Hexcoannoe
npuzaauienue. ..
Kaaumka. 2010
Bywmara, aBTopckast
TEXHUKa

80 x 107

Unexpected Invita-
tion... Wicket. 2010
Paper, artist’s technique
80 x 107 cm

®oro: Banentnn Cxisipos / Photo: Valentin Sklyarov

. TPETbAKOBCKAA AJIEPEA

Anexkcanap Poxun

MOPTPET XYOOXHNKA

AMutpun VIKOHHUKOB:
cpezia OOUTaHUs

[llnpora AyXOBHOro BOCHPUATHS, ITIyOOKO JIMYHOE MOHUMAaHHUE MPUPOAbl XYAOKECTBEHHOTO
o0pas3a, MpoeCCUOHANIbHBII OMNBIT U HEOCTIOPUMOE MacTepcTBO obecneunsu Imutputo MKoHHK-
KOBY YJMBUTEJIbHYIO CBOOOAY CaMOBBIPAXKEHUSI, C(POPMUPOBAIM YHUKAJILHYIO CUCTEMY KUBO-
MUCHO-IIJIACTUYECKOTO A3bIKa, OTMEUYEHHOI'0 FApMOHMEN MHBAPUAHTHOCTU COJEPXKATEJIbHBIX U
¢popMasbHBIX aCMEKTOB TBOPYECTBA.

HOSTI/IKa MPOU3BEICHUIT aBTOpa 00yc-
JIOBJICHa WHTYUTUBHBIM, TJIyOOKO
MPOHMIIATEIbHBIM BUACHUEM CYILEro, B
KOTOPOM OTpaxaeTcsl MPOIILJIoe U HE3pU-
MO BO3HMKAET MpPeIYyBCTBUE OYIYIIIETO.
OH OIeCTSIIIMIT UMITPOBU3ATOP, YMEIOILIMIA
MOJYUHUTL BHYTPEHHEMY BOCIPUSITHIO
OBITHUSI Y3HABaeMble, peajibHbIC IETaIN 1
MPUMEThl M300pa3UTEIbHBIX MOTHUBOB,
ClIeH, croxkeToB. Mertadopuyeckue oopa-
3bl, BOILIOLIEHHBIEC B COBEPILIEHHOM Xy 10~
JKECTBEHHOI (popMe, MHTPUTYIOT BOOOpa-
JKEHUE MCKYIIEHHBIX M B3bICKATEIbHbBIX
LIEHUTEJIEW U 3HATOKOB.

IIpakTueckn TmpenaB 3a0BEHUIO
MpeXKHUE 3aHSITUST MCKYCCTBOM ILakaTa
U KHVDXKHOU WILTIOCTPALUU, TIPEOI0NEB TSI~
TOTEHME K COPEeBHOBATEILHOCTH Ha YPOB-
He U3BECTHBIX U eIIIe He YTPATUBIIIMX CBOCH
ObLION TIPUBJICKATETbHOCTH XYIOXKECTBEH-
HbIX TeueHuit 80—90-X rogoB MpoILIOTo
cronetus, JImutpuii UKOHHMKOB BCTYIUIT

Ha TyTh 3MIIMPUUYECKOTO TTOCTUKEHUS
MPOCTPAHCTBA U BpeMEHM. DTO HOBOE Ka-
YECTBO €0 XXUBOIMUCH U IpadyKu yoenm-
TEJIBHO 3asIBJIEHO B OCHOBHBIX TeMaX TaKUX
MpOM3BeIeHN, KaK «KM3Hb Ha IEBATOM
aTaxe», «CpeanszeMHoMopbe» U «lopo.
Bxon co nBopa».

[lepuon «KU3HM HA IEBITOM 3TaxKe»
MpeAoIpeNeINI HOBYIO CUCTEMY KOOPIH-
HaT B TBOPYECTBE MacTepa, ITyOOKO MHIU-
BUyaJlbHOE TTOHMMAaHNE CEMaHTUYECKOM
CTPYKTYPbI KUBOIMCHON MOBEPXHOCTH,
MYJIBTUMEIMIHYIO CaMOLIEHHOCTh IIBETa
1 (GaKTyphl, UX MEPBOCTEIIEHHOE 3HAYe-
HHE B (hOPMUPOBAHUM 0Opa3HO-coaepKa-
TEJbHBIX JOMUHAHT, COCTABJISIOIIMX BUP-
TyaJIbHYIO CYIITHOCTb XyI0KECTBEHHOTO 3a-
MbIciaa. UMeHHO Torna mosiBUJIMCH UIEH,
MOJYYMBLUKE BOIUIOLICHUE B MOCIELYIO-
LIHUX U300pa3UTEIbHBIX IIMKIIAX.

TBopuecTBO MacTepa 0Opeso CBOIO
HETOBTOPUMYIO (hOPMY, TUICHSIOIIYIO BO-
obpakeHue 3puteis hpuocodcKoit cozep-
11aTeJIbHOCTBIO, PUTMUYECKOM YyBCTBEH-
HOCTBIO TIAJIUTPBI, TApMOHKEN YaCTHOTO
u 1iesioro. HattopMopThl, Tieii3aku 1 )KaH-
POBBIE CIICHBI, OYTyYr CAMOLIEHHBIMU 00-
paszaMu, COCTABJISIIOT Pa3BEPHYTYIO B ITPO-
CTPaHCTBE M BPEMEHHU Tajepero TIyOooKo
JIMYHBIX 3MOLIMOHATBHBIX COCTOSTHUI ca-
MOTO XYIOXKHHMKA. B 3THX paboTax mpocTy-
AT onpeaeJeHHbIe UCTOPUYECKHE TTPO-
TOTUIIBI, COPMUPOBABILIKE CPEIY OOUTA-
HMSI UCKYCCTBa XX BeKa, 3ByJaT OTTOJIOCKH
HeJlaBHUX BIIEYATICHUI U TPOTATEIbHBIX,
JKUBBIX BOCIOMMHAHMI. B HUX mosiBisieT-
cs1 ocobast Mo3TUYeCcKasi MHTOHAIIUS, OK-
paleHHast OTCTPaHEHHOCTBIO OT OOBIIEH-
HOW CYETBI U TYCKJIO MUMOJIETHOCTH.

JOmutpuit UKOHHUKOB AEIMKATHO
BapbUPYET OTAEIbHbIC TTPUMETHI, ETaH,
¢dparMeHTHI Cpellbl YyBCTBEHHOTO U (hU-
31YECKOro OBITOBaHUSI OOBEKTOB U300pa-
JKEHUSI, OyIb TO POMaHTUYECKUE YTOJKHU

TPETbAKOBCKAS TANEPEA

Jluwb popma 00Ha coxparsem meopenus 0yxd.
Ppeneprk MucTpanb

Mocksbl, [1etepOypra unu [lapuxka, a To
U aTpuOyTHI ObITA, OKPYKAIOIINE XyT0XK-
HUKa. DTU CTPYKTYPHO-IJIACTUYECKUE
JKUBOITUCHBIE 3JIEMEHTBI HEPEIKO MUTPU-
PYIOT U3 pabOThI B pabOTY, 0OpeTast HOBbIE
9MOLMOHAbHO-CMBICJIOBbIE 3HAYEHMUS,
Kak 3TO MPOMCXOAUT, HAIIpUMep, B «ITOB-
TOPSIIOIIMXCST» HaTopMopTax JKopmko
Mopanau.

HcnoaBoab B TBopuecTBe MKOHHM-
KOBa BO3HMKAIOT U TIEPCOHAXKM, HABESTHHBIC
JKUBOIUCHIO U rpadukoii [Tadio [Tukac-
CO HEOKJIaCCUYECKOTO Teproa, a TakxkKe
9MOIIMOHAILHbBIE CO3BYUMSI C MMAPMKCKU-
MU BugaMu Ainsoepa Mapke u Payns [ro-
¢u: mogobHast HEOOBSICHUMAsT BUPTYallb-
Hasl CBS3b BO3HUKAET IMOJCO3HATEILHO.
I1pu BceM 3TOM HeJib3s1 3a0bIBaTh O CAMO-
JTOBJICIONIEH POJIA 3CTETUYECKUX MPEITIOY-
TeHuit aBropa. I1ogoOHbBIE TEPEKINYKY,
SMOLMOHAJIbHBIE TTEPEKPECTKM MbI HA0TIO-
JaeM B ero neizaxax Mocksbl 1 [Tapuxa,
[letepOypra u Beneuuu. [Mouemy n Kak
3TO NMPOMCXOAMT, OTBETUTh MOXKET TOJBKO
caM XyIOXXHUK, JUIsI KOTOPOTO, OYEBUIHO,
€CTb HEYTO oOlllee B aype 3TUX TOPOIOB,
B Uapymollel MpUBJIeKaTeIbHOCTU JTaIeKO-
ro u onuskoro. [Ipu Bceit y3HaBaeMoc-
TH OTIEJIBHBIX MOTUBOB, KaK ObI CKOJIb35I-
LIMX TTO TTOBEPXHOCTH OTPaKeHU I TBOpEe-
HUI (ppaHIly30B, Tpon3BeneHUs JIMUTpUs
MKoHHMKOBa — HE YTO MHOE, KaK CaMo-
nepcoHuGuKanus. DTO yraabiBaeTcs, Mo-
JKaJyit, B KaKIoil paboTe MacTepa, Heza-
BUCHMO OT JKaHpa WJIu cloxeTta. Bemyias
poJib B TIpoliecce MOA0OHOTO 3CTETUYeC-
KOTO CaMOBBIPaKEHUST OTBOIUTCS IIBETO-
BOIi MapTUType, KOTOpast CTPOUTCS Ha OT-
HOILIEHUY TIOJIyTOHOB, PACTBOPSIOIIUXCS
B MapeBe BO3IyXa U CBeTa, Ha CUIydTax,
Ha TMOJYMPO3PayHOCTH MPOCTPAHCTBEH-
HbIX TU1aHOB. [IpucyTcTBue chymaTo orm-
penessieT 0coO0yI0 SMOLIMOHAIBHYIO aTMO-
cdepy, TouHee — co3eplLaTeIbHYIO Cpeay
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Kumaiickuii vatinux
u mameren. 2008
Bymara, aBTopckas
TEXHUKa

120 x 80

Chinese Teapot

and Mannequin. 2008
Paper, artist’s technique
120 x 80 cm

. THE TRETYAKOV GALLERY PORTRAIT OF THE ARTIST

Alexander Rozhin

Dmitry Ikonnikov:
Artistic Milieu

Form alone preserves the creation of the spirit.
Frederic Mistral

Dmitry Ikonnikov, through the breadth of his perception and his deeply personal feeling and
understanding of the nature of art, as well as his professional experience and unarguable talent,
has achieved a remarkable freedom of expression. He has created a unique figurative language,
which is marked by the harmonic invariance of the form and content of his work.
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he poetics of the artist’s works are

driven by an intuitive, deeply pene-
trative vision of things, in which the past is
reflected deeply, and an invisible premo-
nition of the future is hinted at. He is an
extraordinary improviser, able to harness
recognisable and real details and attributes
of motifs, scenes and subjects, with his
own internal interpretation of life. In
essence, these are the compound expres-
sions of philosophy, poetry and metaphor
meticulously tested in practice; the pure
“creation of the spirit” in a perfect artistic
form that intrigues even the most mature
and demanding connoisseurs by teasing
their memory and conscience with unpre-
dictable images.

Having essentially abandoned his ear-
lier work on posters and book illustrations,
resisting the temptation to compete with
the famous and still popular artistic cur-
rents of the 1980s and 1990s, Dmitry Ikon-
nikov took instead the route of a priori
comprehension of space and time. This
new quality of his art and drawings is
clearly visible in the main themes he has
worked on — “Life on the Ninth Floor”,
“Mediterranean”, and “City. Entrance
from the Backyard”.

The “life on the ninth floor” period
foresaw a new framework in the artist’s
work, a deeply individual understanding
of the semantic structure of artistic sur-
faces, the multimedia worth of colour and
shading, and their major importance in
the forming of a graphic-content base
containing the essence of the artistic con-
cept. It was exactly then that the ideas that
were implemented in the later cycles and
other “thematic” exercises first appeared.

The artist’s work has acquired its
unique form, captivating the imagination
of the viewer with its philosophical medi-
tations, the rhythmical sensitivity of its
palette and the harmony of part and whole.
The still-lifes, views and genre scenes as

Bockpecenve

na Pusoau. 2009
Bywmara, aBTopckast
TEXHHUKA

100 x 133

Sunday on Rue

de Rivoli. 2009

Paper, artist’s technique
100 x 133 cm

)

valued forms, are the deeply personal
reflections of the emotional state of the
artist himself, filtered into the space and
time of a gallery, imbued with feelings,
thoughts and associations that are at once
both related and unrelated to each other.
In these works, specific historical proto-
types are visible, which formed the artistic
environment of the 20th century; the
echoes of recent impressions and touching
real-life memories can be heard. An espe-
cially poetic intonation can be divined,
that is nevertheless separated from every-
day worries and banal transiency.

Dmitry Ikonnikov delicately varies
the description, details and fragments of
emotional and physical existence of the
objects he paints, whether it is the roman-
tic corners of Moscow, St. Petersburg or
Paris, or the everyday items that surround

the artist. These structural and artistic ele-
ments often migrate from one work to
another, attaining new emotional and
conceptual meanings, very similar to the
still-life works of Giorgio Morandi.
Gradually, Ikonnikov’s work begins
to feature characters that recall the art-
work of Pablo Picasso’s neoclassical peri-
od, and also an emotional accord with the
Parisian views of Albert Marquet and
Raoul Dufy. But these are not copies or
imitations, but rather the manifestation of
an inexplicable virtual link that arises sub-
consciously. And despite all of this, one
cannot forget the all-important role
played by the taste and aesthetic prefer-
ences of different artists. We find similar
nods and emotional crossroads in his
views of Moscow and Paris, St. Petersburg
and Venice. Why and how this happens,

MOPTPET XYAOXHUKA

only the artist could say — for him, evi-
dently, the auras of these cities share cer-
tain features, their glamorous attractive-
ness from far and near. However much
certain motifs seem familiar, and the
reflections of French works seem to
appear on the surface, Ikonnikov’s work is
nothing less than an exercise in self-per-
sonification. This can be seen in perhaps
every single work of the artist, irrespective
of the genre or subject.

In this context, the main role in this
aesthetic self-expression is given to the
orchestral notes of colour: interactions of
half-tones dissolving in the haze of air and
light, silhouettes and translucency of
dimension. The use of sfumato creates a
special emotional atmosphere, or rather a
meditative ambience with an inimitable
tinge of inner musicality.
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PORTRAIT OF THE ARTIST

A symbiosis between different expres-
sive components of the artist’s dramaturgy
lends his works a magical allure, which in
every single case brings forth an unexpect-
ed sensual and conceptual intrigue. How-
ever, this is devoid of the playfulness or
metaphors that were so characteristic of
Soviet art of the 1970s and 1980s, and
which Ikonnikov used himself in his earli-
er works.

Nevertheless, the monumental works
show a radical line between the past and
the future in the artist’s work. The older
works carry specific literary reminiscences
and traits of external passion, whereas in
the more recent ones these elements are
rendered unnecessary, along with deliber-
ate plots of scenic philosophical alle-
gories. The artist takes a step from known
pragmatism towards irrational creative
and sensual understanding of the spiritual
habitat, forever imprinted in our genetic
memory. Thus, his works transform into
elegiac installations charged with inner
light and romantic spirituality. The artist’s
self now appears as a demiurge; a carrier
of pure art who stirs up our fantasies with
skilful brush, enchanting colours and cos-
mologic harmony.

Perhaps some of these transforma-
tions are overstated, and other people may
find such analysis excessive or unjustified,
but our motive here is not idealisation of
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the mentality of the artist, but an attempt
to assess this creative phenomenon as a
specific form of spiritual insight and exis-
tence of self in time and space.

Reality may seem much simpler, but
a true work of art nonetheless lives a life of
its own, often attaining multiple mean-
ings against the will of the creator; there
are values originating from our associa-
tions and fantasies. Therein lays the deep
magic of creativity and the inexplicable
attractive force of art, forever thrilling and
enchanting.

The seeming naivety of this reason-
ing once again ascertains the right for
these statements to exist regardless of the
object under discussion.

The fact that this analysis is relevant
not only for the works of Dmitry Ikonnikov,
but also for the creations of various other
major artists of our time, suggests its per-
ception and interpretation are free from
direct visual description of the facts and
aspects of culture. Thus, coming back to
the paintings and graphics of Ikonnikov, we
take the liberty to depart from a classical
analysis of his creative evolution, and
instead to express here an intuitive, infor-
mal perception of the visual context and
semantic significance of his art. The novel-
ty of feelings is triggered by the form — in a
very broad sense of the meaning — in which
they are defined and embodied. The form,

#2'2011

as a predicate of emotional and conceptu-
al range in the art of Dmitry Ikonnikov, is
one of the main sources and stimulants for
a broad analysis of his holistic view of the
world, the view that reflects an integral
whole of sensual experience, practical
knowledge and creative thought.

His numerous city motifs have com-
mon stylistic characteristics, they re-echo
in colours and are joined together by
sfumato, a subtle haze that furnishes his
paintings with a note of dreams and nos-
talgia. The artist’s preferences are not
clearly seen here, as unique features of
Paris, Moscow and St. Petersburg miracu-
lously travel from one geographical point
to another.

Ikonnikov creates a wonderful and
subtle polyphony of moods inspired by
long-awaited meetings with enchanting
views of the bridges and curves of the
Seine, white nights on the Neva and the
familiar silhouettes along the banks of the
Moskva River. Such mysterious teleporta-
tion of landmarks and transformation of
emotional tokens are probably inevitable
today. They are inspired by the actual and
alleged knowledge about the cities of the
artist’s youth and dreams, mostly acquired
from works of the wonderful French (if we
talk about Paris) writers Victor Hugo,
Emile Zola and André Malraux; the poets
Guillaume Apollinaire, Paul Valery, and

Hamiopmopm

¢ HOXMCHUYaMU

u Hanepcmxom. 2008
Bywmara, ryaius

60 x 80

Still-life with Scissors
and a Thimble. 2008
Gouache on paper

60 x 80 cm

Ieusopk: pempo. 2009
Bymara, kosnnax,
aBTOpPCKast TEXHHUKA

80 x 100

Patchwork: Retro. 2009
Paper, collage, artist’s
technique

80 x 100 cm

MPOU3BENICHUSI, UMEIOILIETO HETTOBTOPUMYIO
MEJOIMYHYIO MY3bIKaTbHYIO OKPACKY.
CuMOMO3 pa3IUYHbBIX BbIPa3UTENIb-
HBIX KOMITOHEHTOB 00pa3HOil ApamaTyp-
UMY TBOpYECTBA MacTepa MpUIAET ero pa-
00TaM Marnyeckyr MpUBJIEKaTeIbHOCTD,
KOTOpasi B KaxXIOM OTAEJIbHOM cliydyae
000paunBacTCsl HEOXKMIAHHOM YYBCTBEH-
HOM CMBICJIOBO MHTPUIOH, HO 0€3 Wr-
POBBIX 3JIEMEHTOB M MeTadop, KOTOphIe
OBLITY XapaKTePHBI TSI HAILIETO UCKYCCTBA
B 70—80-€ robl MPOILIJIOro BeKa U OcTaBa-
JINCH He UyKabl IKOHHUKOBY TOI TTOPHI.
B paGorax MOHyMEHTaJIbHOTO TUTaHA
paaukagbHO 0003HAYMIaCh TpaHUIIA
MEXy MPOIUIBIM U OYAyIIUM B UCKYC-
CTBe XyIOXHMKA. BcTpeuaBivecst paHee
JINTEepaTypHbIE PEMUHUCIICHLIIMU U Y€PThI
BHEIIHEH MaTeTUKU MCYE3/TH 3a HEHAI00-
HOCTBIO BMECTe C IpeaHaMepPeHHBIMU
dabynaMu cLieHMYeCKoro GuiIocohckoro
MHOCKa3aHUs. XYyTOXHUK OTXOAUT OT
M3BECTHOTO IIparMaTu3Ma B CTOPOHY
UppalMoOHAIbHOTO, TBOPYECKOIO, 4yB-
CTBEHHOTO OCMBICJICHUS CPEIbl JYXOBHO-
ro oOMTaHusI, TOTO, YTO HAaBCETIa OCTaeT-
csl B TeHeTh4ecKoii maMstu. [loatomy ero
paboThl TIpEeBpallalOTCsl B 3JIeTUYECKUE
WHCTAJIISILIMY, WCIIOJHEHHbIC BHYTpPEH-
HEro CBeYEHMSI 1 POMaHTUUECKOM OIyX0-
TBopeHHOCTU. OHU Oymopaxar BooOpa-
JKEHHE KOJIOPUCTUYECKONW BHMPTYO3HO-
CTbIO KMCTH U KOCMOJIOTUYECKOI TapMo-
Hueil. JINYHOCTh aBTOpa MpeacTacT B

opeosic IeMuypra, HOCUTENS WAcalOB
YUCTOro MCKyccTBa. Bo3aMoxkHO, mMomo0-
HbIe TMpeBpaIleHUs KOMY-TO MOKaXyTCs
Ype3MEepPHBIMHU, OIHAKO OHU BO3HUKAIOT
HE M3 CTPEeMJICHUS K MIealu3allvu, a 13
MOTBITKY YSICHUTD TaHHBIN (hDeHOMEH KaK
crienuduIeckyro GopMy TyXOBHOTO ITPO-
3peHUs U OBITUSI TMYHOCTH BO BPEMEHU U
MPOCTPAHCTBE.

BBITh MOXET, B JEMCTBUTEIBHOCTH
BCE 3HAUMTENIBHO MPOIIE, OAHAKO IOMA-
JIMHHOE TMPOM3BEICHNE UCKYCCTBA, HECMO-
Tpsl HU Ha 4TO, XKMBET CBOEi 000CO0JIeH-
HOW, CAaMOCTOSTEIbHOM >KU3HbIO, HEPEIKO
o0peTasi, BOMPEKU BOJIE CO3/aTeNsl, MHO-
JKECTBO CMBICJIOB, POXKICHHBIX HAIIMMU
accolManusIMu U ¢aHTasusiMu. B atom
3aKJTI0YAETCs HEMTOCTIKMMAsT Marust TBOP-
YyecTBa M HEOOBSICHMMAsT CUJla MPUTSIKE-
HMSI UCKYCCTBa, OECKOHEYHO BOJIHYIOIIIAS,
3aBopakuBalolas 3purens. Pasymeercs,
BCE BTO OTHOCHUTCSI HE TOJIBKO K paboTam
Jmutpust UKOHHUKOBA, HO U K TIPOU3BE-
JNIEHUSIM 1IeJION TUIeSIIbl OPUTMHAIBHBIX
MacTepOB HaIIIeTo BpeMEeHHU, MO0 TIPearo-
JlaraeT BOCIIPUSITHE M HUHTEPIpPETALUIO
(haKTOB U SABICHUN KYJIBTYPbI, OCBOOOX-
JIEHHBIE OT UX MPSIMOTO BU3YaJIbHOTO OIMH-
caHusl. [ToaToMy, Bo3Bpalasich K XKUBOITH-
cu ¥ rpaduKe XyI0XKHUKA, TTIO3BOJIUM ce0e
BOJIBHOCTh Y BMECTO KAHOHMUYECKOTO aHa-
JIM3a BOJIOIUN TBOPUECKMX 3K3EPCHCOB
aBTOpa MPOBEIEM SKCIUIMKALIMIO HAIETo
WHTYUTHUBHOTO, HE(hOPMAaTbHOTO MpecTa-

TPETbAKOBCKASA TAJNEPEA

MOPTPET XYOOXKHUKA

BJICHUST 00 OOpa3sHOM COIEpXaHUU U
CEMaHTUYECKO 3HAYMMOCTH €ro padoT.
HoBwu3Ha oryiiieHnii BbizBaHa (popmoii, B
KOTOPOI OHM BOTLIOIICHBI 1 0003HAYEHBI.
®opma Kak MpearKaT 3MOLMOHAIBHO-
CONepKaTeIbHOTO Thara3oHa MCKYCCTBa
Jmutpusi UKOHHMKOBA SIBJISIETCSI OJHUM
13 OCHOBHBIX UICTOYHUKOB, CTUMYJIOB pa3-
BEPHYTOTO TOJKOBaHMS 1IEJIOCTHOM CHCTe-
Mbl XYIOXECTBEHHOTO MMPOBO33PEHUS
Mactepa.

HanuvcaHnHble UM MHOTOYMCIICHHBIE
TOpPOJICKHME MOTHMBBHI 00J1alal0T OOIIUMM
CTWIMCTUYECKUMU TIpU3HAKaMU, OHM
MEePEKJINKAIOTCS 110 KOJOPUCTUYECKOM
1IKaje, uX o0ObeAUMHSIET ChyMaTo, CBOECTO
poma IbIMKa, TpUAalolIasi KapTUHaM
MeuTaTeJbHYI0 MHTOHAIIMIO HOCTaJIbIU-
YeCcKOoro 3By4yaHus. [OBOpUTh B JaHHOM
clyJae o MpeArnoYTeHUSIX MacTepa 10CTa-
TOYHO CJIOXKHO, MOCKOAbKY U [lapmx, u
Mocksa, u [letepOypr UMeOT CBOM He-
MOBTOPUMBIE YepThl. B pacKpbITUU TEMBbI
ropoga MkoHHuKoB nocturaet addexkra
nepeaauyd TOHYAKIIMX OTTEHKOB TTOJIM-
(GOHMM HACTPOEHMI, BbI3BAHHBIX BCTpE-
YyaMM C YapyloluM OOJMKOM Habepex-
HBIX U1 MOCTOB CeHbl, HEBCKMX OeJbIX
HOYel MM 0 00U 3HAKOMBIX CUITY3TOB
BIOJb HU3BUJIUCTBIX OeperoB MockBa-
peku. [IporcxoauT 3aragoyHasi TeJaenop-
Talusl 3HAKOBBIX BIIEYATIIEHUI U3 OIHO-
ro Mecta AeiictBus B apyroe. HaBepHoe,
Takue MepeMeIleHUs SMOLMOHAIbHBIX
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Mocm mensn. 2009
Xomcer, akpuin. 80 x 100

Pont au Change
(“Exchange
Bridge”). 2009
Acrylic on canvas
80 x 100 cm

Jacques Prevert; from books and art
albums of Camille Pissarro, Albert Mar-
quet, Henri de Toulouse-Lautrec, Raoul
Dufy and Russian painters like Konstan-
tin Korovin, Mikhail Larionov and
Natalya Goncharova.

The tempting, unforgettable and
inimitable images of Paris, its boulevards
and squares, street cafés and river banks,
the life of the bohemians and the lives of
the clochards... generations of people owe
this memory to the talent and love of
French writers, poets and artists. Similar-
ly, the St. Petersburg of our dreams, the
Northern Palmyra, is also happily alive in
our conscience thanks to the poetry of
Alexander Pushkin and Alexander Blok,
Boris Pasternak and Joseph Brodsky, and
the dramas of Fyodor Dostoyevsky and
other famous Russian cultural luminaries.

The mind’s eye of potential visitors
to these magnificent European cities
transposes images from one city to anoth-
er and vice versa, which is a way to com-
pare and analyse their architectural pat-
terns. It is also often the basis of our atti-
tudes towards Rome, Venice and Moscow:
the testing of our emotions, associations,
anticipation and unexpected impressions.
However, these preliminary insights, this
cultural and documentary data cannot be
compared to a personal embrace of these
cities; cities that evoke enthusiastic com-
pliments, high emotions and a deep affec-
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tion. For each of us, regardless of what our
memory offers us from what we have read
or heard, Paris and Moscow, Rome and
St. Petersburg unveil the mystery of their
special charm and beauty, and each of us
has a Paris, Moscow and St. Petersburg of
our own. We can see this in Dmitry Ikon-
nikov’s city scenes, inspired by a personal
empathy of the experienced, a striving to
find in a conglomerate of impressions
something truly important and very spe-
cial, to discover a soul of the city that
reflects his own emotional and visual
expectations.

In Ikonnikov’s works, cities of
diverse historical destinies, very different
but still resembling one another, convey
common themes generated through the
artist’s infinite appeal to these historical
centres of European culture. That is why
artistic sketches of Moscow, St. Petersburg
and Paris in Ikonnikov’s beautiful paint-
ings and graphics all render a common
romantic feeling of their magic aura.

Quite different to these are the
“Mediterranean” works of the artist, cre-
ated under the Adriatic sun during his
artistic visit to Croatia. His tasks here are
quite different, too. Genre sketches and
different views of the coast bring us into an
atmosphere of warmth and delight, non-
chalance and timeless leisure. The charac-
ters of this artistic cycle represent a very
different life, a life unchanged for many
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centuries, a life of myths and legends of
Ancient Hellas. They bring to mind
rhymes from Homer’s epic poems “The
Iliad” and “The Odyssey”, and call up
images of antique gods and the people
who imagined them.

These characters live by the same
laws and tread on the same ground as their
long-gone ancestors, and time itself
freezes, while we forget about the trite
problems of the modern era. Ikonnikov
embraces the epoch and draws it through
the childhood impressions he formed
through the books of ancient authors, and
in museum halls filled with Greek statues,
their rooms decorated with mosaic and
vases. He makes us witness and participate
in one of the most thrilling stages in the
history of civilization and world culture.
In today’s life in Montenegro, in the char-
acter and behaviour of its citizens, in the
nature of this Balkan country itself, the
artist feels a special magnetic force in its
absolute purity, not affected by people and
centuries. Ikonnikov grasped this bond
between a distant past and the future, and
subtly conveys it to his viewers.

The artist revels in the trickle of a
line that slightly touches the surface of
paper, slowly and persistently evading
unnecessary details, as if he has an eterni-
ty to spare. The “Mediterranean cycle”
paintings are rational, concise and reserved;
carefully calibrated to convey deliberation

Kiosque Flottant. 2009
Xoucr, 1eBKac,
akpui. 80 x 120

Kiosque Flottant. 2009
Acrylic on canvas,
levkas. 80 x 120 cm

npuMeT Hen30eKHbI. OHM 00YCTOBIICHBI
YPOBHEM U 00BEMOM 3HAHMII O ropoaax
FOHOCTM M MEUThI XYJIOXKHMKA, IMOYepI-
HYTBIX TIpEXIEe BCEro M3 KHUT BEJIUKHUX
(paHIy3cKux (ecau roBoputh o [1apuxke)
nucareiieii Bukropa lioro, Dmuis 3o,
AHnnpe Mainbpo, nostoB [uitoma Amnosn-
nmHepa, [Tons Banepu, XKaka Ilpesepa,
U3 penpoayKiuii u anpbomoB Kamus
ITuccappo, Ansbepa Mapke, Aupu Tymys-
Jlotpeka, Payns liodu, KoHcraHTuHa
Koposuna, Muxauna Jlapponosa u Ha-
Tasibu [oHYapoBOIA.

TamanToMm 1 11000BBIO POMAaHUCTOB
U JIMPUKOB, XyIOXHUKOB DpaHuny Ha-
BCeTJIa 3areyariesics B MaMsITH TTOKOJe-
HUIT MaHSIIWH, He3a0bIBaeMbIil M1 HECPaB-
HEeHHBbII o0pa3 [lapuxka, ero OyJbBapoB
M TIJIOIIAAeH, YIUYHBIX Kade u Habepexk-
HbIX, )KM3HBIO 60TeMbI 1 KJ1o11apoB. CToIb
K€ TeHUaJIbHO HETTIOBTOPMMO BOIIIEJ B Ha-
e coHanue [etepOypr, CeBepHast [Tamb-
Mupa Ojaromapss CTUXOTBOPHBIM CTpO-
KaM AnekcaHnpa [lymikuHa u AnekcaHmi-
pa bioka, bopuca INactepnaka u Mocuda
Bponckoro, npamarudeckoii mpose Memo-
pa J1ocTOeBCKOTO U IPYTUX BbIIAIOIIMXCS
MacTepOB PYCCKOM KyJbTypbl. MbICIEH-
Hasl MPOEKIIMS BIICYATIICHUM OT OXHOM
CTOJIMIIBI Ha IPYTYI0O U HA0OOPOT MO3BO-
JISICT TIPOBOJUTD aHAJIOTMU U CPAaBHEHUS
apXUTEKTYPHBIX yBpaxKeil, PUCYIOIIMXCS
B BOOOpaKeHUU TMOTEHIMATbHBIX ITyTe-
IIECTBEHHUKOB I10 3TUM BEJIMKOJICTTHBIM

ropogaM EBpomnbl. To4HO Tak ke MOXKHO
TOBOPUTH U 00 OoTHoIlIeHUU K Pumy, Be-
Helmu, MocKBe, IpoBepsist COOCTBEHHBIE
YyBCTBa, aCCOLMALIMU, IPEIBKYIIECHUS
BCTPeY U HEOXUIAHHBIX BIICYATICHMIA.
OnHaKoO HUKAKKe MpeaBapuTe/IbHbIe CBe-
NIEHUST, HUKAKasl XyI0XECTBEHHAs WJIH 10~
KyMeHTaJIbHast uH(OopMaIus He CPaBHSIT-
Cs1 C 3KMBBIM COIMPUKOCHOBEHMEM CTPAHHU -
Ka ¢ 3TUMU O0JIACKAHHBIMU BHUMaHHEM
1 KOMIUIUMEHTaMM, BOCTOpPraMHi U YMU-
JIeHreM ropoaamu. JIJist Kaxaoro u3 Hac,
HE3aBUCUMO OT HAKOIUIEHHBIX MMaMsIThIO
onucanuii, u IMapux, 1 Mocksa, u Pum,
u [letepOypr OTKpHIBAIOT TalilHbI CBOETO
04YapoOBaHUS U KPACOThI ITO-HOBOMY, I10-
3TOMY y KaXI0ro OCTAaHETCSI U CBOM CO0-
crBeHHbIN [Tapuk, 1 cBost MockBa, 1 CBOIA
[letepOypr, 4TO MOATBEPKIAIOT OYXOTBO-
pPEHHBIC JIMYHBIM COMEPEXKUBAHUEM YBHU-
NIEHHOI'O TOpoAcKue Teit3axu JMurpust
HWxonHukosa. OH CTpEMUTCS HANTU U T10-
Kas3aTb B KOHIJIOMepaTe BIeYaTICHUI Hed-
TO IJIJaBHOE, OCOOCHHOE, COCTaBJISIIOLIEe
IyIIy TOpOJa, OTBEYAIOIlee ero JUUYHBIM
OXMIAHUSIM U 00pa3HbIM IIPeACTaBIeHU -
ssM. YyBcTBO Ge3rpaHMYHOIO BICYEHUS K
STUM UCTOPUYECKUM IIEHTpaM eBpOIIeii-
CKOIl KYJIBTYpbl POIHUT B IIPOU3BEIC-
HUSIX XYIOXHUKA TOpoaa Pa3Hoi CynbObl,
HEIOXOXHeE ¥ BMECTE C TeM HAallOMMHAI0-
1Me ApyT o apyre. Bot moyemy oHu mpen-
CTaBJISIIOTCS. HAM B KMBOITMCHBIX MOJIOT-
Hax U rpadUYeCKUX JUCTAaX 3TOr0 aBTopa

CTOJIb OJM3KMMHU TIO0 POMAHTHYECKOMY
OIIYIIEHUIO X MarMyeCcKOoi ayphl.
HMHoro pona mpousBeneHUsI HA TEMY
«Cpean3eMHOMODPbE», KOTOPBIE CO3aBa-
Juch MIKOHHUKOBBIM HETMOCPEICTBEHHO
MOJ, TydYaMu aIpuaTUYecKOro COJHIA BO
BpeMsI ITOe3M0K B XOPBaTHIO. 31ECh XyT0X-
HUK CTaBUT Iepea co0oit Apyrue 3a1admu.
ZKaHpoBbie 3apUCOBKHM, pa3IUYHbIC BUIbI
MoOepexXbsl MepeaaroT OIIYIICHUST 3HOS
U Heru, 0e33a00THOCTH U MEIJIEHHO Te-
KYIIIETo BpeMeHU. 3arneyaTieHHbIe B pabo-
Tax 3TOTO LMKJIA MEPCOHAXKU TTOSBUIUCH
3[1€Ch CJIOBHO U3 APYTOM XKU3HU, B KOTOPOI
CTOJIETUSIMUA HUYETO HEe MEHSIIOCh. B HMX
HaILLJIM OTpaxkeHre MUdbI 1 JiereHabl JpeB-
Heilt Dnnanpl. [epou 3THX pabOT BBI3BIBAIOT
B IaMsITU CTPOdbI U3 «Dauanpl» U «Onuc-
cen» [oMepa, HAITOMUHAIOT 00 AHTUYHBIX
0orax M JIIOJSIX, KOTOPbIE MX CO3IaN CBO-
1M BooOpaxkeHueM. OHU KUBYT IO TEM Ke
3aKOHAM M XOJSIT 10 TeM XKe KaMHSIM, UTO
W UX JaBHUE TIPENKU; BPEMsI CIOBHO OC-
TaHOBUJIOCH, 3aCTaBJIsIS HAC OTPEIIMTHCS
OT CUIOMUHYTHBIX TTP00JIEM HOBOTO JIETO-
ucuucieHusl. MKOHHMKOB IIarHysa B 3Ty
3TI0XY, TIJICHEHHBIN IETCKUMMU BIieyaTie-
HUSMU, TTIOYEPITHYTBIMU U3 KHUT aHTUY-
HBIX aBTOPOB, U3 MY3€IHBIX 3aJI0B, YCTaB-
JICHHBIX TPEYECKUMU CTaTysIMU, YKpaIlleH-
HBIX MO3aMKaM1 ¥ Bazamu. OH ITOMOT HaM
OIIYTUTh CeOsI CBUACTENAMU U yJaCTHU-
KaMM OJTHOTO M3 CaMbIX 3aXBaThIBAIOIIINX
BOOOpakeHKME 3TANOB UCTOPUU MUPOBOIA
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PORTRAIT OF THE ARTIST

Hapuixc, noanoun.
Kanwu. 2010
Bymara, aBropckast
TexHuka. 100 x 120

Paris, Midnight.
Clichy. 2010

Paper, artist’s technique
100 x 120 cm

and relaxation. The painter seems to be
familiar with these mountain tops for
ages, and he’s so used to the eternal
sounds of waves that he can’t be disturbed
by or awakened from this wonderful day-
dream.

This cloudless world appears to be
devoid of conflict, but even here, behind
the external idyll of a relaxed soul, one
can feel a premonition, a moment of
unknown expectation, which, in our
opinion, strikes an invisible emotional
tuning fork for most of Ikonnikov’s
“Mediterranean” creations. Even refer-
ences to antique history do not evoke the
effect for which any enlightened person
should be ready, leaving the viewer quite
indifferent to the grandeur of ancient civ-
ilizations instead of truly admiring it.

Enjoying the natural scenes, skillful-
ly filling the canvas with a southerly
breeze, the shadow-and-light effects and
the transparent depth of the waves, the
artist observes this languorous splendour
from one side. For him, it’s more than the
usual polishing up of skills: it’s an attempt
to compare the seemingly slow, monoto-
nous, endless life with the speed in which
existence can change — all within an
enclosed space of a holiday resort.

Serene and idle in their scenic solu-
tions, these artistic works have a shade of
unpredictability about them, an invisible
connection with cosmologic reflections
about eternity and existence. But this con-
nection is a product of the subconscious, as
if the dream is about to end in a restless
awakening. That is why the Mediterranean
tune transforms to give birth to still-life
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paintings. These works are neither an addi-
tion to the theme, nor its development,
they have a totally different function: to
reshape the serenity of landscapes and
genre motifs. Thickened tint and deepened
hue bring along a new perception of time;
the colour acquires internal tension, and
the objects gain an invisible motion.

Ikonnikov’s still-life images show a
new form of visual understanding of exis-
tence, a form beyond temporary factors
and circumstances. It’s a unique way of
self-expression, described by the famous
art theoretician Boris R. Vipper: “The
time has come when everything in the
art of painting — genre, indoor scenes and
landscapes — has acquired still-life per-
ceptions. Still-life has become the special
artist’s view of the world.”

The artist is charmed by this “quiet
life” (not by “dead nature”, if we literally
translate nature morte from the French), a
life with its peripetia, joys and passions.
He’s free to change and move the figures
of this visual speech: the objects and
attributes that reflect the owner’s feelings
and personality, just like a mind game car-
ried over to a chess board. The still-life
offers an endless field for imagination, an
open space for visual and figurative com-
binations and modifications, and creative
models of the universe, opening up
boundless possibilities to convey all shades
of sense and feeling.

In his still-life experiences, Dmitry
Ikonnikov skillfully and devotedly uses his
rich arsenal of methods and techniques.
The master’s elaborate works in this genre
show that he possesses everything that

nature can give. With his expert hands, at
the right time, he miraculously creates a
harmony of proportion, in which, speak-
ing in the words of Leonardo da Vinci, we
see the reality itself.

There are endless variations with
large vessels, and smoking pipes, several
utensils and items of everyday life, rhyth-
mically placed and lighted, painted in day-
light and at night, reflecting changes of
emotions, movements of the soul, vectors
of the mood and thoughts of the artist. He
uses numerous technical tools of drawing
and painting, as well as different approach-
es to figurative expression, to achieve the
maximum effect and render the philo-
sophical depth through a complex system
of observing the object-and-space envi-
ronment around him. Ikonnikov develops
his own methodology, creates new materi-
als that allow him to carefully and original-
ly depict his own feelings and perceptions
about time and the self. He uses various
materials, such as gouache and acrylics,
sepia and oil pastels, he works with paper
and canvas, and uses mixed techniques.

An expert in painting and graphics,
he doesn’t pause in long reflection on how
to draw a sketch or build up a composi-
tion. Thanks to his flawless knowledge of
the rules of his craft and his excellence in
what he does, viewers seldom have ques-
tions about how this or that work was cre-
ated. The artist has no visible difficulties
in implementing his creative ideas, which
he does in a clear and stress-free manner
and which emphasizes yet again the high
level of his professional culture. He builds
his artistic surface on subtle gradations of
tone and colour, softening the texture with
sfumato, behind which the main colours
of his palette are seen, layer after layer,
vibrant with internal tune.

All of Dmitry Ikonnikov’s works have
an emotional dominant as the basis of the
artist’s concept that defines the structure
of the form, the character of the content
and the shape of the “dramaturgy”. His
creations whip up the imagination of the
viewer through the depth of associative
thinking, the polyphony of feelings, the
irrealism of concrete and recognisable
motifs, the spirit and the ingenuity. In his
artistic life, Ikonnikov largely follows the
philosophical formula of André Malraux:
“We exist to live, whereas art exists to come
to life”. We can justly regard the new works
of the artist as an important phenomenon
in art today. They open up untravelled
paths and lead us to believe in the unfailing
nature of the idea that this world can be
made richer through figurative perception
and representation.

The creative work of Dmitry Ikon-
nikov, a romantic, idea-fuelled and sensu-
ous artist, impersonates the microcosm of
his aesthetic soul. Neither the conven-
tional aspects of real time, nor the bound-
aries of a secluded environment can
restrict him; he is a true representation of
the freely-expressed feelings and thoughts
of a real artist.

KyJIBTypbl. UKOHHUKOB TJTyOOKO ITOYyBCT-
BOBaJI 1 MIO-CBOEMY TOHKO Tiepeaas CI0XK-
HOE TTOrpaHUYHOE COCTOSTHUE MEXKIY JlaJie-
KUM TTPOLUIBIM M HACTOSIIIIMM. XYIO0XXKHUK
JIIO0YETCSl CTPYSIIICIHCS O TOBEPXHOCTH
OyMaXkHOTO JIMCTa JIMHUEH, 00X0as He-
HY>KHBbIE TTOAPOOHOCTH U AeTaIN TaK HETO-
POILIMBO M OCHOBATEeIbHO, OYITO BIIEpe-
I Y HETO elle 1ieJlas BeYHOCTh. PaboThl
CpPEeIM3eMHOMOPCKOTO IIUKJIA PallMOHAIb-
HO CIep>KaHHBI, JAKOHUYHBI; B HUX BCE
BBIBEPEHO 10 MeJloueii, 6e3 cyeThl U Ha-
MPSKeHUs; KaXeTcsl, XyIOKHUKY TaBHO
3HAKOMBI 3TU TOPHBIC BEPILIMHBI U CKIIO-
HbI, OH HACTOJIbKO MPUBBIK K HEyracaro-
LM 3BYKaM JBUKEHUS BOJIH, UTO €0 yXKe
TPYAHO YeM-JIM00 YIUBUTH U TTPOOYIUTH
OT 3TOr0 TAMHCTBEHHOT'O CHA HasIBY.

Mup 6e300J1a4HbII U, Ka3aJ0Ch ObI,
0eCKOH(MIUKTHBIN, HO U TYT 32 BHEIIIHEI
WIWUTMER pacciabIeHHOM Tyl CKpbI-
BaeTCsl HEKOE TMPeaYyBCTBHE, MOMEHT
HEBEIOMOT0 OXXMIAHMS, TO, YTO, HA Halll
B3IJISI, SIBJASIETCS HE3PUMBIM 3MOIIMO-
HaJIbHBIM KaMEPTOHOM B OOJIBbIIIMHCTBE
pabot uukia «CpeauzeMHOMOpbe». [laxke
HaroOMUHaHUS 00 aHTUYHOI UCTOPUU HE
OKa3bIBaIOT B ATOM CPeJie TOTO ACHCTBUS,
K KOTOPOMY IIPOCBEIIEHHBIN YeloBeK
JIOJKEH OBITh TOTOB, OHU CKOpEe OCTaB-
JISIIOT €r0 PaBHOMYIIIHBIM, HEXeJIU 3acTa-
BJISIIOT TPEKJIOHSIThCS Teped BeandreM
CJIeI0B APEBHUX LUBUIM3AIUiA. BupTyos-
HO TIEpEHOCSI Ha XOJICT U OyMary JbIXxaHue
FOJKHOTO BO3yXa, 3(DheKThl CBETa ¥ TCHU,
MpO3pavyHOil TIyOMHBI MOPCKMX [ajiei,
XYIOXHUK HaOIromaeT Bce 3TO pacciad-
JISTIOIee BEJTMKOJIEITNE CO CTOPOHBI. JList
HETo 3TO He MPOCTO MPUBBIUHbBIC YIIPaXkK-
HEHUS B OTTaYMBaHUU MacTepCTBa, a Mo-
MBITKA COMOCTABICHUS BHEIIIHE BSUIOTEKY-
11Ie¥1, MOHOTOHHOI, 0ECKOHEYHO JIJISIILEI~
Csl )KU3HM U CKOPOTEUYHOCTH TEepPEMEHbI
COCTOSTHUI. B 6e3MSITEKHBIX TTO CLICHUY -
HOMY pPEILIEHUIO TTOJIOTHAX U JIUCTaX €CTh
YTO-TO HEMpeacKa3yeMoe, CBI3aHHOEe He-
3PUMBIMU HUTSIMU ¢ KOCMOJIOTUYECKUMU
Pa3MBIIIUICHUSIMU O BEUHOM U cyliieM. Ho
3TO MPOSIBIIAETCS B (pOpMe TTpeauyBCTBUI,
B IMOJICO3HAHUU, KaK BO CHE, 32 KOTOPBIM
clielyeT TpeBOXHOe TpoOyxkneHue. Bor
noyeMy B CPEeIU3eMHOMOPCKOU CIOMTE
MacTepa TOSIBJISIIOTCSI HAaTOPMOPTHI, BbI-
MOJTHSIIOIIME COBEPILIEHHO APYTYIO, TPaH-
chopMUpyIOIITYI0 O€3MATEKHOCTD Meli3axk-
HBIX M JKaHPOBBIX MOTUBOB, (DYHKIIUIO.
Cryl1aroTcest KpacKu, KOJOPUT CTAaHOBUT-
cs1 60Jiee HAChIIIIEHHBIM, BO3HUKAET NHOE
OIIYIIIEHUE BPEMEHMU, IIBET BHOCUT BHYT-
peHHee HampsDKeHMe, MPEAMETHBIN s
CJIOBHO OMYIIEBJISICTCS, HATIOTHSISICh He-
BUJMMBIM JIBDKEHUEM.

Hatiopmoptel JImutpuss MUKoHHM-
KOBa — 3TO ocobast ¢hopMa 0Opa3HOIo
OCMBICJIEHUsI OBITHMSI, HEe3aBUCHUMasi OT
MPUBXOISIINUX (DaKTOPOB M CTCUCHMS
00CTOSATENBCTB, CIMOCOO CaMOBBIpaXe-
HUSI, O KOTOPOM M3BECTHBI TEOPETHK
nckycctBa b.P.Bunmep mnucan: «Temepb
HacTajio BpeMsi, KOraa BCe B XKUBOITUCH: U
XaHp, U MHTEpPbEp, U Iei3ax, — CTalu
MOHUMAaTh HaTIOPMOpPTHO. HaTtopmopTt

Jlexcawasn

Ha 6epezy. 2010
Bymara, aBropckast
TexHuka. 80 x 120

Reclining Nude

on the Beach. 2010
Paper, artist’s technique
80 x 120 cm

MpeBpaTWICSl B 0CO00E XYI0KECTBEHHOE
MUpoOIIoHMMaHue». He «MmepTBasi Haty-
pa», B mepeBone ¢ (PpaHIy3CKOTo, a «THU-
Xasl XU3Hb», B [IEPEBOJIE C aHIIMIICKOTO,
CO BCEMM €€ TICPUIICTUSMU, PaJTOCTIMU
M CTPaCcTSIMM 3aHUMaeT BOOOpaXKeHUE
XyIOXXHUKA. 37eCh OH BOJICH IO COOCT-
BEHHOMY YCMOTPEHHUIO MEHSTh U Tiepe-
CTaBISATh (UTYpHl OOpa3HOi peuu, a
WMEHHO MPEAMETHI ¥ aTPUOYThI, HECYIIINE
B cebc OTpaXeHWe UYyBCTB M JUYHOC-
TU Biaaesblia, MOIOOHO TOMY, Kak 3TO
COBepIIaeTCsS Ha IIaXMaTHOW OOCKEe B
npouecce urpel. HatropmMopT — Gecko-
HEYHOE TI0JIe IS BOOOPaKEHMSI, OTKPhI-
TOE MPOCTPAHCTBO TSI pa3HbIX 00pa3HO-
IUIACTUYECKUX KOMOMHAIUM, Bepcuil u
XYIOXKECTBEHHBIX MOJEJIell MUPO3IaHUS,
OTKPBIBAIOIINX O€3rpaHUYHBIE BO3MOX-
HOCTH TMepenayu BceX OTTEHKOB UyBCTB U
cMbicia. VICKyCHBIMU pyKamu, 4yloaeii-
CTBEHHBIM 00pa3oM, B HYXXHOE BpeMs
MacTep CO3/1aeT FApMOHMIO MTPOTIOPLIMU, B
KOTOpOIi, ToBopsl cioBamu JleoHapao na
BunuM, MBI BUIUM caMy peaTbHOCTb.
XyIOXXHUK HCIOJIb3YeT MHOT000-
pa3Hble TEXHUYECKUE CPENCTBa, MPUEMbI
00pa3HOil BBIPA3UTEIBHOCTU IIJISI TOCTU-
KeHUsT GuinocodCcKoil IyOouMHbI yepe3
CJIOXKHYIO CUCTEMY CO3epLaHUsI IPeaMET-
HO-TIPOCTPAHCTBEHHOI Cpeabl CBOEro
OKpyXeHUsl. UKOHHUKOB pa3pabaTbiBacT
COOCTBEHHYIO METOIMKY, CO3[acT HOBBIC
MaTepuabl, MO3BOJISIONIME eMy Hambo-
Jiee TOYHO M OPUTMHAIBHO BOILIONIATh B
MPOMU3BEICHUSIX JTUYHBIC TICPEKUBAHUS 1
NpeacTaBIeHUs 0 BpeMeHU U o cebe. OH
HUCIIOJIb3YeT pPa3Hble XYyIOXKECTBECHHBIC
MaTepuaibl: Tyalllb U aKpWi, CENuio U
MaHIy, MUIIET Ha OymMare U XoJiCcTe, MpU-
MEHSIET CMEeIlIaHHYI0 TeXHUKY. biaromapst
0€3yKOPUM3HEHHOMY 3HAaHUI0 3aKOHOB
peMecia U OTTOYEHHOMY MAacCTEpCTBY, Y

MOPTPET XYOOXKHUKA

3pUTENIST MPAKTUYECKM HUKOTIA HE BO3-
HUKaeT BOIPOCOB MO MOBOAY TOTO, Kak
HamucaHa, HapucoBaHa Jwbasi paboTa
aBTopa. Crioco® BOIUIOLLIEHUSI TBOpYE-
CKOTO 3aMbIC/Ia HE HaIpsIracT U He CTaBUT
B TYIUK XyIOXHHUKa, Y HEro 3TO Bcerma
rnoJjyJaetcsl 6e3 BUAMMBIX 3aTPYIHEHUIA,
YTO TMOATBEPXKIACT BICOKUI YPOBEHB €TO
npodeccoHalbHOM KyabTypbl. OH C03-
JIaeT >KMUBOIHMCHYIO TTOBEPXHOCTb Ha TOH-
YaWIIMX TpagalysiX TOHATbHBIX OTHOIIIE-
HUI ¥ IBETOBBIX COYETAHU, (DaKTypa ero
paboT mpurayiieHa cymaTo, moa KoTo-
PBIM MMPOCBEYMBAIOT CJIOH 3a CIOEM M3HY-
TPU HATOJHSIIOIINECS 3ByYaHUEeM OCHOB-
HbIe KPAaCcKH MaJUTPhl MacTepa.

Bo Bcex mpousseaeHusix JAmutpus
MKoHHMKOBA TMPHUCYTCTBYET 3MOILIMO-
HaJIbHasl JOMUWHAHTA, SIBJISIOIIASICST TIep-
BOOCHOBOI aBTOPCKOTO 3aMbICjia, OIpe-
JIestoIas CTpyKTypy (opMbl, XapakTep
conepaHus M 00pa3Hoil fpaMatypruu. B
CBOEM TBOPYECTBE XYIOXXHUK BO MHOTOM
caenyet ¢unocodckoii dhopmyne AHIpe
Manbpo: «Mbl cyliecTByeM sl TOTO,
YTOOBI XUTb, UCKYCCTBO — YTOOBI OXM-
BaTb». MBI BipaBe paccMaTpyBaTh U Olie-
HUBaThb €ro padoThl KakK 3HAYMTEIbHOE
SIBJICHUE CETOMHSIIHEN XXU3HM HCKYyC-
CTBa, OTKpbIBaWIlee M0 KOHIIA HEU3BE-
JIaHHbIe, HOBbIE BO3MOXHOCTHU, KOTOPBIC
MOATBEPXKIAIOT HEMCUYEPIIaeMOCTh UACH,
3aJI0KEHHBIX B (DPUTYpaTUBHOM BOCITPUSI-
TUM U OTOOpakeHUM MMpa, HaC OKpyXka-
JOILIeTO.

TBopuecTBO OIEPKUMOTO UeTOBEKa,
poMaHTuKa 1 3cteTta JImutpus MKoHHM-
KOBa OJIMLIETBOPSIET MUKPOKOCM €T0 UyB-
cTBeHHOM aymu. OH He CTECHEH YCIOB-
HBIMM TIapaMeTpaMu pPeaJbHOI0 BpeMe-
HM, TpaHUIIAMU 3aMKHYTOTO ITPOM3BEAC-
HUSI — O3TO CBOOOIHOE BBIPAXEHUE
MBICJICH M YYBCTB XYyIOXHUKA.
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