
 SUMMARY OF THE DOCTORATE THESIS  
 
The artist himself is nature, Paul Klee said, a statement equally 
simple and true. Everything is expressed and derives from the 
observation of nature, of certain ideas or impressions, experiences or 
revelations absorbed from nature. 
My doctorate thesis is the result of a long creation period where 

nature, the landscape had influenced my personal creation style. It 

also represents the corollary of a programmatically developed 

activity, ever since finishing the academic studies and until today. 

The matter of the landscape as a state of mind is a very vast domain 

in essence.  This work represents a synthesis of my artistic and 

expression research of the last years. 

 The theme of the doctorate thesis is a development and a 

continuation of the licentiate’s degree work, implicitly of the post-

graduate studies, with a subject which fascinates me and 

communicates new ways of plastic expression. The essential 

motivation of choosing this analysis theme comes from my belief on 

the force of expression of the landscape, the simple message of 

nature and its echo in our souls, the state of mind conveyed by the 

landscape (whether on a macro or micro level), as well as from the 

necessity of recognizing the decisive role of the impressionist and 

post impressionist movement in the major artistic 20th century or 

contemporary processes. 

My motivation is purely pictorial, it is the art of  turning the 

landscape into a wonderful state of mind.  

 I have developed a critical and historic analysis modality, at the 

same time, based on this fact. I have tried to synthesize the main 



aspects of the artistic movements analysis: impressionism, 

postimpressionism and expressionism, from a historical point of view 

as well as conceptually and methodologically, followed by a 

presentation of the personal creation. 

The possibility of studying the original art works of the artists I have 

mentioned in the first chapter of the thesis, through the 

documentation trips to certain museums in Europe or USA, has 

strengthened my previous beliefs. The study on landscape art of the 

creation of the mentioned artists has consolidated certain ideas and it 

also gave me the possibility of re-evaluating certain considerations 

and analytic perspectives. The latest stages and cycles of my 

creation were also significant for the coherence of my artistic 

demarche, where I have consolidated certain methodological 

approaches and the working technique itself.  

 The analysis starts in the first chapter with the presentation of 

the significance of landscape painting in France at the middle of the 

19th century, of painting in the open air and, consequently, the time 

tracing of what was to be the innovative impressionism, by using the 

complementary contrast and the “powerful nature sensation” from the 

post-impressionist painting. I have also followed the specific 

conceptual and typological delimitations. The same first chapter also 

treats, to a certain extent, the role of the expressionism of the 

beginning of the 19th century in landscape painting, setting thus their 

importance and position in the modern and contemporary art. It is in 

fact a presentation of the above mentioned movements, which 

introduces a new principle: for the impressionist, expressionist 

landscape it is a state of mind seen through a landscape  and not 



a landscape seen through a state of mind as for the romantics or 

classics. Almost all that is left from the occidental art tradition of the 

last century is the fact that, for many contemporary artists, the art is 

an expression activity. 

 I have included in the second chapter the personal notes, the 

synthesis of my artistic creation, of the latest major themes which link 

together and sustain the same matrix, source and spring of my 

creation, which is nature. This chapter develops point by point the 

analysis of the series “Impression Sunrise”, “Raisings”, “Impressions”, 

“Traces on Water” comprised in personal exhibitions, which reflect my 

systematic researches for the subjects approached in the works of 

licentiate’s and post-graduate degrees. 

 Returning to the first chapter, it is necessary to resume the 

information in order to have a complete understanding of the artistic 

phenomenon I have explained. The theme of nature in the 

representation of the artists is a personal contemplation way, an 

individual vision, a unique personal experience. It is a state of mind 

which reflects each one’s soul. A new vision appeared at the second 

half of the 19th century, beyond the romanticism which manifested in 

art by an exotic landscape, a vision where the light determines the 

development of new ideas and movements, where the art of making 

the landscape an expression of a state of mind beco mes the 

main objective. 

 The landscape painting develops in the 19th century and the 

artists revolutionize this genre with their vision, rediscovering the 

landscape. France remains, in essence, their main manifestation 

location. The first artist to open the way of the new world remains 



Corot, as he tries a new vision on the nature concept. He starts to 

concentrate on the general shape, on the tone of motifs, compared to 

his beginning period when he renders nature very attentively. Corot 

obtains the brilliance of light with the help of different means 

compared to his predecessors, who used more the contrast dark-light 

for the same purpose. It is Corot’s merit to obtain similar effects by 

colours. 

 The next step is made by the artists grouped at Barbizon in 

1848, who tried to see nature differently. Theodore Rousseau, Jean-

Francois Millet and Narcisse-Virgile Diaz rediscover nature together 

with Corot or Charles-Francois Daubigny, who try to forget about the 

official precepts of their time. They oppose to the genre, historical or 

biblical painting the paintings which represent landscapes, sketched 

by themselves in open air, but drawn in the atelier. Only 

impressionists will truly paint in the open air, a moment later. Jean-

Fracois-Millet has also introduced characters in his landscapes, as 

opposed to the academic painting where peasants were not 

represented in the landscape at all. Gustave Courbet was the one 

who baptised this tendency of observing the nature as “realism”, this 

becoming the turning point in the following artistic evolution. The only 

master recognized by Courbet was nature. His works remain sincere, 

true, as he paints in a way which refuses all compromise, the way it is 

dictated by his conscience, painting compositions which have the 

surrounding reality as direct subject. This painting approach style will 

be followed, however, by all his new successors who confront the 

archaic, academic spirits, walking alone on the way of their personal 

artistic conscience. This is also the procedure of a new group self-



entitled “Confreeria prerafaelita”, who idealizes nature and tries to 

paint in the manner of medieval artists, simple and honest. But these 

trials of returning to a naïve medieval spirit fail in an improper time for 

them.  

 The offensive of colour is also represented by the art of Eugene 

Delacroix and William Turner and it gains shape a long time before 

being expressed by the impressionists. Thus, a multitude of factors 

determine the environment where the new revolutionary art develops, 

determined by Eduard Manet, Claude Monet and their colleagues. 

While considering Courbet’s program, they have tried to remove all 

that was convention in art, in the way the artists of their time saw the 

model and the surrounding world by the angle of a singular way of 

representing things.  The old representation consisted of the fact that 

the light in the atelier came from an exact angle, creating a light and 

shade and they applied this vision to all the works, no matter if they 

treated the subject in the interior or in the exterior. The new approach 

was based on the observation that light changes through the exit in 

nature, the whole register of pallet colour changes and the light and 

shade disappears, in a multitude of lights and shades, of reflexes.

 Manet and his colleagues introduce these new principles 

through the landscape painting, an approach in full nature, where the 

light becomes the main factor of the composition itself and the objects 

have well-defined and constant shapes and colours, but they have 

different local tones under the influence of light. They give up the 

degrade shades and adopt powerful contrasts, while stumping the 

shadows in the light, reducing them to mere colour spots.  



This is the foundation of the new discovery, which is to be taken by 

Manet towards the impression of the reality, while it was inadmissible 

for the official artists, leading to their “breaking off”. These new colour 

theories do not stop however only at the fixed shapes, but also at the 

ones in movement. An illusion of movement is created by rapidly 

traced lines, thus proving the desire of the artist of not being 

influenced by what he “knew”, but by what he “saw” and observed. All 

these things corroborated, the passage from realism to 

impressionism is made, towards 1860-1865.  

All the artists who have a similar note in their art, whether they are 

impressionists or only innovating through their art , are to be found in 

1863 reunited in the famous Salon of the Refused, being rejected by 

the jury of the official salon on the very reason that their works don’t 

correspond to the eternal principles of art. The work in the open air 

becomes preponderant, and the artists grouped with Manet, Monet, 

Pissarro, Degas are already engaged in these new researches. But 

this work in the open air was to lead them on new tracks, because the 

work “a la prima” requested a bigger quickness of the moves, a 

minimization of the details to the detriment of the regard and the 

general impression of the landscape, of the general state. Both the 

technique and the themes of these artists revolt the critics, their 

conviction that the effects of light and the atmosphere are more 

important than the subject is not appreciated by the critique of the 

time. They apply the same principles of the landscape painting to the 

human figure, which was drawn in more detail in the close-up, 

compared to the secondary or last levels, where the details are barely 

sketched. All of them are bathed in the same light, becoming an alive 



whole, full of life, impressions of some urban landscapes or various 

compositions.  

Manet is also captivated by these observations, starting to paint in the 

open air; his work “Argenteuil” is the proof of this new change 

compared to the previous works. But his most important impressionist 

work remains “Le Bar aux Folies Bergeres”, where the absolute 

novelty is the impressionist approach of the crowd reflected in the 

mirror behind the young lady, with large touches. 

A significant influence for many artists of this generation had the 

direct contact with the Louvre Museum, which housed in its gallery 

many painters arrived there to make copies of the works of the great 

masters. Here they could copy after the masters who corresponded 

to their own aspirations and visions. The communication to the 

spectator of the impression and the artistic vision, this was the thing 

the impressionist artists had in view, but it was not yet understood by 

the public at that time. Contrary to the public opinion of the time, they 

perfected their ideas, visions, the freedom of comprehension and 

synthesis on the canvas of different models, where nature, landscape 

and light remained the main pylons.  

 Monet brings his small group of friends in Chailly, a small 

village near Paris, where he dedicates to the study of nature. For 

Sisley and Frederic Bazille this was the first contact with nature 

(Since 1863, Renoir, Sisley, Bazille, who were interested in the 

problems of the plein-airism move their easel at Barbizon, in the 

forest of Fontainebleau, followed later by Pissarro in 1865). This stop 

at Barbizon proves to be very useful in the maritime approaches later 

from Asniers, Argenteuil, Bougival, Marly, from the Seine, where the 



aquatic environment brings full consecration to the plein-air painting. 

Argenteuil offered at that time the advantage of a place in the vicinity 

of Paris, where artists could discover the numerous subjects related 

to the Seine, its bridges and picturesque boats. Nature is no longer 

an interpretable subject as for the Barbizon painters; it becomes here 

the direct source of pure sensations, of impression. There is probably 

no other place to better identify with impressionism than Argenteuil.  

The idea of fragmenting the touch was naturally suggested by the 

effects generated in this environment where water, light and air 

interfere ceaselessly and they form a continuous relationship. 

Together with the complementary contrast, the division of colours and 

their juxtaposition on the canvas have made their work become so 

luminous. Their technique became a direct result of all the 

observations of painting in the open air and of the efforts of seeing in 

a subject not only the already known details, but the ensemble they 

perceived, the impression conferred by the subject. 

 The official consecration of this new vision begins in Paris in 

1874, with their private exhibition, where Monet’s work called 

“Impression, Sunrise” was to be the centre point and it would 

generate the very term which would separate them from the “official” 

art of the time: impressionists, from a critique. This exhibition is the 

result of long years of work and efforts from their side and it remains 

the point of institutionalization of the impressionism. Claude Monet, 

Auguste Renoir, Camille Pissarro, Alfred Sisley, Edgar Degas, Paul 

Cezanne and Berthe Morisot have formed this group, belonging to 

the same generation; although they were different in concepts and 

tendencies, talent or character, they reunited almost by fate. These 



artists were already mature professionals, they had studied at the 

consecrated schools of the time with well-known artists, they 

exchanged ideas and assimilated the different artistic movements of 

their time: classicism, romanticism and realism. They started to 

produce a truly original art, due to the new ideas appeared from the 

lessons of the past and present. This is why the new “era” of the art 

history, started together with the exhibition of 1874, was not a sudden 

burst of some revolutionary tendencies, but it was in fact the climax 

which marked the logic and natural development during two decades. 

At the same time Paris became the artistic capital of Europe, a city 

where artists from everywhere came to study. Among these is also 

James Abbott McNeill Whistler, who remains an impressionist, by his 

shapes and colours harmonies, by his compositions. 

 Two other important factors which supported the triumph of the 

impressionism were the photography and the Japanese stamps. The 

photographic snapshots took over from what used to be the attribute 

of painting: portraits and genre scenes. 

The apparition of the Japanese stamps on the European market 

make the artists discover a new guide mark, a new manner of 

grasping in a perspective the reality seen through another prism. The 

Japanese artists draw simple and decorative compositions, where the 

human nature is integrated naturally. Their unconventionality attracts 

the impressionist painters, the way Degas is attracted by the 

unconventionality of the observation angle of the dancers and his 

models. The impressionist discoveries, the complementary contrast 

and the juxtaposition of the colours were to be later brought in 

extremis by Paul Signac, who intends to obtain maximum of 



luminosity and colour through the optical mixture of the pure 

elements. Claude Monet remains, however, the systematic 

practitioner of these theories, so that after 1890 he observes the 

variations of the same motifs at different hours of the day, under the 

different incidence of light. This is when the series of the cathedrals, 

of the hay cocks, the views of the London parliament and of the 

bridge over Thames appear in his work, and later, after 1905, he 

arrives even on the threshold of the abstract with the series of water 

lilies, the water lilies ponds. 

 The exhibition of 1882 remains the first exhibition of the 

impressionists where a clear image of their guiding principles was 

created, through the homogeneity of the works. Consequently, eight 

years after their first exhibition, they succeed in reuniting a group of 

truly representative paintings for their art. In parallel, the art seller 

Durand-Ruel remains a special character, who helped the 

impressionist artists through his essays of promoting them and selling 

their art. Meanwhile, new followers adhere to the group: Mary Cassatt 

and Paul Gaugain, and in two years, in 1884, hundreds of artists form 

the Society of Independent Artists. This is how, 20 years after the 

Salon of the Refuses, a new institution comes to being and it opens 

its gates without discrimination for all the artists, in the new Salon of 

the Independents. A new generation who knows about impressionist 

art appears, the nucleus of this group being formed by George Seurat 

and Paul Signac. This movement will be later known as neo-

impressionism.  

 1886 is the year of the last impressionist exhibition. While 

Durand-Ruel organizes for the first time in America an exhibition of 



the artists entitled: “Oil and pastel works of the Impressionists from 

Paris”, the impressionists themselves expose once again under the 

title: “The eighth painting exhibition”. Felix Feneon publishes a 

brochure about “Impressionists in 1886”, where he sets categories 

and makes clear differences between the artists. It is here that he 

mentions for the first time the conceptions of Seurat and Signac, 

which he finds to be more innovative. Even if these two artists take 

part in this exhibition, they cannot be called impressionists. This is 

when the neo-impressionism term appears for the first time. With this 

exhibition, the antagonisms between them accentuate and they 

become obvious, the group disunites completely and everyone 

follows his individual path. 

 After 1886, the impressionists tried to re-new their art, and their 

painting became know by the public, but already a new generation of 

young artists began to affirm. The way the impressionists tried to 

break with the academic traditions, also the latter wanted the same 

thing, with the difference that the young were orienting towards the 

impressionist teachings, the way the impressionists were orienting 

twenty years before towards the Barbizon masters. Thus, the history 

after 1886 becomes a history parallel between two generations of 

artists, the elder one being very powerful, with well defined values 

and the younger one still in a period of formation, of researches. 

  The achievements and principles of the impressionists 

became a common good for all the artists, even though later rejected 

by the fauves, cubists, expressionists, Dadaists, futurists or realists, 

they are the basis of the new movements of the 20th century. They 

are fed by the creation of some artists such as Cezanne, Gaugain, 



Van Gogh, Monet or Seurat, who made the impressionism one of the 

most important stages of the modern art history, through audacity, 

passion and dedication. If the impressionism movement could be 

catalogued around some artists, due to the somehow common 

program and to the afferent exhibitions, the movements and groups 

that followed were not integrated, they reunited and dissolved very 

easily, and the most important figures of the time had their own 

individual path. The Post-impressionism is not a very precise term, as 

impressionism, in a wider sense it covers the period from the last 

impressionist exhibition in 1886, where there first appeared the neo-

impressionists, until twenty years later when cubism appears.  

This period also includes other important artists, such as Toulouse-

Lautrec, Douanier Rousseau and the nabists by Emile Bonnard, 

Edouard Vuillard, Paul Serusier, Maurice Denis or Felix Valloton. 

Post-impressionism is a term which reflects in a wider term of the art 

history what the British art critique Roger Frey describes as a style 

variety which flourished in France during 1880 and 1910. Generally 

analysed, the term is used conventionally and chronologically as an 

umbrella which covers a generation of artists with different visions on 

form and expression, in the sense of a new pictorial revolution started 

in impressionism. The relevant names remain Paul Cezanne, Paul 

Gaugain, Georges Seurat, Odilon Redon, Pierre Bonnard, Henri de 

Toulouse-Lautrec and Vincent Van Gogh. Even though their 

individual styles differ profoundly, all these artists detached from the 

aesthetic impressionist program and particularly, from the 

impressionist conception on the visual reality narration, especially the 

one of nature. Another connection which brings them together, which 



exists among most of the postimpressionists– an important exception 

being Cezanne - is an approach, a common vision  on the shape, on 

a pattern of the pictorial surface, a lot  of contemporary critics using a 

lot the term “decorative” in order to describe the post-impressionist 

painting. The post-impressionists had some stylistic and thematic 

similarities, compared to a general dissatisfaction towards the 

impressionism, with an increased interest in the shape and the 

approach of the pictorial surface. 

 Cezanne, the outstanding figure of the post-impressionism, 

belonged also to the impressionist movement, but he left it in 1878 

because he wanted to create a style that he described to be more 

“solid and durable”. While working in solitude in Aix-en-Province 

between 1880 and 1890, he developed a concept of the space, which 

was fundamentally important for the art of the 20th century. His 

individual art was very much admired by the following generations of 

artists, serving as a basis for cubism, for the creation of Pablo 

Picasso and Georges Braque. 

 Van Gogh has also searched for the elementary truth, but in the 

interior world of the psychic. The works of Gaugain led directly to 

fauvism, and the ones of Van Gogh towards expressionism, 

movements which owed in their turn a lot to neo-impressionism and 

to Seurat. The other face of the symbolist post-impressionists such as 

Redon, together with the distorted lines of the Art Nouveau from the 

works of Toulouse-Lautrec and other contemporary artists have 

eventually speeded up the tendency towards the abstract, which was 

essential in the development of the non-figurative in the painting after 

1910. Although it cannot be exactly called a movement, the post-



impressionist period gave a vital and creative connection between the 

impressionist “revolution” and the fundaments of all the later major 

movements of the 20th century art. 

 Van Gogh remains the artist who, besides all the other 

aspirations, wants to render emotion in his works.  By the division of 

colour, the vivid tones unmixed on the pallet and the small traits of 

the brush, he makes the spectator see the artist’s emotion in front of 

the landscape, of his model. Van Gogh paints the way others write, 

his gestures and touches become marks of his experiences and his 

emotional mood. He uses the brush as using a pencil, he finds 

reasons able to value his new technique, of painting as drawing by 

the brush: cypress trees, fences, houses, wheat, olive trees, all the 

reasons which allowed him to express his feelings. He deforms and 

modifies willingly the image, in order to exaggerate certain feelings 

and moods. On different ways, Van Gogh together with Cezanne 

make the step through which they renounce deliberately to consider 

the imitation of nature as a purpose of the pictorial art. 

 Gaugain, as the other two, aspired towards an intense, primitive 

art; he tried to harmonize the portraits made for the Tahitian natives 

with the simple character of their art, simplifying shapes and colours, 

painting large surfaces in powerful and uniform tones. He deliberately 

ignores the problematic of the occidental art as he attains his goals, 

which are to better describe the freshness of the primitive life.   

 The three artists cover the major dissatisfactions of the pictorial 

art of the end of the 19th century and beginning of the 20th century 

and they will be pathfinders for new currents: Cezanne of cubism, 

Van Gogh of expressionism in Germany, and Gaugain of the different 



forms of primitivism. All three of them try to break a deadlock where 

all the artists found themselves at the end of the impressionism 

movement. 

 In 1886 Pissarro joined neo-impressionism, thinking that through the 

scientific discipline of the touch he could better display the pictorial 

sensation. But in 1890 he admits that there is a barrier in these 

procedures and he dedicates again to the landscapes where the 

colour luminescence and the shape vigour remain the main elements 

of the painting. One can say that, by these trials, Pissarro is a 

predecessor of the post-impressionism. Gaugain saw in him a real 

master and he stated that “his art is essentially intuitive”. 

 New points of view starting from the impressionist experiment 

are formed in the group made up of Georges Seurat, Paul Signac 

(1863-1935) and Camille Pissarro, between 1884 and 1886. This is 

how the neo-impressionist movement is formed, receiving from its 

contemporaries numerous denominations: pointillism, divisionism, 

chromo-luminarism. The expression of neo-impressionism settles and 

characterises it the most, and Seurat’s painting “A Sunday Afternoon 

on the Isle of La Grande Jatte” is representative in this sense; once 

exposed in 1886 it creates a big scandal and heated discussions. 

Signac mentions that neo-impressionism searches and tries to 

eliminate the mixture of the pictorial material, while the mixture is to 

happen optically on the retina of the viewer and lead to a maximum of 

chromatic brilliance through the division of colour. Signac, who 

initially was an architect, pleads for order and logic, saying that the 

painting must be and become a “cosa mentale”.  



 All these ideas arrive on a substrate of the new discoveries of 

the time in physics and chemistry. The studies upon the light and 

colour of James Clark Maxwell, Chevreul, Heinrich von Helmholtz 

and Ogden N. Rood speak about this and the artists are familiar with 

them.  The chromatic researches, such as The chromatic accordion 

by Rudolph Adams (1865), Optics and painting by Helmholtz (1878), 

The scientific theory of colours by Rood, they were frequently quoted 

by Signac and were a plead for interfering art with science. 

Albert Dubois-Pillet (1845 – 1890) follows him in the divisionism 

theory of portrait painting, and later Theo van Rysselberghe does the 

same (1862 – 1926), while Paul Signac somehow assumes the role 

of theoretician of the group. His explanations are more concise and 

scientifically rigorous than those of Seurat, due to the fact that Signac 

has collaborated more with the physicist Charles Henry while writing 

the two books entitled The education of the sense of shapes and The 

education of the sense of colours, finished in 1888. But it is still 

Seurat who began to study the new discoveries of Henry and explore 

the symbolic value of the linear directions and colours in his 

compositions, introducing the artificial light on his canvas (his work 

called The Parade is representative here). 

 The neo-impressionist landscape, as the landscape was the 

main object of Seurat’s experiments, became a new field of 

experiences for the new ideas of the future avant-garde creation. 

While Seurat dwells on his programmatic tendencies, any detail 

disappears step by step, any vegetation, arriving at the end only at 

the architectonics of the landscape. Sunset, Grand Camp of 1885 can 



be considered to be a prediction of the abstractionism, constructivism 

or tachisme. 

 On the background of Paris, where the poems of Rimbaud were 

being published, The Illuminations, in the small magazine La Vogue 

by Verlaine, where Zola, Daudet, Maupassant gained their fame and 

Flaubert was more appreciated post-mortem, Jean Moreas published 

the much commented Manifeste du Symbolisme, where he 

ennounces the principles of new literary concepts. All these things, 

this interference between arts, where Mallarme, who knew Berthe 

Morissot, Monet and Renoir, wrote the foreword at the work The 

Treaty of the Verb by Rene Ghil and in whose apartment aesthetes, 

poets or artists used to meet, had only created a new stimulus for 

some artists who wanted to find a new plastic conception. It was a 

different conception compared to the impressionist one, the first eye 

sensation in front of nature.  

 The year of 1886, when Seurat finished La Grande Jatte, is 

also the year of the apparition of symbolism in literature and the 

publishing of The Symbolist Manifest, where Moreas exposed his 

ideas to this new movement; he saw Charles Baudelaire as the 

forerunner of this new movement. La Revue Wagnerienne appears 

now, too, founded by Edouard Dujardin and Claude Debussy. They 

started a politics of promoting Richard Wagner, especially his 

philosophic ideas and also Wagner as an art form creator. Dujardin 

together with Feneon take over La Revue Independante, in whose 

luxury editions engravings of reproductions after works of Redon, 

Seurat, Signac, Renoir or others appear, opening small exhibitions for 

them in its offices. Many of these newly appeared small magazines 



preached and dreamed of a new society, free of bourgeois 

prejudices, where creative spirits are able to express freely. They 

thought the impressionist don’t think, that the eye thinks and lays the 

colour on the canvas. Thus the “discovery” by Huysmans of Moreau 

and Redon, their painting having common traits with the symbolism; 

at Moreau we encounter all dream imaginations, memories, 

imaginary creations of the mind. But the artist who was the least 

contested by all the symbolists and who revives the French mural 

decorative art, Puvis de Chavannes, was also the one whose 

contemporaries assigned the way out of the academic art traditions, 

as well as the exit of the achievements of the impressionism, being 

admired at the same time by many innovative artists such as 

Gaugain, Van Gogh, Lautrec or Seurat. Even so, Odilon Redon 

remains the only painter who gave a parallelism to the symbolist 

literature through his concept, remaining post-impressionist by this 

dissociation of the impressionists of his generation. 

 Returning to Paul Gaugain, he settles in 1886 at Pont-Aven, a 

little Breton village which attracts in that time an artistic colony arrived 

by everywhere. Here he continues the research of a personal 

“manner”, far away from the urban life he considers “physically and 

morally corrupted”. Soon other artists arrive, such as Emile Bernard 

and Paul Serusier, and Pont-Aven now becomes a research centre of 

artistic exchanges with the symbolist authors, a period dominated 

undoubtedly by Gaugain. This synthesis problem of Gaugain also 

preoccupies Bernard, with whom he will paint the whole year at Pont-

Aven. 



1888 proves that Gaugain gives up impressionism during his second 

stay at Pont-Aven. The painters from Pont-Aven reject at the same 

time the closeness to the naturalists and the impressionists; they 

eliminate the details and simplify the shapes with the help of the 

colours flatly applied. 

 At the same time in Arles, Van Gogh approached the same 

ideas, but in his own manner, being interested in the colours 

suggestion in order to obtain a significance of a specific state through 

contrasts, harmonies. While Gaugain and Bernard thought of the 

touch and colour in Pont Aven, in Arles, due to the background of the 

city and the surrounding landscape, Van Gogh abandoned himself to 

the emotion of the world discovery. Van Gogh draws with the colour, 

shapes with the paint and light, his tones are pure, taken straight from 

the tube and he thinks everything in colour. He studies the landscape 

and nature with his own state of mind, he doesn’t desire the 

impression of the moment as the impressionists, but he discovers the 

ability of colours to define the space, to create movement. The colour 

symbolism will be the base for the solar art of Delaunay, including the 

cubism, orphism and non-figurative art. 

 The expressionism includes all the previous artistic researches, 

being a modernist deformation, composed out of synthesis of the 

artistic movements of the beginning of the 20th century: fauvism, 

cubism and futurism. The expressionism is formed out of all this 

mixture of tendencies and artistic research where they search for a 

destruction of the plastic space of the contemporary art. The 

incursion of the expressionism in the territories of the unknown and 

the secret out of the individual and social conscience, of the political, 



philosophical and religious structures of its times makes it remain the 

pivot of modern and contemporary art. The expressionism 

emphasises on the human nature less idealized, on its ugliness, part 

of the human sufferance, of poverty and violence. The expressionists 

saw in the official and old art a lack of honesty, because only 

harmony and beauty were especially approached. 

 The expressionism covers also this newly appeared sphere in 

the modern art, the modern rhythm, but the idea of the human 

presence as a nature element remains closely linked to it. It shows us 

that, with its return to the roots of the values of the primitive and 

universal art it starts even from the reality of the human existence, 

from the being which exists in nature and history. 

 One can say that the first major artistic group is “Die Brucke”, 

which was founded in 1905 in Dresda by Ernst Ludwig Kirchner, Fritz 

Bleyl, Erick Heckel and Karl Schmidt-Rottluft. It is originally registered 

between the currents and artistic research of the beginning of the 

century, with the desire of finding new ways of expression in art. The 

group appears at the same time with the French fauvism, a 

movement which, although similar in thinking and aspirations, of 

breakage and separation from the academism, of personal searches, 

goes on a different way due to the cultural realities specific to the 

centre where it was made up.  

Other artists will join “Die Brucke” group in the years to come: the 

Germans Emil Nolde, Otto Mueller and Max Pechstein, the Swiss 

Cuno Amiet, the Finnish Axeli Gallen-Kallela, the Dutch Kees van 

Dongen. The German artists will stay far from other movements, such 

as cubism, being mainly preoccupied by the shape. In the 



retrospective chronics of 1913, Kirchner writes: "Without being 

influenced by the current movements, Die Brucke fight for a human 

culture, which is the foundation of the real art ". 

 The second major artistic group reunites in Munich in 1911 - 

“Der Blaue Reiter” – and they publish a magazine with the same 

name. The artists of the group are more interested considered 

separately, having their own vision and artistic path: Franz Marc, 

Alexei von Jawlensky, August Macke, Heinrich Campendonk, 

Gabriele Munter, Paul Kee, Wassily Kandinsky and Marc Chagall. 

The artists from Der Blaue Reiter didn’t have a clearly expressed 

manifest, the way the futurist one would be, they were in fact grouped 

around Kandinsky and Marc, but with the implication of other artists 

as Gabriele Munter and Paul Klee.  

The preoccupations of the painters of this group concerned the 

problems of the shape and spiritual values in art, upon the release 

from the figurative and the acknowledged things. Their distinct visions 

differentiate them, emphasizing the original aesthetic approach of the 

two great theoreticians, Kandinsky and Klee, as well as the 

orientation of the dream-like colours of Marc and Macke, or the 

tendency of the foy chromatics of Jawlensky. An important point of 

view was Kandinsky’s, who asked himself if the only way of 

expressing a thing is through nature. He accentuates the expression 

of pure colours, thinking that each colour can “sing” into our ears, that 

there is a possibility of transposing spirits through colour. His essays 

entitled “coloured music” are the first examples of abstract art. 

 Considered as a whole, all the artists of the two groups can 

differentiate in two directions inherent for each group: the artists of 



„Die Brucke” movement destroyed nature as they wanted to find out 

what was hidden behind it, while the artists of the „Blaue Reiter” 

projected themselves in nature. A new desire for nature distinguishes 

through the romanticism approached by some of them, who were 

tired of the city life and retire at the countryside, where the landscape 

painting becomes their main preoccupation. The place called Murnau 

near Munich becomes such a centre in a short time. Soon „Der Blaue 

Reiter” was to be recognized, approved and understood by important 

figures of its contemporary time: Arp, Braque, Kirchner, Kubin, 

Malevici, Nolde, Pechstein, Picasso, Vlamink, imposing also outside 

Germany. 

 In parallel with these German groups, a few painters among 

which Henri Matisse, Andre Derain, Maurice de Vlaminck, Raoul Dufy 

and Albert Marquet exhibit in 1905 in Paris some paintings which 

shock through the violence of the colour explosion, giving shape to 

fauvism. They are preoccupied as the other important artists of the 

beginning of the 20th century, by the same search for the new, for 

finding expressive personal paths. The fauvists are characterized by 

the spontaneity of the pictorial gesture, the pure colours, unmixed, 

the flattening of the space and the direct registration of the lived 

experiences. 

 They get out in the nature, the same as the impressionists, in search 

for the authentic, being influenced by the painting of Van Gogh, 

Gaugain and Gustave Moreau. The fauvism becomes shortly 

international, major and important artists influencing in their turn other 

European painters. The whole beginning of the 20th century lies under 

the sign of this effervescence, of a creative emulation, where the 



artists, their ideas and visions interpenetrate in such a constructive 

way. Even after the Second World War, the abstract expressionist 

innovators will be reporting to the stylistic principles of their 

predecessors, where nature is always present. 

 The expressionism was compared to other programs of the 

same era, it was the active factor which polarized around it the Italian 

futurists, the French fauves, the Russian constructivists, while 

stimulating and organizing them, contouring the concepts which 

define the essence of the modern art spirit. The expressionism 

resumes conceptual reports of the symbolism and neo-impressionism 

and it transposes them in new techniques, in new plastic elements. 

The report between art and the essential values becomes important 

in most of the expressionist works. Kirchner, Klee, Matisse, 

Kandinsky, Marc, Nolde, Rouault, Beckmann, Kubin operate with the 

same terminology which we find, for instance, at Seurat, in his theory 

related to the idea of the universal harmony.  

 The book of Wilhelm Woringer, “Abstraktion und Einfuhlung”, 

appears in 1908, it is a major apparition of the theory of 

expressionism, considered to be the source of directions in the 

expressionist movement of the beginning of the 20th century. The 

existence of an expressionist typology is affirmed, where medieval 

art, baroque, as well as the Italian mannerism can stay together. At 

that time, “Die Brucke” group was already consecrated by its 

exhibitions, the French fauvism was flourishing, the Scandinavian 

pre-expressionism was present and all the art ideas of Van Gogh or 

Odilon Redon were accepted, creating the possibility of 

programmatically setting the contours of the expressionist concepts.  



The idea of experience, the expressionist Erlebnis, is shaped by the 

writings of artists as Kirchner, Beckmann, Klee or Nolde. But the book 

of Woringer is a pure creation of the expressionism, purely 

theoretical, it fundaments the type of artistic expression in a typology 

of the human experience in “depth”. It is an adhesion of Woringer to 

the bivalence of the expressionism, which he serves in all the 

international expositional or publicist manifestations and firstly in the 

“Sturm” magazine. The young generation of writers, artists, 

newspapermen and critics testify for their faith in expressionism, as 

being the reservoir of artistic thinking and ideas. 

 After a first beginning moment of the German début 

expressionism, that is the most categorical, the one of typology, a 

new tendency accentuated inside of it, a method of studying it, an 

activist tendency, a political branch. One can find in the 

expressionism that particular fusion of the opposites, of the 

harmonious and abstract art. Kandinsky will put in theory this aspect 

from the artist’s point of view and we can see at many artists of the 

First World War years both this experience of the artistic concrete 

and the plastic comment of the primary ideas. The artistic creations, 

whether literary or plastic, refuse the society crisis towards the first 

world conflagration, the social contradictions, the technical progress, 

the industrial development doubled by the individual alienation of the 

one who feels his uselessness, the agony of the big empires, a 

profound crisis of the moral and aesthetic values. The need for the 

absolute, the aspiration to the ideal, the anti-bourgeois protest, the 

refuse of the consecrated models, the search for the undiscovered, 

the original, the interest for tradition, myths, old beliefs, using the 



model of the primitive art, all these are the basis of the 

expressionism. The vivid, strange and contrasting poetical images, 

together with the plasticity of the poetic vision, the thick touches, the 

dense paste of the expression, they all represent the expressionist 

way of expression. 

 One can notice how the entire arena of the art of the end of the 

19th century and beginning of the 20th century lies under the sign of 

this desire to turn the work into theory and concepts. The knowledge 

of nature becomes human self-knowledge, nature and man being two 

parts of the same whole. This concept deeply fixed in history is a 

beginning of the expressionist visual representation, of its 

iconography, a demarche which covers mainly two stages: the first 

which is the unity between man and nature, the second is the 

connection between nature and human creation. The concept of the 

unity between man and nature can mostly be noticed in the first 

decade of the 20th century, with its characteristic of the nude in nature 

motif, of the union of man with nature.  

 The expressionism generally discussed also the theme of the 

symbolic relationships of man and nature, each artist having his 

particular vision. This view upon nature, the synthesis of the artists 

from “Die Brucke” or “Der Blaue Reiter” groups, related to the idea of 

the world unity through nature, was no longer sustained in the 

expressionism of the ‘20s and the ‘30s, as the display of nature 

through landscape was more and more rare. 

The second approach, especially after 1910, remains the 

development of decoding the urban “beauty”, the representation of 

the human nature in the city. The expressionism discovers the 



crossing of the nature rhythms and the human created rhythms, of 

the technique, and the Italian futurists end up superposing technique 

on nature. 

 As a synthesis of the second chapter, the landscape as an 

universal theme of art continues to fascinate and inspire me. The 

landscape in art is an expression of the human, particularly due to the 

communion of man with nature, his material and spiritual house. Each 

man is part of a matrix, of a specific universe, a part of an area with 

individualist and morphologic character. Each of us feels a resonance 

in front of a pattern, created in our minds by the very area where we 

grew up, the places of our childhood where our character was 

formed. 

No matter where we then go in life, we carry these marks of our 

memory. The landscape, the nature have surrounded me since I was 

a little child, they gave me the joy of a deep and truthful living and I 

have always been attached to the clear atmosphere of the marks of 

my own memory, rooted in my own space. Whether it is abstraction, 

expression or impression, they are all related to the representation of 

the same motif: nature displayed through landscape. 

Nature is for me as a basis for the comfort of the soul, reverie, calm 

and faith. I had different views on my artistic itinerary, different 

representations of the same universal motif, the nature. The 

impressionism, its view on the light and colour, the colouristic 

exacerbation of the fauvists, the expressiveness of the shapes, the 

constructivism and the abstractions of the 20th century, they were all 

in consonance with my spirit,  crystallizing in my own original view of 

nature.  



Starting from the academic works, followed by the expressionist ones 

due to the colour and shape composition, I have turned in time, step 

by step, “towards” a kind of impressionism, a type of post-modern – 

tributary to the impressionism and neo-impressionism. 

The ideas which are at the basis of the works, also presented in my 

doctoral dissertation, are intended to be a retrospective of this past 

period, a path of over ten years and a concept on the landscape, 

some themes and ideas which emanate from nature. Nature is alive 

and it is in continuous movement, it is nature as flowing water. 

 The root or the beginning of this “clue” lies under the sign of the 

cycle later called “The Garden of Eden”, where I have imagined and 

built a closed pictorial space, under the shape of a building which 

surrounds you from all sides. The idea and the practical way of  

building this installation comes from the house itself and the 

Romanian courtyard, which were the expression of the same 

synthesis spirit between practicality and the openness towards the 

dream and imagination horizon, the secret horizon of the existence. 

  

“The Garden of Eden ” , installation, 1994 



The idea where I started from, based on the chosen theme, led me to 

finding this structure where the three-dimensional generated by the 

room perspective combines easily with the bi-dimensional created by 

the large spots of colour placed evenly, by the decorativeness of the 

model and the tracks duct created in black on the side of the work. 

This starting point was followed by the cycles “The Scale” and “The 

Wine” where the line was, this time, the one that marked my works. 

”The Scale” ,installation 1995 

 

The chosen subjects are inspired from the painting of the 

Transylvanian glass icons, which were also a theme of my degree 

essay for the Academy of Visual Arts of Cluj, in 1994. 

 ”Jesus with the Grapes” , drawing, ink on paper 

Large abstract compositions, where line and colour are the key 

elements, become a distinctive sign. Those tendrils which, in my 



vision, are everywhere in the universe, represent a sign which is alive 

and humming with life. 

There followed a series of documentation trips in museums and 

important art collections in the world, which led me towards a 

language of my own, towards the coagulation of an inherent natural 

universe. Returning to the Romanian atmosphere of the 90’s, stuck in 

“traditions” and especially with a certain mentality of the beholder and 

of the art consumer I felt the need to approach almost in jest the 

Romanian social life, resulting in the exhibits “Air 97”, “At heaven’s 

gate”.   

With neo-expressionist means I have approached subjects which 

seemed suggestive through their resonance in the minds of 

Romanians: “Cabbage à la Cluj”, “High up at the mountain spring” 

being examples of a significantly abstractive landscape (a landscape 

deeply rooted in my mind as a result of my trips in the “homeland 

scenery”), which also remain as a background element for other 

compositions.   

“Nut Grove Lesul Ursului” (pic. 1) and “On the lake at Lesul Ursului” 

(pic. 2), from my exhibition at the Sindan Cultural Centre in Cluj, 

represent the point where the water surface and the detail of the 

observation upon it are firstly reflected in my works. 

 But the painting which makes a distinctive passage towards the 

elaboration of this vision is “Morning on the Lake” (pic.3), a work 

displayed in 2001 at the National Art Museum in Cluj, during the 

exhibition called “Impression. Sunrise”. The work is a detail of a lake 

upon which are reflected the vegetation of the shore and the morning 

sun. The composition is open and it comprises much better an older 



view. The space considered as a whole, yet fragmented at the same 

time, the compositional open space towards the exterior of the 

canvas form a concept vision which has always accompanied me in 

my creation. The artist is constrained to “close” the painting because 

of the two-dimensional character of the canvas and the frame 

“closure”. Hence results the idea of leaving the painted surface 

compositionally “open”, like a game of puzzle.  Even though the title 

of the exhibition reminds of the impressionism, these works and the 

ones to follow have only one incidence with the impressionist 

movement and they create a world which archaeologies the 

impressionism, it is a personal and post-modern universe. 

Compared to the impressionism and post-impressionism, I also use 

black in order to increase a sensation. I have used on this canvas, for 

the first time, the mixture of the oil with acrylic colours, to get a more 

powerful effect of this motif.  

For the work “On the River” (imag.3), I have synthesised even more, 

trying to catch the water flow with the same means. Even if the work 

in the open air is beginning to be a rare thing for me, because of my 

personal technique which requires time to be elaborated in the atelier, 

the impression and feeling experienced in front of nature continue to 

vibrate also in the atelier. Most of the works exhibited at the National 

Art Museum in 2001 are conceived in the closed space of the atelier 

(it is a space which is imagined and felt as open to the universe – see 

the work “The Artist’s Atelier” - pic. 3), but they have that feeling of 

the landscape and its life, which I live every time I am in the middle of 

nature. I feel the landscape when I create it on the canvas as if I were 

in front of it.  The impression of a willow tree on the water side (pic. 3) 



or the flow of Aries waters in an afternoon at the sunset, all these are 

only a few examples of works painted in the atelier. The natural 

continuation after these previous researches, which opened a new 

series of works, was the technique where I combined acrylic colours 

with oil. What closer image to reality can water image take if not its 

very shape, which is here the acryl colour, water diluted and spread 

directly on an oil colour, which constraints it on the spot in that unique 

drop. The works in mixed technique, acryl and oil, were their basis, 

while they became mere drops of colour threw on the canvas for the 

latest impressions, drops of water or oil, a clean and simple image in 

essence, meant to express water. I reach an intended abstraction by 

these colour drops, where I have “dissolved” contours, trying to 

render the essence of the landscape, of a personal state of mind. 

There is an inner movement within the touches, which facilitate the 

game of lights. This allows each work to be situated between abstract 

and figurative, the touch being more important than the composition. 

The chromatics is non-contrasting at any cost, and the touches 

differentiate through light. I willingly approach certain themes, such as 

water, air, field, but I remain at the same time at their micro-vegetal 

level, at the light level. Few works display general landscapes, such 

as sunset or a forest border, most of them are representations of the 

detail which fascinate me; this search for inner harmony and silence, 

through colour, is the very essence of my painting. 

This approach of the pictorial has led to a complete series of 

works between 2001-2004, having as subject water, the reflexes and 

the solar light mirrored onto it. The work “Mediterranean Impression” 

(pic. 5), painted in 2001 when I returned to Cluj after a stay in Crete, 



reflects this very concept and it represents the first work of this new 

series.  

 A short break in this direction of small spots of colours spread 

of the surface of the canvas was the fascination I had on the beach, 

when I strongly felt an ascending energy from the earth towards the 

sky. The vision is materialized on the canvas due to a small bush of 

oleander, which has “showed” me the way of its plastic 

representation, with its winding and upwards undulation. Whether on 

large surfaces, where the colour is the complementary element of the 

ascending strips, it sustains the composition and it gives the name of 

the works (“Red”, “Blue” [pic. 6, 7]), it makes you think of natural 

states and times (“Air”, “Sea”, “November” [pic. 8], “October”), or on 

small surfaces where the line plays an important role, “The Raisings”, 

the name of this cycle, remain in fact some representations of 

energetic natural states. These states also transpose on some 

figurative motifs such as “The Last Supper” or “St. Simeon the Stylite” 

(pic. 9), the latter being the last canvas of this series, where the point 

or touch of pure colour return to sustain the composition. We find 

everywhere in nature, in all its elements, the idea of rising, of the 

uprising energy towards the sky. Its basis idea in my personal 

creation makes one think about the molecular structure of the DNA, 

of the alternant repetition hill-valley, which is to be found on a vertical 

level in the popular columns of the peasants’ houses, in the Infinity 

Column of Brancusi. In all these images, the final part on its margin 

ends in a middle segment, never closed, a continuity element, of 

permanent openness, a transcendence to the divine and infinity at the 

same time. 



The aquatic theme returns uncompromisingly, it is also found in the 

next exhibition from the P&B Gallery in Cluj (2005) and it represents 

the inherent demarche, from the lake fragment to investigating the 

delta as a universe. It is a post-modern world of the delta. I have 

particularly investigated in these works the line as a way of 

expression and I have approached the reed as a main subject. 

Everything is happening in a crescendo rhythm for what the theme is 

concerned, yet remaining a recognizable fragment of the delta, 

tending towards a specific inner emotional state. The composition 

remains open and it passes from a recognizable composition to 

simple directions through the motif.  

The abstraction of the reed becomes a motif in itself, becoming 
predominant by repetition, in almost all of the works which represent 
water. The drawing tends to become more representative and 
important in the evolution of the main theme and I try to render the 
image of an atmospheric motion of light and shadow on an invisible 
surface, the one of the tracing paper. The touches can have 
directions similar to the reality but they can become concurrent or 
doubled by large touches.   
I can say that I take only the differentiated short touch from the 

impressionists. The tourbillions created by the touches are specific for 

the impressionist world, although in my case they remain up to an 

ellipse fraction.   

 After two years I start to style the landscape detail again, 

through the chromatic exploration of the motif in painting “The Reeds” 

(pic. 14) in acryl on paper, painted by the reed; they are themselves 

graphical elements and they render the water transparency and the 

reflections upon it through their composition, the undulations of the 



reeds in the wind. The colours do not always consider the 

complementary contrast, in consonance with post-impressionism with 

the large chromatic detail of my works. I introduce the powerful linear 

direction of the black conté, close to the graphics, as compositional 

element, in order to enhance the expression of the movement.  Short 

or wide gestures, where I use carbon black on the vivid colour of 

acryl, they define force fields, the atmosphere of the sky, clouds or 

air, the simple yet energetic impression of nature power. The works 

from the series “Sky” (pic. 15) or “Field” (pic. 16) are essays of 

reaching these nature impressions through the simplicity of the 

gesture structure. But the major innovation of this exhibition is the 

technique of painting on tracing paper. This exhibition remains a 

starting point for the case study of the Delta, an investigation on 

water level of the shapes and lines, of the vegetation reflected on it.  

 

 
Detail, “Reeds” , acryl on tracing paper, 2007 



Landscape details of the lakes from Ciurila, Taga, Tarnita, reflections 

of the reeds and trees on the water surface lead to a vegetal universe 

where the parts are equivalent. Perhaps the need for equivalence is 

here as it appeared from childhood, due to the influence of my soul 

structure. 

 These works and the nature observation in the Delta are 

heading for the new stage from 2006-2007, entitled “Traces on 

Water”. I have discovered these “Traces on Water” after the long trips 

on the side channels of the Delta, it is a show simply called in one 

word “Nature”. It is a grandiose show to see the fusion of the aquatic 

universe with the vegetal and aerial one and their completion through 

the richness of the light reflected in many ways.  

 

 
 The Danube Delta , photo, 2006 

 

I have watched closely this mirage and the result was the painting 

which gave the title of the exhibition. I have prepared the tracing 

paper with flax oil, so that the acryl flues onto it. I have reversed it for 



the viewer when it was displayed in frame, in order to confer it the 

depth additionally obtained with the help of the paper transparency, 

as well as to preserve the neatness, similar to the glossiness of 

water. “Traces on Water” (pic. 17) is calligraphy in two colours, where 

black and white only mark “the traces”. 

 The exhibition from Galeria Veche in Cluj (2007), “Traces on 

Water”, is the most recent stage of my personal creation and it is 

directly inspired from the Danube Delta universe, from its micro 

cosmos, “another side of things”. This comprises a series of works 

which have the simple image of the reed as starting point, on its 

linear direction. The reed is explicated by drawing, an abstract design 

minimized only through a few forceful lines. The line is perceived, in 

this sense, as a background expression of life, of the simple yet 

everlasting energy, of perpetual movements of life essence. 

 

 

“Traces on Water” , Galeria Veche, Cluj 2007 

 

These graphic lines mainly create a regulated vertical structure, 
regarded as a general composition, which comes to generate new 



force fields and more complex structures, through analysis and study 
upon nature. The shape of the reed, its trace line figured on the water 
surface, on the sky, its reiteration to the infinite, all these define an 
interior state of mind, an expression I intend to be strong or soft, 
depending on the intrinsic energy of a certain display or detail of 
nature. The delta makes this universe to be so complex and unique, it 
is perceived as a twinning of the three primary elements of this world: 
earth, water and sky (the air – in essence the light).The special light 
and the rich vegetation create a strong impression and make me feel 
the urge of representing plastically the delta.  
A lot of works are created on tracing paper, the technique of tint 
drawing, of successive superpositions of transparent colours; it is an 
experience practiced in order to better display these reflections, 
undulations of water and reeds. The tracing paper crinkles at the 
contact with the water contained by the colour, so that when the 
layers dry out it creates a slightly three-dimensional effect. I try to 
create the same effect of water reflections in oil paintings, through the 
juxtaposition of colours. Nature remains, however, the main model in 
all these exercises. 
The exhibition called “Traces on water” remains in fact a study on 
nature, on a corner of the delta and a new stop of my latest research; 
the spot, the point are mainly replaced by the suggestive power of the 
line this time. 
 The line expression, the coloured line expression, its direction 

on the two-dimensional surface of the canvas charged with the 

chromatic energy of the water, of the lively vegetation, all these are 

new non-objective compositions of a interior personal expression.  

The works reflect a personal expression in front of the regenerative 

and alive power of water, in front of this border between these two 

realities and mediums: water and earth. It is a natural universe which 

we can meet anywhere near us.  



The motif of the delta was previously used by many artists, however 

not on a vegetal level, but as a macro universe. In my works inspired 

from this aquatic universe I tend compositionally towards a vertical 

equilibrium, the perspective is from above and it is doubled 

chromatically, the details are being considered from above. 

I use water lilies as chromatic nuclei; they configure the image and 

direct the image. These nuclei are put on an angle which starts from 

up-left and direct the eye.  

I also use the closed-open relation, which means light-shadow, 

besides the colour complementary report, besides the hot-cold 

relation. A series of drawings are examples of exercises which help 

me discover the simple elements which create the composition as a 

whole, black spots on the white paper surface, tourbillons, lines, 

comas, they all render this water effect and the reeds reflected  upon 

it. The work  “Reeds, Traces on Water” (pic. 12), painted on silk, 

represents a personal attribute of the latest cycle, where I tried to 

render the essence, the simple yet colourful atmosphere of the Delta, 

through a few colour traits, approaching somehow the oriental 

calligraphy through its minimalism.  

 
 


