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How did you begin to paint?
I began to draw at an early age because I was irresist-
ibly attracted to painting, especially that on canvas, 
with colours. I was attracted by the contact of colour 
spread with a brush on a surface. In the beginning, 
I preferred animated cartoons but watercolour is my 
greatest love. During some periods of my life I have 
avoided it, then embraced it once again. In the last 
!fteen years, I have worked intensely with watercol-
ours almost every day.
 
How do you feel about being a self-taught artist?
Of course, the art of a self-taught or free or spontane-
ous painter has both advantages and disadvantages. 
Perhaps the most dif!cult aspect is that one has to 
work through all the problems of painting on your 
own, without a skilled guide who could indicate the 
best method or mention what’s important as opposed 
to what’s not too signi!cant. What I faced was ar-
duous work: to reveal all the secrets of watercolour 
painting. In fact, it has become a long journey aof 
exploration. The advantages of this adventure and 
choice, made without outside in#uence or pressure, 
is that it can only succeed if invested with total desire 
and total love, if the path and purpose of my journey 
are always held before my eyes.

�ȂюѐўѢюџђљљќǱȱ
ѢћȱљѢћєќȱѣіюєєіќȱђѠѝљќџюѡіѣќ
���ȱ����������ȱ���ȱ������ȱ�������°

Quando ha iniziato a dipingere?
Ho incominciato a disegnare già in tenera età perché 
l’arte mi attraeva irresistibilmente, specialmente quel-
la su tela, con i colori. Mi attirava il contatto col co-
lore steso con un pennello su una super!cie. In prin-
cipio preferivo il cartone animato ma l’acquarello è 
il mio amore più grande. In alcuni periodi della mia 
vita l’ho evitato, per poi riabbracciarlo nuovamente. 
Negli ultimi quindici anni ho lavorato con intensità 
quasi ogni giorno con l’acquarello. 
 
Come ci si sente a essere un artista autodidatta?
L’arte d’un pittore autodidatta o libero o anche spon-
taneo, che dir si voglia, ha naturalmente dei vantaggi 
e delle manchevolezze. Forse il lato più dif!coltoso 
consiste nel fatto che uno attraversa da solo tutti i 
problemi che appartengono al lavoro artistico, senza 
una guida competente che gli potrebbe indicare le 
vie giuste, o accennare le cose importanti rispetto a 
quelle non troppo signi!cative. Ho avuto di fronte a 
me un’impresa ardua: svelare da solo, a me stesso, tut-
ti i segreti dell’arte dell’acquarello. Questo è diventa-
to davvero un viaggio lungo, esplorativo. I vantaggi 
di quest’avventura, e la scelta fatta senza alcuna in-
#uenza o pressione esterna diventano evidenti solo se 
s’investe tanta voglia e tanto amore, avendo sempre di 
fronte a sé la via e lo scopo di questo viaggio.

�юѡђџѐќљќѢџǱȱ
�ȱ�ќћєȱ�ќѢџћђѦȱќѓȱ�ѥѝљќџюѡіќћ
��ȱ�������� ȱ ���ȱ������ȱ�������°ȱ
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Who are your favourite watercolour painters?
When I started painting I was looking to acquire the 
qualities of those artists whose work was similar to 
mine, from whose sensitivity I could learn. As I said 
before, I know what I want, my objectives are clear, 
so I prefer artists I know have already reached their 
destination in some way. Of course, I try in every way 
to avoid any copying; that would lead nowhere be-
cause you’d remain in their artistic shadow. When 
I !rst started working in watercolour, the artists I 
loved were two Croatians: Antun Mates, an excellent 
teacher of graphics and great with aquatint, and an 
artist perhaps more widely known, Joseph Zbukvic, 
who currently lives in Australia.
 
What do you look for in a subject?
How you paint is of fundamental importance, but of 
course it’s also important to capture the object one is 
painting. I’m preoccupied with the effects of the light 
and atmosphere on the object of my interest, what-
ever it might be.

Chi sono i suoi acquarellisti preferiti?
Quando ho cominciato a dipingere cercavo di acqui-
sire le qualità degli artisti con cui condividevo simi-
larità artistiche, e la cui sensibilità riuscivo a captare 
meglio. Come già accennato, so quello che voglio, 
conosco il mio obiettivo con chiarezza, quindi predi-
ligo gli artisti che so che hanno già raggiunto quel-
la meta, in qualche modo. Naturalmente, cerco in 
ogni modo di evitare qualunque replica, che in sé 
non porta da nessuna parte in quanto non sfuggire-
sti a quell’ombra artistica. Agli inizi del mio lavoro 
gli artisti ad acquerello che ho amato sono stati due 
croati: Antun Mateš, un eccellente maestro di gra-
!ca, bravissimo con l’acquatinta e, artista forse più 
noto a tanti, Joseph Zbukvic, attualmente residente 
in Australia.

�����ȱ����ñȱǻ�����������Ǽ

Cosa insegue in un soggetto?
Fondamentale è l’importanza di come dipingere, ma 
è naturalmente altrettanto importante vedere l’ogget-
to della propria arte. La mia preoccupazione è rivolta 
all’effetto della luce e all’atmosfera stessa dell’oggetto 
sotto osservazione, qualunque esso sia.

������ȱ�������ȱǻ�����������Ǽ
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Do any particular subjects interest you?
More than anything else, I’m attracted to landscape 
and nature, perhaps because, all else aside, I prefer 
to spend free time immersed in nature, where I feel 
most comfortable. In this world, one is surrounded 
by fascinating things that appeal to one; but it’s the 
landscape that is closest to my heart. It is very likely 
that for me landscape will remain the central issue, 
even in the distant future. I try to capture it in the 
best possible way through pictorial calligraphy as it 
goes through all the stages of work.

Do you have any special colours or colour schemes?
I believe that every painter has his palette of colours, 
and surely every man ‘his’ colour. Some love bright 
colours, with various shades of yellow or red; others 
love the colours of the earth, such as ochre or brown. 
I prefer blue, with its tones, especially the purple hue 
that is always present in my paintings, even if only in 
very small quantities. All my colours are characteristi-
cally ‘pastel’ in tone.

Ci sono particolari soggetti che le interessano in modo 
speci!co?
Più di ogni altra tematica, sono attratto dal paesaggio 
e dalla natura, forse per il fatto che, tra le varie cose, 
preferisco trascorrere tempo libero immerso nella na-
tura, in cui mi sento più a mio agio. In questo mondo 
ci sono tante cose affascinanti che a tratti mi attrag-
gono; però, sono sicuro del fatto che la paesaggistica 
occupa per me il primo posto. È molto probabile che 
per me rimarrà il tema principe anche in un lonta-
no futuro; cerco di riprodurre paesaggi nella maniera 
migliore attraverso una mia personale calligra!a pit-
torica che si muove in tutte le sue fasi lavorative.
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Usa qualche colore in particolare, o schemi cromatici?
Io credo che ogni pittore abbia una sua personale ta-
volozza cromatica, e sicuramente ogni uomo il “suo” 
colore. Qualcuno ama i colori accesi con le varie sfu-
mature di giallo o rosso; altri amano i colori delle ter-
re come ocra o bruno. Io preferisco il colore blu con 
le sue tonalità, specialmente quella tonalità viola che 
è sempre presente in tutti miei dipinti, magari anche 
in piccolissima quantità. Tutti i miei colori sono ca-
ratterizzati da una tonalità “pastello”.

Lavora mai con le foto?
Se mi dedico alla pittura del paesaggio e dipingo in 
atelier, le foto o un archivio tratto da internet sono 
assolutamente indispensabili.

Pensa sia importante dipingere all’aperto?
Dipingere in uno spazio aperto, in campagna, è 
un’avventura incantevole. È il modo per eccellenza 
per conoscere la natura. La luce del giorno non è 
comparabile con nessun’altra fonte di luce. È insosti-
tuibile. Per de!nizione si tratta di una sensazione che 
in un pittore di paesaggio crea e risveglia nuovi sensi.

Do you ever work with or from photos?
If I devote myself to landscape painting and painting 
in the studio, an archive of photos downloaded from 
the Internet is absolutely indispensable.

Do you feel it is important to paint out of doors?
Painting in the open spaces of the countryside is 
an enchanting adventure. It is the best way to learn 
about nature. Daylight is not reliant on another light 
source. It is irreplaceable. By de!nition, being out 
and painting in the landscape creates and awakens 
new senses in a painter’s mind.

What kind of brushes, colours and papers do you use?
We have papers that are suitable for different kinds of 
painting and technique, such as painting wet on wet, 
or wet on dry. Personally, I employ both techniques. 
My preference is for ARCHES paper, typically the 
300g, a paper resistant to all the required washing and 
scraping. As for brushes, I prefer natural hair, those 
that have a greater capacity to absorb water. They can 
be pointed or ruf#ed much better when new, though 
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Mi descriva i materiali che usa giornalmente: pennelli, 
carte, colori, ecc.
Abbiamo a disposizione carte adatte per vari tipi di 
dipinti e di tecniche, come la pittura bagnato su ba-
gnato, o anche bagnato su asciutto. Personalmente 
pratico ambedue le tecniche. La mia scelta cade sulle 
carte ARCHES, in genere da 300gr, carte resistenti a 
tutti i bagni e alle graf!ature necessarie. Per i pennel-
li la mia scelta va a quelli di pelo naturale, quelli che 
hanno maggiore capacità di assorbire l’acqua. Posso-
no essere sia appuntiti sia spettinati, molto meglio se 
nuovi, anche se non disdegno quelli vecchi, usati da 
molto tempo. Le case produttrici Isabey e Rubens 
nella mia tavolozza si accompagnano a marchi non 
troppo noti.

Come dispone i suoi attrezzi sul suo tavolo da lavoro?
Siccome dipingo con la mano destra la tavolozza mi 
sta sul lato destro assieme ai pennelli, qualche  vol-
ta solo uno. L’acqua la metto di fronte a me sotto la 
carta e vicinissima alla tavolozza con i colori. Negli 
scaffali del tavolo custodisco l’altro materiale necessa-
rio: carta, scotch, spugne, ecc.

I don’t disdain the older ones, used many times. The 
art materials manufacturing houses Isabey and Ru-
bens, together with other less well-known companies, 
are on my palette.

How do you arrange your tools, tables and material 
around your work surface?
Because I paint with my right hand, my palette is 
on the right side along with brushes, sometimes just 
one. I put the water in front of me, below the paper 
and close to the palette with colours. On the shelves 
of the table, I keep the other material I need: paper, 
tape, sponges, etc.

Do you spend time planning your painting?
I am always searching for a subject that reveals and 
provides interest for my painting. It comes down to 
constantly searching, sometimes laboriously search-
ing. I think it’s essential to understand what motivates 
you, because you can lose your time in interesting 
things, yet remain dissatis!ed and achieve nothing at 
the end. At that time, when you’ve chosen a subject, 
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you’re only at the begin-
ning of the intellectual 
process of research, and 
haven’t yet achieved 
anything.

Do you like to frame your 
watercolours?
I believe that in almost 
every artist there is a 
desire to see his work in 
a frame. I’m lucky be-
cause I can satisfy this 
desire almost as soon as 
I’ve !nished a painting. I 
must admit that this en-
genders further satisfac-
tion in me, and a strong 
creative impulse.

What do you feel  when 
you paint?
For me, painting in-
volves excluding as 
much as possible of 
material reality and, 
through the deepest im-
mersion in the world of 
art, an attempt to enter 
the spiritual world. It’s a beautifully blissful sensation. 
It’s like being completely caught up in an intense 
sense of inner satisfaction. I believe that each of us 
should seek, in various ways, to achieve this feeling.

(translated by Douglas Reid Skinner)

Impiega tanto tempo nel 
programmare un dipinto?
Sono sempre in cerca 
d’un soggetto che si ri-
veli, e che dia interesse 
alla mia pittura. Si tratta 
di una ricerca costante, 
a volte di una ricerca 
faticosa. Ritengo che sia 
essenziale saper scegliere 
un tema, perché ci si può 
anche perdere in cose 
interessanti, senza mai 
cavarci niente di più. In 
quel momento, avendo 
scelto un soggetto, siamo 
solo al principio del pro-
cesso intellettuale della 
ricerca, senza aver an-
cora realizzato nulla del 
tutto.

Le piace produrre le sue 
stesse cornici, o le com-
missiona a terzi?
Io credo che in quasi 
ogni artista esista questa 
voglia di vedere la pro-
pria opera in una cor-
nice. Io ho la fortuna di 

potere realizzare questo desiderio quasi subito dopo 
aver !nito un dipinto. Devo ammettere che questo 
crea in me una ragione ulteriore di soddisfazione, e 
un forte impulso creativo.
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Cosa prova quando dipinge?
Per me dipingere signi!ca escludere quanto più pos-
sibile la realtà materiale e, tramite la più profonda 
immersione all’interno del mondo artistico, cerca-
re di entrare nel mondo spirituale. Si tratta di una 
sensazione bellissima di beatitudine. È come essere 
completamente catturati, in preda a un’intensa sod-
disfazione interiore. Credo che ognuno di noi cerchi, 
in vario modo, di raggiungere questa sensazione.
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��ȱ����ȱ���£��ȱ�����ȱ�ȱ�����
��ȱ�������ȱ�����ȱ��ȱ������ȱ����ǯ
��ȱ�����ȱ�����������ȱ�����ȱ���������ǰ
��ȱ������ȱ�ȱ��ȱ�����ȱ�������ȱ�Ĵ����ȱ�ȱ��������ǰ
�ȱ�������ȱ��ȱ�������ȱ�ȱ�������ǰ
�ȱ�������ȱ��������ȱ����£����
���ȱ���ȱ����ǯ
��ȱ���������ȱ¸ȱ�Ȃ�����ȱ��ȱ��Ĵ�
��áȱ���ȱ�����ǯ
���£��ȱ���ȱ��ȱ�Ĵ���ȱ���ȱ������
�ȱ������ȱ���ȱ������ȱ�Ȃ�Ĵ���ǰ
�ȱ���ȱ�Ȃ�������¥ȱ������
����ȱ���ȱ����Ĵ��ǰ
��ȱ������ȱ���ȱ������ȱ�Ȃ�������¥ǯ


����ȱ����²�°ȱ������
ǻ�����£����ȱ��ȱ�����ȱ��££���Ǽ



19



20



21



22



23



24



25



26

�ѕђȱ�ѝђђѐѕȱќѓȱѡѕђȱ�ђюǯǯǯ
ȱȱ
���ȱ������ȱ��ȱ���ȱ���ȱ�����ȱ��ȱ������ǰ
�������ȱ���ȱ�������������ȱ����� Ȭ������ǰ
���������ȱ��¢���ȱ������ȱ���ȱ������
���ȱ������ȱ��ȱ ����ȱ������ȱ��ȱ����ǯ
ȱ
��ȱ������ ȱ �ȱ�����ȱ���ȱ��ȱ���ȱ��Ĵ��
 ���ȱ �ȱ ����ȱę��ȱ��ȱ�ȱ������¢ǰ
����ȱ������������ȱ���ȱ��������ȱ��ȱ�����ǰ
���ȱ�������ȱ���ȱ�����ȱ������ȱ��ȱ�������ȱ���ǯ

��ȱ���ȱ�����ę����ǰȱ���ȱ��ȱ �ȱ����
��ȱ���ȱ�������ȱ����ǰȱ�����ȱ����ȱ��ȱ��Ě������Ǳ
��ȱ���ȱ�£���ȱ ���ȱ������ȱ�������
ȱ
����ȱ��ȱ����ȱ��Ě����ȱ���ȱ��������ȱ�����ǰ
����� ����ȱ ���ȱ ���ǰȱ���ȱĚ����ȱ��ȱ������ǰ
����ȱ������ȱ��ȱ�������ȱ�¢ȱ�������¢ȱ�������ǰ
ȱ
������ȱ����ȱ���ȱ¢��ȱ��ȱ��ȱ�¡������ǯ
ȱ
�����ȱ�������°
ǻ����������ȱ�¢ȱ�������ȱ����ȱ�������Ǽ

�іѠѐќџѠќȱѠѢљȱњюџђ

��ȱ��������ȱ���ȱ����ȱ�������ȱ����ȱ���������¥ǰ
��Ĵ�������ȱ����������ȱ����
����Ȃ�����ǰȱ�������ȱ��ȱ������ȱ�����ȱ�ȱ������
�ȱ��ȱ����������ȱ��ȱ���ȱ���ȱ��ȱ������ȱ�Ȃ���£��ǯ

��ȱ���������ȱ��������ȱ��������ȱ����ȱ��ȱ�����
���������ȱ���ȱ¸ȱ������ǰ
���ȱ��ȱ���������£�ȱ��ȱ��ȱ��ȱ�����ȱ���������
�ȱ���ȱ������ȱ��ȱ������ȱ�����ȱ�Ȃ̧ ȱ��ȱ�����ȱ����ǯ

���Èȱ��ȱ���������ȱ����ȱ�����ę���ȱ��������ǰ
�����ę�����ȱ����ȱ�����ǰȱ��ȱ������������ȱ��ȱ��Ě����Ǳ
���ȱ���ȱ���ȱę��ȱ�Ȃ�������ǯ

������ȱ����Ȃ����ȱ��ȱ���������¥ȱ�Ȃ�££����
���������ȱ��ȱę��ȱ��ȱ����ǰȱ�����ȱ�����ȱ������ǰ
����Ĵ�ȱ�����ȱ���ȱ����������ȱ����������ǰ

��ȱ���ȱ��ȱ���������¥ȱ�������ȱ��ȱ������ȱ����ę����ǯ

�����ȱ�������°
ǻ�����£����ȱ��ȱ������ȱ�������ȱ	�Ĵ�Ǽ
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�ȱ�юћѣюѠ

���ȱ�������ȱ¢��ȱ��� ȱ���ȱ��
���ȱ�������ȱ���ȱ���ȱ���������ȱ������
���ȱ����¢ȱ����ȱ¢��ȱ��¢ȱȃ���ȱ���ȱ���ȱ��ǳȄ
���ȱ�ȱ����ȱ¢��ȱ ���ȱ���
ę����ȱ��ȱ���ȱ����ǯ

�ȱ�������ȱ�ȱ��� ȱȃ��������Ȅ
�� �¢�ȱ���¢�ȱ��ȱ���ȱ���������ȱ�������
���ȱ����ȱ���ȱ���������ȱ���ȱ�������ǰ
�������ȱ��ȱ���ȱ��������ȱ��ȱ���ȱ���Ȃ�ȱ�������¢ǰ
�����������ȱ��ȱ�����ȱę�����ȱ��ȱ���ȱ�����ǰ
�����ȱ��������ǰȱ����ȱ���ȱ¢����ǰ
��ȱ�������ȱ����ȱ���ȱ�������ȱ�������ȱ��ȱ������
��ȱ���ȱ�������ȱ������ȱ��ȱ��������
 ����ȱ����ȱ	��ȱ���ȱ���ȱ�����ȱ����ǯ

��ȱ�������ȱ �ȱ��� ȱ ���ȱ����ȱ��ǯ
��ȱ �ȱ�����ȱ��ǰȱ��ȱ���ȱ��
�ȱ�������ǰȱ�ȱ ���ǰȱ�ȱ���������ǯ
����ȱ �ȱ���¢ȱ ����ȱ��ǰ
����ȱ��Ȃ�ȱ�ȱ�����ȱ����ǰȱ����ǰ
�����¢ȱ���ȱ����������ǯ
����ȱ �ȱ����ȱ��ȱ��ǰȱ �ȱ����ȱ����
�����Ȃ�ȱę�����ȱ�ěȱ���ȱ���¢ȱ����� �ǯ

��ȱ�������ȱ����ȱ �ȱ��� ȱ ���ȱ������ȱ��ǯ

��ȱ�������ȱ��ȱ��ȱ���ǰ
 �ȱ�������ȱ �ȱ���ȱ���ǯ

Ivan Herceg
ǻ����������ȱ�¢ȱ��������ȱ
�£������°Ǽ

�ћюȱѡђљю

�����ȱ��ȱ������ȱ���ȱ���ȱ¸
��ȱ������ȱ��ùȱ������ȱ�ȱ���������
���Èȱ����ȱ�����ȱ���ȱ����Ǳȱȃ���ȱ���ȱ��ǳȄ
��ȱ��ȱ�����ȱ���ȱ��ȱ����
�����ȱ������ǯ

�����ȱ��ȱ������ȱ���ȱȃ��������Ȅ
������ȱ������ȱ��ȱ��ȱ������ȱ����������
�ȱ���ȱ��ȱ������ȱ������££�ȱ����ȱ��££��ǰ
�����ȱ��ȱ���������ȱ����Ȃ���������ȱ���ȱ����ǰ
��ȱ����������ȱ�����ȱ����ȱ���������ȱ�����ȱ������ȱ����ǰ
������ȱ���ȱ����������ǰȱ��ȱ���ȱ�ȱ��ȱ���ǰ
¸ȱ��������ȱ�����ȱ������ȱ��������ȱ�����ȱ������
�����ȱ����ȱ�����Ĵ���ȱ����Ȃ���������
��ȱ���ȱ��������¥ȱ���ȱ�ȱ��ȱ�������ȱ����������ǯ

��������ȱ��ȱ������ȱ����ȱ���ȱ��ȱ����ǯ
��ȱ��ȱ���������ǰȱ��áȱ������
��ȱ�������ǰȱ��ȱ����ǰȱ���ȱ�����ǯ
������ȱ��ȱ���������ȱ���������ǰ
������ȱ¸ȱ��ȱ�����ȱ�����ǰȱ���ȱ�����ǰ
����������ȱ�ȱ��������ǯ
������ȱ������ȱ��ȱ��ȱ�������ǰȱ��ȱ��������
��ȱ����ȱ�Ȃ��ȱ�Ȃ�����ȱ�ȱ���������ȱ����ȱ�����ǯ

��������ȱ��ȱ������ȱ����ȱ���ȱ���ȱ����ǯ

��������ȱ���ȱ���ȱ���ǰ
ę������ȱ�Ȃ������ȱ���ǯ

Ivan Herceg
ǻ�����£����ȱ��ȱ�����ȱ��££���Ǽ
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�ѕќѢєѕѡѠȱџђѐљіћіћє

��������ȱ�������ȱ��ȱ�������ȱȮ
���ȱ����¢ȱ����ȱ��¢ȱ��ȱ����ǰȱ���ȱ�����ȱ����ȱ�������
����ȱ����Ȭ����ȱ������ȱȮ
������ȱ���Ĵ��ȱ����ȱ�ȱ�¢�� �����ȱ����������
���ȱ����

������ȱ����������ȱ����ȱ �¢
��ȱ����ȱ ����ȱ��������ȱ���������ȱ���ȱ�����
��ȱ���������ȱ�������ȱ��ȱ����

�������ȱ����ȱ��Ĵ���
����������ȱ���ȱ�������ȱ��ȱ�����ȱ����
��������ȱ���ȱ����ȱ��ȱ���ȱ�������ȱ������
�������ȱ����ȱ����ȱ���ȱ��ȱ������ȱȮ
����ȱ��ȱ����ȱ����ȱ���ȱ ���

��£¢ȱ��ȱ���ȱ���
 ��Ĵ��ȱ���ȱ��ȱ�������ȱ���� ������
������ȱ�Ĵ���¢ȱ�������������ȱ������

���ȱ�������°
ǻ����������ȱ�¢ȱ�����ȱ���ȱ�����ȱi����Ǽ

�ȂюёюєіюџѠіȱёђіȱѝђћѠіђџі

�ȱ��������ȱ�Ȃ��������ȱ�����ȱ����Ĵ�ȱȮ
������ȱ�������ȱ��ȱ������ȱ�����ȱ������ǰȱ�ȱ�������ȱ����������
�����ȱ������ȱ���ȱ�����ȱȮ
�����ȱ�������Ĵ���ȱ����ȱ���ȱ��������ȱ��ȱ��������ȱ��Ĵ�
��ȱ���������

	��ȱ������ȱ�����££���ȱ������ȱ�������
��ȱ������ȱ����ȱ��ȱ�������ȱ���ȱ��ȱ������ȱ���ȱ�����ȱ
��ȱ����ȱ����Ĵ�ȱ�Ȃ�����

����������ȱ��Ĵ���ȱ��ȱ�����
��Ĵ�ȱ��ȱ������ȱ�����ȱ�����
���������ȱ�Ȃ������ȱ�����ȱ�������ȱ���Ĵ�����
��ȱ�����ȱ����ȱ��������ȱ�����������ȱ�����ȱ������ȱȮ
�Ȃ�����ȱ¸ȱ���ȱ������ȱ���ȱ�����

�£����ȱ��ȱ����
����Ĵ�ȱ��ȱ���ȱ��������ę�ȱ���������
���ȱ������ȱ�������������ȱ��������������ȱ

���ȱ�������°
ǻ�����£����ȱ��ȱ�����ȱ��££���Ǽ
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�ђљќѤȱѡѕђȱ�ѦђљюѠѕђѠ

���ȱ���ȱ���������ȱ���ȱ�������
��������
���¢ȱ���ȱ�����������ȱ���ȱ���Ĵ���
����ȱ����ȱ�����
�����£��ȱ����ȱ���ȱ������
�����ȱ���ȱ�����ȱ���ȱ �����
��Ĵ���ȱ��ȱ���������ȱ��������
�������ȱ����������ȱ�Ĝ£�
������ȱ�¢ȱ�¢��

����ȱ�����ȱ�����ȱ����� �
���ȱ������ȱ�����¢
������ȱ ���ȱ���������
������ȱ�������ȱ���ȱ����¢�����

��������ȱ��ñ����
ǻ����������ȱ�¢ȱ	�����ȱ��������Ǽ

�ќѡѡќȱљђȱѐієљію

��Ĵ�ȱ�ȱ�������ȱ������ȱ����Ĵ�
�������
��ȱ�������������ȱ�ȱ�����Ĵ���
�Ȃ���ȱ���ȱ�Ȃ�����
���������ȱ������ȱ�������
��ȱ�����ȱ��ȱ���������ȱ�ȱ�����
���������ȱ���ȱ�������ȱ������������
�������ȱ����������ȱ�Ĝ£�

����ȱ������ȱ�ȱ����ȱ�����

�ȱ���ȱ����ȱ��ȱ����ȱ����
���ȱ������£���ȱ������
������ȱ��ȱ�������ȱ���ȱ���Ĵ����
������ȱ���������ȱ��ȱ�����ȱ������ȱ��ȱ��Ĵ�

��������ȱ��ñ����
ǻ�����£����ȱ��ȱ�����ȱ��££���Ǽ
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�ќѠѡџђȱȦȱ�ѥѕіяіѡіќћѠ

ŘŖŖřȱ������ǰȱ�������°���ȱŗřǰȱǻ	�������ȱ������ȱ��������ȱ���������Ǽ
ŘŖŖśȱ
��ċ��ȱ����ȱǻ��������ȱ����Ǽ
ŘŖŖśȱ������ȱ	�����ǰȱ	�������ȱ	��ċ�����
ŘŖŖŜȱ������ȱ�����ǰȱ�£��ċ����ȱ�������ǰȱ���ȱ
������
ŘŖŖŜȱ����������ȱǻ���ȱ����ǼǰȱŚķȱ������ȱ��£������ȱ��ȱ����������
ŘŖŖŜȱ������ȱ	�����ǰȱ��������ȱ�������
ŘŖŖŜȱ�£���ǰȱ����²����ȱ��£��
ŘŖŖŝȱ�������ǰȱ������ȱ�������ȱ�������ǰ
ŘŖŖŝȱ������ȱ	�����ǰȱ��������ȱ�������Ǽ
ŘŖŖŝȱ������ǰȱ	�������ȱ��ċ�
ŘŖŖŝȱ������ǰȱ������ȱ£�ȱ�������ȱ�ȱ���ǯȱ��������ǰ
ŘŖŖŞȱ
��ċ����ǰȱ�������ȱ	�������ȱ	�������ȱ��£���
ŘŖŖŞȱ������ǰȱ�������ȱ�������ȱ�ȱ����������
ŘŖŖşȱ�����ǰȱ
�������ȱ
�������ȱ������ǰ
ŘŖŖşȱ������ǰȱ������ȱ£�ȱ�������ȱ�ȱ���ǯȱ��������
ŘŖŗŗȱ������ǰȱ
�������ȱ�����������ȱ�����ǰ
ŘŖŗŗȱ
��ċ����ǰȱ������ȱ����������������ȱ���ǯȱ����������ȱ
�������
ŘŖŗŗȱ������ǰȱ	�������ȱ
��������ȱ��������°
ŘŖŗŘȱ������ǰȱ��������ȱ���
ŘŖŗŘȱ����ǰȱ������ȱ��������ȱ������ȱ����
ŘŖŗśȱ����ǰȱ������ȱ����
ŘŖŗśȱ�����ǰȱ	�������ȱi��������
ŘŖŗśȱ
��ċ����ȱǻ��������������ȱ������Ǽ
ŘŖŗśȱ������ȱǻ��������������ȱ������Ǽ
ŘŖŗśȱ
�����ǰȱ�������

������ȱ�������°ȱ ��ȱ����ȱ��ȱŗşŝŖȱ��ȱ������ǯȱ
�ȱ�������ȱ��ȱ
������ȱ 	�����ȱ ���ȱ ������ȱ ����������ȱ ��ȱ ���ȱ ���ȱ ��������ȱ
��ȱ ��ȱ ����¢ȱ ���ǯȱ
�ȱ ������ȱ �ȱ �����ȱ ��ȱ ��������ȱ ��� �ȱ ��ȱ
	����ȱŜşǰȱ ����¢ȱ��������ȱ��ȱ���ȱ����ȱ���������ȱ�������Ȭ
����ȱ��ȱ�������ȱ��������ȱ��ȱ�������ǯȱ�����ȱŘŖŖśǰȱ��ȱ���ȱ����ȱ
�ȱ������ȱ��ȱ���ȱ����ȱ����ȱ�����������ȱ��ȱ������ȱ	�����ǯȱ
�ȱ
���ȱ �¡�������ȱ ����ȱ ��ȱ�������ȱ ���ȱ ������ǰȱ ������ȱ ��ȱ ���ȱ
���ȱ ����������ǰȱ ���ȱ ��ȱ �����������ȱ �¢ȱ ����ȱ ���ȱ ���������ȱ
��ȱ���ȱ������¢ǯȱ
�ȱ�������ȱ���ȱ����ȱ���ȱ ���ȱ��� ���ȱ������ȱ
	�����ȱ���ȱ���ȱ������ȱ��ȱ���ǯȱ���ȱ����� ���ȱ��ȱ�ȱ�����ȱ����ȱ��ȱ
���ȱ�����ȱ�¡���������ȱ������ȱ���ȱ������ȱŘŖŖřȬŗśǯ

������ȱ�������°ȱ ¸ȱ ����ȱ �ȱ��������ȱ ���ȱ ŗşŝŖǯȱ
�ȱ ��������ȱ
�ȱ ����ȱ �����ȱ �ȱ������ȱ	�����ǰȱ ���£�����ȱ�����������ȱ�ȱ ����Ȭ
��������ȱ���Ȃ����ȱ�ȱ�ȱ���������ǯȱ���ȱ��ȱ�������ȱ��ȱ¸ȱ�����ȱ��ȱ
	�����ȱŜşǰȱ���ȱ�����ȱ��ùȱ������ȱ�������£����ȱ�Ȃ�������ȱ�����Ȭ
�����ȱ�����ȱ����£��ǯȱ��ȱ�����ȱ�����ǰȱ���ȱŘŖŖśǰȱ����Ȃ�������Ȭ
£����ȱ��ȱ�����ȱ����ȱ��ȱ������ȱ	�����ǯȱ
�ȱ�������ȱ��ȱ��������ȱ
������ȱ ���������ȱ �ȱ �����Ĵ���ȱ ��ȱ ����£��ȱ �ȱ ���Ȃ������ǯȱ ����ȱ
�����ȱ�������������ȱ��ȱ��ùȱ��ȱ�����ȱ��������ȱ��ȱ����£��ǰȱ��ȱ
���������ȱę��ȱ���Ȃ������ǯȱ��ȱ������ȱ���ȱ��ȱ���ȱ����Ȧ������ȱ��ȱ
������ȱ	�����ȱ�ȱ ��ȱ ���ȱ�������ȱ��������ȱ����Ȃ�����ȱ��ȱ���ǯȱ��ȱ
��������ȱ���ȱ��ȱ�������ȱ��ȱ����������ȱ������ȱ�����ȱ�����ȱ����ȱ
�����ȱ�������ȱ��ȱ���ȱ�����ǰȱ���ȱ��ȱ����ȱ���ȱ��ȱ���ǯȱ���ȱŘŖŖřǯ

������ȱ �������°ȱ ��ȱ ��¶��ȱ �ȱ �������ȱ ŗşŝŖǯȱ ������ǰȱ �ȱ ñ��Ȭ
�������ȱ £���ñ���ȱ�ȱ�������ȱ	�����ǯȱ�ȱ ���ȱ������ȱ ��������ȱ
���������ȱ 	����ȱ ȁŜşǰȱ ����������ȱ �ȱ �����£������ȱ �����������ȱ
����������������ȱ���������ȱ��������ȱ���������ǰȱ�������ȱ��ȱ
�����²���ȱŘŖŖŖǯȱ������ǯȱ������ȱ£�ȱ�����ȱ��������ñ���ȱ�����Ȭ
��£�ȱ�ȱ�������ǰȱ�ȱ�����ȱ²����ȱ������ǰȱ�ȱ�����ȱ��������ȱ�������ȱ
��ȱ������ȱ ��������ǰȱ ���ċ��ȱ �ȱ �����ǯȱ �£�����ȱ ��ȱ ��ȱ������ȱ
�£��ċ����ȱ��������²��ȱ�ȱ����������ǰȱ�ȱ
��������ȱ�ȱ���£��Ȭ
����ǯȱ �����ȱ ��ȱ��ȱ �£��ċ���ȱ �ȱ ����ȱ ��ȱ �������ȱ ��������ȱ ��ȱ
����������ȱ ��ȱ �����ǯȱ �������ȱ ��ȱ ���������ȱ �����������ȱ �£Ȭ
�����ȱ��°�Ȧ�������ȱ�ȱ�������ȱ	�����ȱ�ȱ����ȱ��������ȱ��ȱ�����ȱ
����ǯȱ�ȱ��������ȱ�����ċ���ȱ�����ȱ�������ȱ�£��ċ��ȱ��������ȱ
�����ǰȱ����ȱ����ȱ����ȱ�ȱ��������ǰȱ��ȱŘŖŖřȱ������ǯ
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���ȱ���ȱ��²���ȱ�������ǵ
�������ȱ���ȱ��²��ȱ��ñȱ���ȱ������ȱ�ȱ������ȱ��ȱ������²���ȱ
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����ȱ��ȱ������ȱ����ǰȱ����������ȱ��ȱ������ȱ�ȱ������Ȭ
��ȱ���£�ȱ������ǯȱ�ȱ������ȱñ��������ȱ��ȱ������ȱ������ȱ�����ȱ
������ǰȱ�����ǰȱ���ċ��ȱ�ȱ�������ȱ������ñ����ǯ
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