHBIN M aHITIOA3BIYHLIN 610TH
o akBapesn. Ha ero crpanure B Facebook akpapenmcTst

camomy O6BITh XyOKHUKOM. IMEHHO TaKnM 4eT0BEKOM —
Pa3HOCTOPOHHUM, TAJAHTIUBLIM, YBJICUCHHBIM U OTKPBITHIM
mupy — sasisgercsa Koncrantun Crepxos.

MOTYT TIOAETUTLCS NH(MOpMaIeii o MacTep-Kraccax,
HPUIJIACUTH HA BBICTABKY MJIU KypC, TOCMOTPETh BUAEO
0 aKBapeILHOM JKUBOMMCH. Ta 61aropoHas uaes
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KOMMYHUKAIIUHU YBJICUCHHBIX AKBAPEJIBIO JIOJACH CO

BCETO MHPA YK€ IPUHOCUT CBOU
II0JIOKUTEIbHBIC Pe3yIbTaThl. Mcuesaer
BAKyyM OOIICHHS B AKBAPEJIBHOM
IIPOCTPAHCTBE, XYLOKHUKI — UHOT/A B
II0JTHOM U3YMJICHUU — OTKPBIBAIOT JUIS
ce6st TBOPUECTBO CBOMX KOJIIET, HAXOAT
GJIM3KHX I10 JyXy “OpaTheB IO KUCTH .

KoncTaHTHH HarlpaBIseT CBOU YCUIAA Ha
MTOTHATHE TPECTIKA U YPOBHS aKBape I
B Poccun. On coTpyaHMYAET € BEyIIMU
MHPOBLIMHU TPOU3BOAUTETAMU
XyZl0’KeCTBEHHBIX MaTepuaios. Jlerasa
TECTHI U MyOIUKYs UX PE3yabTaTH,
KoHcTaHTHH 3HAKOMUT POCCHICKYIO
ITyGJIIKY C ITPOJYKITHEH BeIyIix
OGpPEHJIOB.

K. CTEPXOB. 3onoTtas mefb.
K. STERKHOV. Golden Copper.
26x36 cm. 2012
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K. CTEPXOB. Apomart. / K. STERKHOV. Fragrance. 40x30 cm. 2013
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HeoueHI/IMon IIOMOIIIb JUIS HAYMHAIOIIUX XYJOKHUKOB JAIOT
Bugeo-nocobust Koacrantuna Crepxosa. 3a nociegnue 5
JIET OH 3aIHCaT yKe 0K0JI0 50 KypcoB, B TOM UHCIE CEPUIO
6€CILTAaTHBIX YPOKOB JUI IOJIIICYUKOB CBOETO 6JI0Ta.
Tamanmiuseiit akpapemuct, Koncrantun CTepXoB IMOCTOSHHO
SKCIEPUMEHTHUPYET C MATEPUATIOM, HAXOJUT JOCTYITHEIE,
HPOCTBIE CIIOCOOBI OObACHEHNS UL HAYMHAIOIINX,, KaK
YIOPaBIATb BOAHOU cTuxueii. CaM OH COBEPUIEHCTBYETCH,
Pa3BUBAsI B TBOPUYECTBE PEATUCTUUECKOE HAIIPABIECHUE

B JKaHPE ICUXOJIOTUYECKOTO aKBAPEIbHOTO MOPTPETA.
3HATOKU >KUBOIIKCH BBICOKO LIEHAT €T0 JIUPUUECKUE MEeH3KN
C N3006PaKEHNEM BOJHOTO IPOCTPAHCTBA B PA3HBIX €TO
BOIUIOIEHUSAX — OT OYIIYIOIIEr0 MOPCKOTO IPOCTOPA WK
CBEPKAIOIUX OTPAKEHUN B TOPOJCKOM 6ACCEUHE IO TUXOTO
JIECHOTO O3€epa.

JyxoBHylo cuity Juisl OCyIeCTBIEHU CBOUX ITAHOB,
BBIIIOJIHEHUSI CBOe Muccun KoncranTun GepeT B Myl[pOCTI/I
JPEBHUX MHINNCKNAX yquHﬁ, IPAKTUKYET MeJIUTALN
caxa/pKa-ioru. DTo JaeT eMy BHYTPEHHHI ITOKOH U 6alaHC,
KOTOPDBI TaK LIEHEH B HAIIeM TPEBOKHOM Mupe. MyapocTb
JIPEBHUX CO3AET TAPMOHNYECKUI HACTPOU B €TI0 KU3HU U
TBOPYECTBE, a 3PUTEJIb OLIYIIAET ITO Y€PEe3 CO3EPLATEIbHDIN
MUP €ro aKBapeJei.

Kak HeyroMuMbIii yTenrecTBeHHUK KoHCTaHTHH 9acTo
OBIBAET B PA3HBIX CTPAHAX — UHOT/A B POJIH PYKOBOAUTEIS
AKBAPEIBHOIO KypCa, YYaCTHHKA BEICTABKH WJINA WieHA

JKIOPH MEKAYHAPOAHOTO 6bueHHase. biarogaps HOBbIM
BIIEUATICHUSIM U OIBITY OOIIEHMS C MACTEPAMU JAPYTUX CTPAH,
B TBOpYecTBe KOHCTAaHTHHA POXIAIOTCSA HOBBIE OOPA3BI
COBPEMEHHOI'O MHPa, OH BOIUIOIIAET UX B CIOKETAX CBOUX
KapTUH C HOBBIMH T€MAMU, HEYyTOMUMO IPOJOJIKAS INHUIO
COBEPIIEHCTBOBAHUS U CIIY’KEHUS UCKYCCTBY.

Ynen Coroza Axsaperucmos,
Ynen Coroza Xydoxnuxos
Enena basanosa

K. CTEPXOB. Urpa TeHel.
K. STERKHQV. Play Of Shadows. 35x53 cm. 2012.

about the author

Konstantin Sterkhov,
Russia

Konstantin Sterkhov (www.sterkhovart.com) is an author of
several instructional books and DVDs about watercolors. His
works have been exhibited in many solo and group shows in
Russia and abroad and are represented in private and corpora-
tive collections in Russia, China, Europe, Australia and USA.

This book is unique in its idea — to collect under one cover
the most renowned and recognized masters of watercolor
from all over the world. To implement such an original and
labour-consuming project, one should be not only a con-
noisseur and an outstanding organizer but an Artist as well.
Konstantin Sterkhov is this type of man — versatile, talented,
keen and open to the world.

A graduate from The Repin Academy of Fine Arts, Sterkhov
has been serving his vocation of watercolorist for over 20
years. As a devout ascetic of the watercolor technique, he
has realized various projects to make it more available for

all who are interested. On his Facebook page, watercolor-
ists can share information about workshops, invite others to
exhibitions and workshops, and view watercolor video demos.
That noble idea of communication with keen watercolor
lovers in the world has started bearing fruit. The vacuum of
communication in watercolor infospace is disappearing. The
artists, sometimes in amazement, discover for themselves the
creations of their fellow artists, and find their brush brothers
who are close in spirit.

Konstantin directs his efforts to raise the prestige and level

of watercolor in Russia. He col-
laborates with leading world art
supplies manufacturers. By testing
and announcing his tests results,
Konstantin introduces leading
brands’ products to the Russian
audience.

The instructional video demos by
Sterkhov have been invaluable
help for the art beginners. He has
created about 50 courses over the
last 5 years, including a free series
for his blog's subscribers.

A talented watercolorist, Kon-
stantin Sterkhov is constantly
experimenting with material,
finding available, simple ways of
explaining how to master the water
element. He is improving himself
by developing in his creation the
realistic direction in the genre of
psychological portrait. Connois-
seurs of painting think much of

his lyrical landscapes with water
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space in all its embodiments — from a vast raging sea, or spar-
kling reflections in a city pool, to a quite forest lake.

A spiritual strength for realization of his plans and fulfillment

of his mission, Konstantin imbibes the wisdom of an ancient
Indian teaching, practicing Sahaja Yoga meditation. That gives
him an inner peace and balance that is so valuable in our
world of anxiety. Indian ancient wisdom creates a harmonious
foundation to his life and the spectator perceives it through the
contemplative world of his watercolors.

As a tireless traveler, Konstantin often visits different coun-
tries — sometimes as a workshop leader, a member of an
exhibition or a jury board member at an International Biennial.
Through new impressions and communication experience with
foreign masters, new images of the modern world appear in
Konstantin's art. He embodies them in plots of his new themes’
paintings, continuing his line of improvement and serving Art
tirelessly.

Member of Saint-Petersburg Watercolor Society,
Member of Artists Union
Elena Bazanova
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