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OdunaHa ®apmakoBckas

lFocypapctBeHHbI My3en BocTtoka, MockBa,
KypaTop BbICTaBKU

BbictaBka «A3us «Be3ge» bbiyia MHULUMMpOBaHa TPEMS XyO,0XK-
HUKamMn n3 pasHbix cTpaH. Nutep Munnep, oanH U3 HEMHOINX
XYAOXXHMNKOB, paboTatowmx B TexHuKe hoTorpaslopbl, poguncs

n Bbipoc B NeHcunbBaHum B CLUA n y>xe 6onbwie 30 net xuset

B cTapuHHOM ropoge Kamakypa B fAinoHun. finoHka Xucako
Kobasicu, Hao6oporT, yexana us ToKkmo B IOHOLWECTBe, NocTynuna
B MPECTWKHbIN Xyao>XKecTBeHHbIn MHctutyT MpatTa B Hblo-Mopke
M C Tex Nop XXUBET B caMOM ceppaue aToro ropoga. PomaH Ka-
MeLl — MO NPOUCXOXXAEHUIO YeEX, XUTeNb [Napmka n 4acTbll roCTb
B FOro-Bocto4yHon A3um, opraHn3atop Xy4o>XeCTBEHHOW LLKOJIbI
B pernoHe Jlagakx B CeBepHoinn UHAUN — XUBONMNCHOM MecCTe,
3anepToMm Mexay ropHbiMm cuctemamm KyHbjlyHb Ha ceBepe

n Nmmanasamu Ha tore.

CnoxxHo HanTn 6051ee BEPHYIO TOYKY COMPUKOCHOBEHNSA 3TUX
Tpex camMoObbITHbIX aBTOPOB, YEM UX HENOXOXXEeCTb. PaboTbl MNMutepa
Munnepa — kKamepHble, Yalle BCero maneHbKoro popmara, MoHo-
XPOMHbIE€ N MaTOBble MO haKkType, C Nopa3nTesIbHON NPOPUCOBKOM
netanen. Atmocepa Ha n3o6paKeHnsIX HaNnoOMUHAET pPaHHUe
ANOHCKME KUHomnbMbl 1 hotorpacdmm anoxm Mangsu. Bce atanbl
co3aaHus poTtorpasiopsbl, OT hoTtorpacdun oo oTneyvarka, BbiNONHS-
IOTCSA XYAO0XXHUKOM BPY4HYIO.

MonoTtHa Xucako Ko6asacn — HeXXHble MO KONOPUTY, rny-
60Kue, NoNHbIE YyBCTBEHHOCTU. AGCTpakKuma ee npupogHas,
KocmMmun4yeckas, byato aTo BusyasibHoe OTO6paXKeHne HeBUOUMbIX
3HEpreTM4ecKux cunn Ha semse. OTO HEKMN MaKpoMup, N, CTaHO-
BSICb XKMBOMUCHON paboTon ¢ Ha3BaHUEM, 4acTo nepeparoLmm
MaclTabHoe YyBCTBO MO OTHOLLEHUIO KO BCEMY XXNBOMY, OH Hapge-
NAETCA UHTUMHbBIM CMbICSIOM.
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PomaHn Kamews — TBoOpeL, reOMETPUYECKON N KONOPUCTUYECKOMN
abctpakuun. Ero >xmBonucb BbINOJIHEHA TEMMEPON — APKOMA
N MOHOJIUTHOW NMPnN CONPUKOCHOBEHUN C XONICTOM, (haKTypHOWN
noaynpo3pavyHon — Ha CBETOHOCHON rmmananckon bymare,
KoTopasi Npou3BoauTCs Bpy4Hyo B Henane ns LueHHon apeBeCuHbl
rumananckunx necos. Ob6pasbl, KoTopble co3paet PomaH Kamelw,
06bEMHbIE 1 (hUrypHble: 3TO COMHUE, NIyHa, ropbl, MyCCOHbI U 3bl-
Oyume necku, — npu 3TOM OHUN UJNKO30PHbI, 6YATO CNpATaHbI Nop,
CNOSIMM KOXKHOIO BO3A4yXa, PasMblITbl ABMXXEHNEM KPaCKN.

Korga Mbl rotoBunun BbicTaBky «A3ns Besge» B locynapcTeeH-
HOM My3ee BocToka, camasa BaxxHasa 3agada ans Hac 6bina — pac-
KpbITb B3aMMOAenNCcTBUE, BO3HUKarLee mexay paboramm CTosb
pasHbIX XyA0XXHUKOB, KOrAa OHN OKa3blBalOTCA B 3anax My3es.
BbictaBo4Hble 3anbl My3ses BocTtoka He 6e3nnkne npocTpaHcTBa
¢ 6enbIMn CTEHaMK: Ha BCAKOMN XXMBOMNCHOW BbICTaBKe Kiaccu4e-
CKUI UHTEPbEP 3aJ10B BCTyNaeT B «Ananor» ¢ kKaptuHamu. K npu-
Mepy, abcTpakTHas xxnsonucb Xucako Kobassicu — ranepenHas,
Tpebylowas No4YTn NPO3pavyHoOro «obpamneHns» B BUge CBET/IbIX
HEBECOMbIX CTEH UInN neperopoaok. B To e Bpema paboTbl
PomaHa Kamella Ha Xxoncte — MOHONUTHbIE, 60NbLUMHCTBO U3 HUX
0OBONIbHO 60nbLlioro oopmara. A paboTtbl Ha rumananckon byma-
re — nerkme, NoO4YTN ahemMepHble, Cambii NOAXOAALLNNA NHTEPbEP
ONs1 KOTOPbIX — OTKPbITbIA NPUPoAe AepEeBAHHbIN oM B UHpnn.

N kakne 6bl TOYKN CONPUKOCHOBEHNA Mbl HU UCKaJIN, Mbl HEN3-
MEHHO NpUXoaunn K Bonpocy B3anmopencteusi Boctoka n 3anapga.
K Tomy, KakK Mbl, 3anagHble niogn, BOCNPUHMMaEM BOCTOYHbIE BIN-
AHUS NN KaK BOCTOYHbIA MEHTANUTET, Nnonagarowmin B 3anagHyo
cpeny, COXpaHAET CBOK NOEHTUYHOCTb, Kak B ciiy4ae ¢ Xucako
Kob6asicu. To4HO Tak Xe 3asbl 0COOHsIKa JIyHUHbIX, CO30aHHbIe
B CTU1Ie €BPOMNENCKOro amnnpa BblAaloLWmMMCs apXUTEKTOPOM
DomeHnuko Xunapagu, npuHanm focyaapcTBeHHbIN My3ein BocToka.

Mutep Munnep npennoXxun HasBaHNE BbICTaBKU — «A3usA
Be3ae». A3usi — NOTOMY YTO OFPOMHbIA PEMMOH C CaMObbITHbIMU
KyNnbTypamu, CTOJIb XK€ HE MOXOXXNMU, Kak TBOPYECKUN A3bIK
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OnaHa PapmakoBcKas, KypaTtop BbICTaBKU

HaLNX Xy[OO0XXHUKOB, HO UMEIOLLNIA B CBOE OCHOBE nepennete-
HNE CNOXHbIX (PNNOCOPCKUX N PENUTNO3HbIX y4eHnin. U Asus

B NPSIMOM CMbICJIE C/i0OBa — «Be€3[€e»: B HalWleM JOMe B Buae
O6bITOBON TEXHMKU, B HALLNX MallMHaX, B HALINX CaMbiX 3aBETHbIX
MHTEpecax — B KUHO, MynbTUNAINKaUuKn, nuteparype, B npegMeTax
MHTEpbEpPa, HaKOHeL, B HaWWMX 3arpaHuyHbIX nacnoprtax, Beab
MMEHHO A3unAa 3a nocnegHue NATHagUaThb et ctana usntobneHHbIM
HanpasfeHnemM TypucToB n3 Poccun. He roBops y>xe o ToM, 4To
nosioBUHa TEPPUTOPUN HALLEro OrpoOMHOro rocygapcraa npocTu-
paetcsa B A3un.

BnunsiHnsa BOCTOYHbIX KyNbTYp 3a4acTyto He3aMeTHbl. Moux
3anagHbIX Apy3en u Konner Bcerga yamBnsieT ToT pakT, 4To
B BOCTO4HOM Yactn Poccurckon depnepaymm 60bLLUIMHCTBO aB-
TOMOOUnen — c npasbiM pynemMm. O6 3ToO NHTEPECHOWN AeTanun He
NULWYT HX B OJHOM nyTteBoguTene. BonbWMHCTBO NpoayKuumn npe-
CTVM>XKHbIX €BPOMNENCKNX MapOK LLUbEeTCS MMEHHO B Kntae u ctpaHax
KOro-BocTto4Hon A3un. Bce Hawm mobunbHblie TenedoHbl 1 cMapT-
(hOHbl — OCHOBHOE CpPEeACTBO CBA3N COBPEMEHHOIO YenoBeka —
BbIXOOAT ¢ KoHBenepoB Kutasn, Kopeu, TanBaHsa. Ho paxe ecnu
He y4YuTbIBaTb «pPbIHOYHOE» BNnsHUe A3nu Ha EBpony n AMepuky,
Ha NOACO3HaTeNIbHOM, KYJbTYPHO-3CTETMYECKOM YpOBHE BOCTOK
okasbiBaeTcs 6amxe K Ham, 4eM Mbl AymaeM. Het nu B3ammocBA3n
MCKOHHO PYCCKOro «aBOCb» C TEM, Kak (punocodbl «nsbiav no
TEYEHNI0» B CTPEMNEHNU K 4ao?

Mutep Munnep, Xucako Ko6asicu n PomaH Kamews — tpn
XYAO0XXHUKA, XXN3Hb KOTOPbIX TECHO cBsi3aHa ¢ BocTokom, n ux
BOCNpuATUe B3anmosBnusHuin Boctoka n 3anaga 0CO3HaHHO.
0ns HUX BOCTOYHAA KynbTypa OCHOBHOW 3fIEMEHT B Lienu,
BaxHenwas monekyna f1IHK ux tBopyectea. O4eHb MHOIrne
XyAOXXHUKN XX BeKa 6binu yBrieveHbl TPagUuLNOHHbIM AMOHCKNM
MCKYCCTBOM, OQHaKO japonisme Bcerga obin nuwb HanpaBneHuemMm,
«Ha[CTPONKOMN», BEAHMEM, TaK XKEe KakK N eBpOonencKkas >XuBonmcb
B AinoHnum (era), no cyTtu, poxkgana NCKYCCTBO C EBPOMNENCKUM
A3bIKOM M AMOHCKUM aKLUEHTOM. A3blK U CTUIINCTUKA XYO,0>XXHUKOB
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BbICTaBKU «A3ns Be3ge» — 3710 cnnas Boctoka u 3anapa, ato
cnepylouiee NoKoseHne nocne Mmetucauumm, UCKyCccTBo-6unmHrea.
B KOHe4YHOM cyeTe Mbl NpegnaraemMm 3puTeNio CaMoCTOATENIbHO
HaNTN TOYKN CONPUKOCHOBEHNS — MeXAay pabotamu n obpasamu,
naesamn u usetamu. BoictaBka «A3us Be3sfe» UHTPOBEPTHas, co3ep-
uaresibHas, NO3BONAOLW AN 3arfsHyTb B Ny6uMHY CBOen ayLluun, Kak
N BCE BOCTOYHOE UCKYCCTBO.
Mbi roBopum «A3us Be3ge». Ho aTo He yTBepXXaeHune. 910
o4YapoBaHue.
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Diana Farmakovsky

State Museum of Oriental Art, Moscow
exhibition curator

Asia Everywhere’ is an exhibition initiated by three artists with

a variety of geopolitical backgrounds, all eventually converging

on Asia. Peter Miller is one of the few photogravure artists in the
world; he was born and raised in Pennsylvania, USA, and has been
living in the old city of Kamakura in Japan for more than 30 years.
Japanese-born artist Hisako Kobayashi moved to the United States
in her youth and studied at the prestigious Pratt Institute in New
York City. Roman Kames was born in Prague, then Czechoslovokia,
now lives in Paris, and visits Ladakh every year where he organized
an art school. Ladakh, located between the Kunlun Mountains
north of India and the Great Himalayas to the south, guides both
his artwork and his outlook on life.

The three artists’ work in different media toward strikingly
similar aesthetic ends. Peter Miller’s photogravures are small and
intimate in format, monochrome, with amazing detail that can be
taken in at a glance, yet invites further contemplation. The atmos-
phere reminds us of early Japanese films and photography of the
Meiji and Taisho periods. All stages between the initial photo and
the photogravure etching are made by hand.

Hisako Kobayashi’s paintings are delicate in color, deep and
full of sensitivity. Her abstract art is closely tied with nature and
cosmos, as if encompassing invisible energetic forces. The titles of
her paintings suggest imaginary conversations among the animistic
forces that populate her paintings.

Roman Kames is a master of geometrical and color abstrac-
tion. He uses tempera paint to create vivid and solid images on
canvas and textured translucent images on illuminated Himalayan
paper which is handcrafted in Nepal from precious wood of the
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Diana Farmakovsky, exhibition curator

Himalayan forests. The images on Roman’s paintings are three-di-
mensional and distinctively shaped — the Sun, the Moon, the
mountains, monsoons and

drift-sands — however, with free brush strokes they become
illusionary as if seen through a shimmering layer of heat.

In preparing ‘Asia Everywhere’ at the State Museum of Oriental
Art, Moscow, Russia, one of our main missions was to anticipate
what exact meaning would emerge when the works of such
diverse artists were placed on display in the Museum galleries. The
Museum is located in a 19th-century residency of the noble Lunin
family — the spaces are not just featureless white walls. Every time
the Museum hosts a fine art exhibition, the interior enters into a
dialogue with the artwork. Adapting the classical Gilardi-designed
Lunin House galleries to Oriental art inevitably raises design issues
involving East-West relations. With this exhibit, we asked: How
would the modern paintings of Hisako Kobayashi, demanding
almost transparent ‘framing’ by white weightless walls, look in
the empire-style galleries? How would Roman Kames’ Himalayan
paper paintings — light, almost ephemeral and luminous — migrate
from the Indian wooden house that seems their ‘natural habitat’?

Peter Miller was the one to suggest the title ‘Asia Everywhere’
for this exhibit. We refer to Asia as a vast region with distinctive
cultures, as diverse as the creative language of the three artists in
the exhibition. Yet all cultures experience a complex interweaving
of spiritual and religious practices.

Asia is literally everywhere: in household appliances, in our
cars, in our deepest interests — film, animation, literature; in our
travel passports finally, as Asia has become one of the main des-
tinations for travelers from Russia during the past 15 years. Not to
mention that at least half of the huge territory of Russia is located
in Asia.

Eastern influences often pass unnoticed. To take a seemingly
trivial example, most of my Western friends and colleagues were
amazed to know that in the eastern territory of Russian Federation,
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right-hand-drive cars are as widespread as left-hand-drive cars. A
majority of fashionable European brands produce their clothes in
China and South-East Asia. All of our smartphones and gadgets
come from China, Korea and Taiwan — these countries provide us
with the main means of connection in a contemporary world. Aside
from market influences, subliminally, Oriental cultural and aesthetic
influences are more pervasive than we are usually aware. A tradi-
tional Russian approach to things — by guess and by God — might
had Taoist origins.

For many of the Western artists fascinated by Japanese art
during the late 19th and early 20th centuries, japonisme was merely
a superficial decorative patina applied to European art. The styles
and language created by the ‘Asia Everywhere’ artists Peter Miller,
Hisako Kobayashi, and Roman Kames grow directly from their lives
which are closely connected with the East. They absorb Oriental
influences as part of their daily experience. For them, Oriental
culture is the primary element in the scheme, the most important
DNA molecule of their art.

We invite viewers to find in ‘Asia Everywhere’ their own corre-
spondences — between works of art and images, ideas and colors.
‘Asia Everywhere’ evokes contemplation and opens the door to
one’s inner self, as Oriental art always does.

We don’t say “Asia is everywhere” with affirmation. We say it
with amazement.
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Mutep Munnep
O NMOHATUN «A3nNA Be3ne»

Co BpemeH nepBoro nytewectsna Mapko Nono Ha BocTok xutenn
EBponbl 6b111 o4apoBaHbl A3nen — ee CTPaHHbIMU 0Obl4asIMK,
npuBneKartesibHbIMN XXEHLUHaMK, CNeLnaMin, IBENIMPHbIMKN YKpa-
LUEHMSAMUN, KONIOPUTOM, 6a3apamMm, Ha KOTOPbIX MOXXHO Obl1I0 HANTKN
BCE AVKOBUHHbIE BELLN MUPA; ee KapaBaH-capasmMn, BO3MBLLUNMN
LWenK, ee rpo3HbiMN BOUHAMWN, HEU3MEHHOCTbIO €€ AOXPUCTUAHCKNX
PENUIrMn — 3TOT CNNCOK MOXXHO Npoaos/mKartb 6eCKOHEYHOo. A3ns
[OCTOMNHA Toro, 4Tobbl UccnenoBaTb €€ BCO XXU3Hb, U MHOINE
oThann XXN3Hb UMEHHO 3TOMY.

B uncne nepsbix 66111 MUCCUOHEPLI®!, 3aTeM npuesxann
TOProBUbl, UCCnepgoBaTenu n npasutenn EBponbl, Xxaxaywme
paclwmpuTb CBOM BnageHnsa Ha BocTtok. BputaHckum v ronnaHg-
CKUM KamnaHusiMm B BocTo4Hyto IHauO OTKpbIBaNnCb HECMETHbIE
6oraTcTBa 9TOro pernoHa, NcKyluarowme aK3oTukon. C Ha4anom
KOJIOHNAJNIbHOW MOJSINTUKN JIEMMOHbI U3rHAHHMKOB Haxogunu B Asun
BTOPOW [OM, KOTOPbI CO BPEMEHEM CTAHOBUJICA NX OCHOBHbIM
npuctaHuwem. Cpeaun HUX OblIn CbiHbl GPUTAHCKOW 3/INTbI, 3aHU-
MaBLLME NMOCTbl KOJIOHMANbHbIX YNpaBieHUeB, NONynapn3aTopbl po-
MaHoB Moama u KunnuHra, ¢ nerkoctbtio BOCNPUHABLLUNE a3uaTCKui
ob6pas XXn3Hn (Hem Nnogseprann B LUOK CBOMX aHIIMNCKUX KYy3€HOB,
KOTOpPbI€ CHMTaNN UX NOTEPSAHHbBIMU AyLiaMn, yNnoaoomuBLLMMUCS
Ty3emuam).

BuktopmnaHckunin nepuop, cosnasLwumin ¢ anoxon Mangsu (ce-
pennHa — KoHew XIX Beka un paHHun XX Bek), 3HameHoBan cobom
NPUTOK NyTELWECTBEHHNKOB U3 3anagHbiX CTpaH, NpecsenoBaBLUNX

001 Michael Cooper, They Came to Japan (Berkeley: University of California Press,
1965).
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apyrue, npoTuBononoxXHole uenn. OHn B onpegeneHHoM poae 6bin
MUCCUOHEPaMn Ha06opPOT, YeprnaBLLNMN BOCTOYHYIO MyApPOCTb,
VLYLLMMKN NPOCBETNIEHNSA, U NepPBbie NyTELeCTBEHHNKN B SAINOHMIO
nocne okKoH4yaHus nsonsauyum B 1853 rogy 6bin B X Yncne.

910 6bIM BblgaoLwWwmecs Boixogubl n3 boctoHa B CLLIA — obpa-
30BaHHble nogun (pHecT PeHoNo3a), apxXeonorn-KoNneKLMoHepbl
(9pBapa Mopse), sHatoku-konnekunoHepsbl (Ctypruc burenoy),
ncropuku (Ffrenpu Agamc), xypoxxHukn (I>xkoH Jla ®apx), uccne-
posartenu (MepcuBanb Jloyann), nanoMHMKN, Nto603HaTENbHbIE
NMyTEeLEeCTBEHHUKU, MOKJIOHHNKN 3K30TUKI (BbIXOLEL, U3 HN30B
Jlachkagno XupH, KOTopbln cTan B ANOHUN NOYNTAEMbIM C3HCIEM).
OHu nponoxXxunn nyTb B ANOHUIO N CTPaHbl A3un gNs NOKONEHNI
nocneposaTtenen. Eue egBa noacTynme K BOJamM SANOHCKOro
apxunenara, OHM pucoBanu B BOOOpaxxeHun Mnn4eckyro AnoHuto.
Tak coBpeMEHHNKUN NpuykKpacunu n 6e3 Toro Kpenkyo Bepy cammx
SANOHLUEB O CBOEN HaUVOHAaIbHOW NCKITIOYNTENIbHOCTN.

Cpepnun 60CTOHLEB 3p€eNo HeOBOJIbCTBO MEPKAHTUIIbHOMN
AMepPUKON BPEMEH MOCe rpaXXg4aHCKON BOWHbI, U X HEraTUBHOE
npeacTasfieHne O poAuHE NOSKPENMISAN0 NO3UTUBHOE BOCNPUATUE
Boctoka. He cny4ainHo TpaHcueHgeHTannam Hoson AHrnun, 3a-
MKHYTOCTb, MPEKJIOHEHNE rnepen Npupoaon 6biin Tak CBOMCTBEHHDI
AnoHuam. K atum Kadyectsam Jo6aBnsnnucb n gpyrue SBneHusl,
LOCTOWNHbIE BOCXULLEHUS: NPUBNEKATESIbHbIE XXEHLUWHbI, U3bICKaH-
HOEe MacTepCTBO B peMecnax, npeaaHHble BOUHbI, MPO30piMBas
KpaTKOCTb B BbICKa3blBaHUSIX, BOCXUTUTENIbHAsA 3aropofHas XXN3Hb,
noYTeHue Tpaguunn, paseutoe 4yBCTBO TakTa. o npnbbituio
nyTeweCTBEHHMUKN UCKanun aptedakTbl, COOTBETCTBYIOLLME UX MO-
HUMaHuo 0 BocToke, n Takum o6pasomM BO3HUKAN XXNBOW IKCMOPT,
YAOBNETBOPAIOLWMIA NOTPEOHOCTL B «BOCTOYHOM>.

MucTtndeckuin Boctok — AnoHus B 0CO6eHHOCTN — Bbin
TONIbKO paf NpeBpaTuTbCsl B OCHOBHOIO 3KCNopTepa KyJbTYPHbIX
LeHHoCcTeN. Kak ToNbKO ANOHLbI y3Hanu o cnpoce, OHM noctapa-
nucb obecne4vnTb NpepnoXxeHmne. B ocobeHHOCTM Nocne Toro, Kak
«4yepHble Kopabnu» npubbinn K 6eperam AnoHum B 1853 r.: HEO6XO-
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OVMMOCTb pa3BuBaThb OPY>XECKME OTHOLLUEHUSA C npegnonaraeMbiMun
3anagHbIMU MrepuanucTamm ctana oyeBmngHa — XoTs O6bl OO Tex
nop, noka AnoHusi byaeT B COCTOSHUN OTCTanBaTb CBOU MHTEPECHI.
C cepepguHbl XIX Beka AnoHusi nponseena HeBEPOATHOE Konn4ye-
CTBO rpaBtopbl Ha 3KcnopT. N3o6paXkeHnss KypTusaHoK, HapOAHbIX
cueH cbopa ypoxKas Ha 30/10TbIX PUCOBbIX MOMSAX, CeNbCKNe BUABI,
yCTpallalLwmne MOHCTPbI, OPaKOHbl, MOPCKNE CLEHbl, POCKOLLHbIE
XpamMbl — BCH 3Ta pasHoobpa3Has 3K30TMKa nogorpesasna uHTepec
K HeO6bIMHOMN ANoHUK. 3TN n3obpaxxeHnsa 6biMn HA BbIMbIC/IOM, HU
peanbHOCTbIO. PaHTa3nm, Kak u CHbl, [OJDKHbI HA YTO-TO ONMpaTb-
cs. paBlopbl TEKNN pekon N3 AnoHun, ocefasi B KXA0OM My3ee
EBponbl u AMepuku. [1n MHOMMX KONJEKLMNOHEPOB «AMNOHCKOEe
WUCKYCCTBO» O3Hayaso Ni1Llb rpaBlopy, Kak 6yaTo HU4Yero opyroro
He cyuwlecTBoBano. AnoHuam 3axeatun Becb Ctapbii n HoBbin Ceer,
a UCKYCCTBO YKNE-3 1 B HalWe BPeMSA COXpPaHseT nepBoHavyasibHOe
o4vapoBaHue. lNMNpocToTa n OpUrMHaNbHOCTb 3TUX FPaBIOP OKasann
BnnsHne Ha MoHe, Ce3aHHa, Yuctnepa®?, ®paHka Jinonga Panta
n MHormx ppyrux. NMoka 3anapg, 6bia NOMMOLWEH KYyNbTOM NMPOU3BOA-
CTBa, MexaHn3auum n Npon3BoaNTENIbHOCTU, SiNOHUA BOCXBansna
3CTETUKY Babu-cabu n achemepHocCTb bbITNA. Hanbonee novunta-
eMblii nponoBegHuK AnoHckoro Okakypa Kakyaso®® nonoxuncs
Ha NpMBbIYKY OOCTOHLEB K YaenuTuio N Nonynspu3oBasn TAHOK —
ANOHCKY0 YalHyo LepeMoHunto. Ero BnnaHmne pacnpocTpaHnnoch
LUMPOKO HAa COBPEMEHHOE 0O0LLECTBO, B TOM YUCIIE HA KOJIJIEKLMO-
Hepa N3abenny CtioapT MpgHep, B Ybel CKPOMHOW KOMMNaHUN OH
BEpPLIN BENUKNE Aena.

Bepa B Muctunyeckunin Boctok Bobkusana rnog naBneHmem
paso4vapoBaHuns, gaxxe camoro xecTtkoro. lNyTtewecTtemne no AnoHun
anoxn Mangsu ¢ ee anngeMusamMmn xonepsbl, TanyHamm, 310BOHHbIMU

002 Yuctnep [xerimc 96601 Mak-Helin (1834-1904) — aHrno-amepukaHCKuin Xygox-
HUK. — lpum. rep.

003 «KHnura yas» Okakypbl Kakyaso, BnepBble nsgaHHas B 1906 rogy, ctana ogHUM 13
KJTHOYEBBIX TPYLOB B MNOMYNSpU3aLn YanHom LLepeMoHM Kak obpasa »n3Hu.
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NaxoTHbIMU MOAAMUN, LWYMHbIMW KynaJibLnKamMn B rOCTEBbIX AOMaX
M HEBbIHOCUMMO 3aMbIC/IOBaTbIM 3TUKETOM 6€3 KOHLa NCNbITbiBAN
TepneHue leHpu Agamca, Ho 3aTO He CNOMUAN ero apyra-xXypox-
Huka [xoHa J1la ®apxka, KoTopbin 6€3 ycTanu Wtyauposan o4apo-
BaTesibHble fiepeBeHCKMe nensaxun. Kak Tonbko fAinoHna Hakonuna
CUN Ha MOAEpPHM3aUnIo, faXe camble sipble CTOPOHHUKN ee 6oraTtoro
NPOLWIOro N TPAAUUNOHHON KyJbTYPbl MOBEPHYINCb B CTOPOHY
nporpecca. B koHue XIX — Havane XX BB. CTaso o4eBUOHO, YTO
rpsgywee KpyweHne SAnoHCKoOn MMNEPUN yXXe Hesb3S ObI10 HU
NPUHMUMAaTb, HXU oTpuuaTb. 1 TeM He MeHee 3TO 6oraToe nNpoLuioe
ANOHUKM BbDKUIIO B MeXax UHAyCcTpuannsauum, MunmtTapusagmm

N gaxke KpoBaBoro pexmnma Broponn MupoBon BOWHbI.

Hackonbko TAHYNNCb K YalHbIM LLlEPEMOHUAM N UCKYCCTBY
nkebaHbl NPMUBEPIXXEHLbI CUJIbl MHb, CTOJIb XXE XKaXKaanun npuKIto-
YeHu apenTbl cuibl AH. «My>KeCTBEHHbI BcagHuK»** Teogop
Py3BenbT yunncsa BOCTOYHbIM 60€BbIM UCKyCCTBaM (C noga4m
Crypruca burenoy). «<bonblwas nrpa»°° B LieHTpanbHon A3nn
npuenekana Tex, KoMy He Tepnenocb UCMbITaTb CBOK CMENOCTb
B CaMOW Hegpy>XentobHOoN TeppuTopuin nNiaaHeTbl — Ha HEMNOO0POL-
HOM 1 HeuccnepoBaHHOM MMMananckom NIOCKOropbe U Ha rOPHbIX
poporax. ckatenn npuknio4eHnin n NnyTewecTBEHHUKN B HaUNo-
HanbHbIX oAeXAax NpoKnaabiBanu nyTb ONA NELNX BOUCK B HENPO-
XOAuMbIe panoHbl. B Te4eHne ctonetmsi OHM BOEBAIN C KOPEHHbIMMN
naemMeHamu n gpyr ¢ opyrom — 3a KOposisi U MOHapXuio unn 3a
Laps U 0Te4eCTBO, Kak Obl1o B cnyyae NPOTUBOCTOSIHUSA MEXAY
Bennko6putaHuen n Poccuen, — v aMupbl U XaHbl HaTPaBIMBaNn
OBe uMnepuu apyr Ha gpyra, NOHMMas, YTo TOSIbKO Tak OHU MOryT

004 «My>kecTBeHHble BcagHuKku» (aHrn. Rough Riders) — HasBaHue nepBoro otpsiga
nobposonbHon kaBanepumn CLLIA, 3amecTutenemMm KoMaHOyOLLEro NoIKOM KOTOPO-
ro 6bin Teopop PysBenst, Biocneactsum 26-in npeaungeHt CLLA.

005 «Bonblas nrpa», gpyroe HasBaHne — «TypPHUPbI TEHEN», — reonoaNTUYECKOe
conepHNYecTBO Mexay bputaHckom n Poccuninckom nmMnepmsamm 3a rocnofgcTaso
B KO>xHOM 1 LieHTpanbHon A3nn, HavaBLleecst ¢ 6uTebl Npu AcnaHgy3se (1812).
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yaep>katb He3aBUCUMOCTb. «bonblunm npnsom» B «bonbion urpe»
6bina UHpus, xemyy>xnHa Boctoka, sipyanumnim 6pnaimaHT KOPOHbI
Koponesbl Buktopuun. Poccunckne Bomcka npoasuranauch Yepes
lepar, Xanbepckun nepesan, lrmnrut, Yutpan, no 6e3bIMAHHOMY
nyTv Yyepes Namup, ncnbiTbiBasa Bbiaep>XKy JlIoHaoHa n KanbkKyTTbl.
Kak 6bl TO HM 6bIn0, MHAUKM yaanocb ctaTtb HE3aBUCUMbIM rocyaap-
ctBoM. B LleHTpanbHom A3un u cenyvac pasbirpboiBaetca «bonbLias
urpa», Ho nop, Apyrum obnmybem, n AMepuka yHacnegosasna posb
Bennko6putaHun, B TO BPEMSA Kak MECTHOE HaceneHne NpoposKaeT
HaTpaBAMBaTb MMMNEPUANTCTUHECKYIO CUJTY MPOTMB CaMOWn Xe cebs.
KopHU BOCTOYHbIX BAMAHUN Gblnin CBA3aHbl C TOBApPHbIM O6Me-
HOM, BOWHON, MUrpauuen n nytewwectesnamu. Cenyac xxe BnusiHme
A3nmn Ha 3anagHbIX NK0Aen OFPOMHO N NMPOHUKAET K HaM Yepes
ANEKTPOHUKY, MOAY, MY bTUIbMbI, KYXHIO U MUHUMaNNCTUYECKYIO
apxutektypy. C nageHmemM aHTUKBapHOW YMCTOTbl a3NaTCKoro
MCKYCCTBa U HEBO3MOXXHOCTbIO 3arosiHeHUs1 3TOro npobena 3anag-
HbIMW MOAENAMU ITOT «MUCTUYECKUI BOCTOK», BMOSTHE BO3MOXXHO,
n3obpeTteT cam cebsi N0 BTOPOMY KPYry B JINLE TEX XYA0XXHNKOB
n 3putenen, ona KOTOpbIX TPaauuum asnaTckoro NCKyccTtea — He-
YTO €CTECTBEHHOE U MOHATHOE.
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From the time of Marco Polo’s first journey to the Orient, Europeans
have been fascinated with Asia — its strange customs, its alluring
women, its spices and jewels and colors, its markets where
everything could be had for a price, its vast expanse traversed by
caravansaries buying or selling silk, its fearsome warriors, the per-
sistence of its pre-Christian animist religions — the list is endless.
One could explore Asia for a lifetime, and many have done just that.

Missionaries were among the first®!, followed by traders,
explorers, and the advance guard of European sovereigns seeking
to extend their political domains. The British and Dutch East India
Companies sought the riches of the Orient, one of the products of
this search being the lure of the exotic. As imperial colonies were
established, legions of outcasts found a second home in Asia
which over time became their first home. Such were the younger
sons of the British elite who became colonial administrators,
populating the stories of Maugham and Kipling, with their easy
acceptance of Asian ways shocking their metropolitan cousins,
who wrote them off as having ‘gone native’. The quaintness of the
phrase reveals its irrelevance today.

The Victorian / Meiji period (mid- to late-19th century and
early 20th-century) saw an influx of Western visitors different from
their antecedents. They were, in a way, missionaries in reverse.
Soon after the forcible ending of Japan’s isolation in 1853, there
arrived in Japan a cohort of visitors less interested in bringing
Christianity than in seeking enlightenment via Oriental Wisdom.

001 Michael Cooper, They Came to Japan (Berkeley: University of California Press,
1965).
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These prominent Bostonians comprised literati (Ernest Fenollosa),
archaeologist-collectors (Edward Morse), connoisseur-collectors
(Sturgis Bigelow), historians (Henry Adams), artists (John La Farge),
explorers (Percival Lowell), enlightenment-seekers, curiosity-seek-
ers, and aficionados of the exotic (the erstwhile low-life Lafcadio
Hearn, who rose from nowhere to become an honored sensei in
Japan).®2 They forged the template for all who later found their
way to Japan and Asia. Even before reaching Japan’s shores,
their fertile imaginations conjured a semi-mythological Japan. The
modern Western enchantment with Japan then embellished the
Japanese home-grown myths of national identity.

The Bostonians’ dissatisfaction with the post-Civil War mon-
ey-grubbing America of their day supplied the negative image from
which their positive notions of the Orient were fashioned. It was no
coincidence that New England-style transcendentalism, restraint,
and nature-worship were attributed to the Japanese. To these
admirable qualities others were added: alluring women, exquisite
craftsmanship, disciplined warriors, oracular brevity, charming
village life, respect for tradition, and quiet savoir-faire. Upon arrival,
the visitors sought out artifacts corresponding to their notions of
the Orient, thus launching the lively export trade that grew up to
satisfy this demand.

The Mysterious East, especially Japan, was only too happy
to oblige, making itself into a major exporter of exotic cultural
artifacts. Once the Japanese learned what was expected, they
lost no time in producing it. To the Oriental tendency of providing
whatever it was that was sought-after, was added, especially after
the ‘Black Ships’ had arrived in 1853, the necessity of cultivating
friendly relations with would-be Western imperialists until Japan
might be better able to defend itself. From the mid-19th-century
onward, Japan produced a prodigious number of woodblock prints

002 Christopher Benfey, The Great Wave (New York: Random House, 2004).
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for export. These pictures of courtesans, simple country-folk tilling
idyllic golden fields of rice set in green landscapes, rural villages,
ghoulish monsters, dragons, animated seascapes, colorful temples
and shrines, and numerous other exotica catered to the Western
desire for contact with exotic Japan. The land conjured by these
images was neither wholly imaginary nor quite real: Fantasies, like
dreams, must have some basis in fact to carry conviction. These
woodblock prints poured out of Japan unceasingly, finding their
way into every museum in Europe and America. For many public
and private collectors, ‘Japanese art’ means woodblock prints, as
if nothing else existed. Ukiyo-e today retain much of their original
fascination, as waves of Japonisme sweep over the lands to which
they were first exported. The simplicity and novel perspectives of
these charming prints influenced Monet, Cezanne, Whistler, Frank
Lloyd Wright, and many others. Where the West was driven by

the cult of efficiency and machinery, Japan in their view revered
wabi/sabi and the softer virtues. Their favorite sensei, Okakura
Kakuzo®3, hit upon the idea of using the Bostonians’ love of tea to
popularize cha-no-yu. It, and he, worked their charms largely on
women like Isabella Steward Gardner (of Museum fame), in whose
polite society he cut a broad swath.

The narrative of the Mysterious East survived every disap-
pointment that the facts on the ground could throw at it. The rigors
of travel in Meiji Japan, dodging cholera epidemics, typhoons,
foul-smelling agricultural fields, noisy bathers at an inn, and exces-
sively elaborate etiquette, tried Henry Adams’ patience no end, yet
did not discourage his artist-friend John LaFarge from training his
eye on charming village scenes. As Japan’s intense drive to mod-
ernize gathered momentum, though, even aficionados of traditional
Japanese virtues found it hard to direct their gaze exclusively on
the past. Around the turn of the 20th-century, they realized their

003 Okakura’s The Book of Tea (New York: Kodansha International, 1989), originally
published in 1906, did much to popularize tea ceremony as a way of life.
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time was up — they could neither live with nor deny what they saw
as Japan’s ruin. Yet the narrative survived Japan’s industrialization,
militarization, and even the deadly conflict of World War II.

As much as tea parties and flower-arranging appealed to those
favoring the yin virtues, the complementary yang virtues of adven-
ture attracted others. No less a Rough Rider than Teddy Roosevelt
practiced Oriental martial arts (spurred on by Sturgis Bigelow). The
‘Great Game’ in Central Asia®* attracted those who were anxious
to test their mettle against some of the most inhospitable terrain
on the planet — the barren unexplored Himalayan plateau and
mountain passes. Explorers and soldiers-of-fortune dressed in
native garb mapped these seemingly impenetrable regions, paving
the way for the hardly more regular troops to follow. For a century
they fought native tribes and each other for King and Country, or
Czar and Country — for this was a contest between Britain and
Russia, two empires which the emirs and khans did their best to
play off against one another, knowing this was the only way the
latter could keep their independence. The great prize of the ‘Great
Game’ was India, the pearl of the Orient, and the brightest star in
Queen Victoria’s crown. With every advance of the Czar’s forces
toward Herat, the Khyber Pass, Gilgit, Chitral, or the unnamed route
through the Pamirs, London and Calcutta trembled, yet held the
high ground until it was time for India itself to become independent.
The ‘Great Game’ is still being played out in Central Asia today,
under a different guise, with America inheriting the British role,
and local tribes still jockeying for position by playing the imperial
powers off against each other.

Through the enormously varied cultural interchanges wrought
by trade, war, migration, and travel; from sleek consumer elec-
tronics and fashion models, to manga, cuisine, and minimalist
architecture, Asian influences now permeate the lives of Western-

004 Peter Hopkirk, The Great Game (London: John Murray, 1990).
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ers without their ever leaving home. With the declining salience of
antiquarian purity in Asian art, and the inability of contemporary
Western models to fill the gap, the ‘mysterious East’ will likely
re-invent itself again, in the hands of those artists and viewers for
whom Asian traditions are second nature.
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Mapwu lNappa Anepo

Xyno>XeCTBEHHbI KPUTUK, XXYPHAJTUCT, aBTOP M NepeBoa4vMK C AMOHCKOro Ha
hpaHLy3CK1IA N UCMAHCKUIA NCCReqoBaHnin Mo NCTOPUN U TEOPUM UCKYCCTBA

Cnepnys no nytu
BBepgeHue

O6LWHOCTb MbILWIEHUSA, eOUHasN rpynnoBas 3Tuka o6 beguHSAT
PomaHna Kamewa, Xucako Ko6asicu n Nurtepa Munnepa, paboTbl
KOTOpPbIX NpeacTaBneHbl Ha BbicTaBke B flocyaapcTBEHHOM My3ee
BocTtoka B Mockse.

B Halwle Bpems KynbTypa YenoBevecTBa YyBCTBYeT cebs noa
yrpo3oun. Hanbonee ganbHOBUAHbIE N3 HAC CTPEMSATCA 3aWNTUTb
ee npu nomowwm nckyccrea. Tak, Nurep Munnep HaxoguT MygpocCTb
B pa3mepeHHocTu; PomaH Kamelwl nponoBeayeT no3HaHUE HOBOIO,
HaNOEHHOro B eWe He TPOHYTbIX TEXHUYECKUM MPOrpeccom u raa-
XKETOMaHMEN yrosikax niaaHeTbl; TBOPYECKUIA NOAX0A B eAUHEHNN
C Npupofon otnn4aet xumeonucb Xucako Kobasicu. MNpepcrasnetH-
Hble 30eCb XyAOXKHUKN NPETBOPUIN 3TN LLEHHOCTU B UCKYCCTBO
>KU3HN.

Wpes pacnpegeneHns XXKN3HEHHO HEOBXOAUMBbIX KYJbTYPHbIX
onar gns Bcero o6uiectea — 3TO TO MUPOBOCINPUATHE, KOTOPbIM
OHUN OEeNATCS CO 3pUTENEM B MOMbITKE HAUTU «MPOCTPAHCTBO 0bLen
rapmoHumn». Kak HapacTuTb 9TO NMPOCTPaHCTBO, ybepeyb ero un no-
OEenUTbCA UM C gpyrummn?

He yausuteneH nn ToT hakT, YTO HOBblE TEXHONOMU, OTKPbIB-
e Ham 6e3rpaHn4Hoe obLUeHMe, Tak N HE PasBUIN B HaC B3anM-
HYIO TONIEPAHTHOCTb ApYr K apyry? Bnpoyem, passe nsobpereHune
KHMrone4artaHusi NoJIOXKMU0 KOHeL, BapBapCTBY 1 BOMHaM? XyOo0X-
HUKN TEPNENNBO yKa3biBalOT HAM MyTb K JINHHOMY YMUPOTBOPEHNIO
1 BCeobLemy Mupy.



24 Mapwu Nappa Aneno, Xyao>XeCTBEHHbIN KPUTUK

OHu BCTynaloT B NPOCTPAHCTBO BOOGpakeHusi, Heobxogmmoe
KaxkgoMy OJ18 pocTa 1 pas3BuTus, npurnawias sputenien Kak
NonyTYMKOB 1N BOJILLEOHMKOB, co3aaTesniel 3Toro Boobpaxaemoro
NPOCTPaHCTBA. DTO XXe BONWEO6CTBO MaHUT HAC B TEMHbIE 3albl
KWHOTEaTpOB 1 TeaTpoB, 3aCTaBNsET YEOUHATbLCSA ANsl YTEHUA U ne-
pPEBOAOB BENMNKUX POMAHOB U CTUXOTBOPEHUn. OHO Xe npuraywaet
CBET B KOHLIEPTHbIX 3aax, U3-3a Hero Mbl yCTpamBaem BbICTaBKW,
pasBeluMBas Ha CTeHax KapTuHbl. BonwebcTBO nepepaet no Mupy
NMeCHUN 13 YCT B YCTa, COXPAHAS NX XXU3HEHHYIO SHEPruio.

daHTa3us, 3TOT yAUBUTENbHbIN NPo6neck 6ecco3HaTeNbHOro,
pacKpbIiBaeT CuJibl, NPOTUBOCTOSLME OUKOCTU, XKECTOKOCTN, 6e3-
HPaBCTBEHHOCTN Hepa3peLIMMbIX KOH(INKTOB.

OTO NPOCTPAHCTBO OTKPbITO CEroAHSA TPEMA XYA0XKHUKaAMN —
npexae Bcero nioabmMn, KOTopble, NOA0OHO KATAUCKUM cTapuam,
n3bpann B CMUPEHNN €OUHCTBEHHDIN MyTb K CMACEHMUIO YenoBe-
yecTtBa. Cnenys no nyTu K HEMy, Mbl OOHapy>XMBaemM yBepPEeHHOCTb
B MUPOTBOPYECKOW cuiie uckyccrea. ickyccTBo paspeluaet
KOH(MKTbI, NpegBoCcxXulasl nx u npeayaras nytm nx nsbexarb.

B 3anbl locyaapcteBeHHOro myses Boctoka Hac npurnawatoT
TPU XyA0>XXHUKA, KOTOPbIe NEepPeKpounm cBoe BUgeHne Mmpa B Hapy-
LUEHME NPUBbLIYHOIO COCTOAHMA @aHOHUMHOCTU. TOro HEO6 bACHUMO-
ro 6e3y4yacTusi, KOTOpO€e BO3HUKAET MeXAy NIOAbMMU 32 COCEAHUM
CTOJINKOM B PECTOPAHE, Nn MexXny BoAUTENS MU COCEAHMX MaLUVH
B NPO6Ke, unn mexxay nokynaTtesnsimm B CyrnepmMapkeTe, Ybn NyTu
BHe3arHo nepecekarTCs.

Mbi 6narogapum Mysein BocToka 3a BO3MOXHOCTb cobpaTb
3TUX XyAOXXHNKOB BMECTE, HE U3 BEXJIMBOCTU U NMPUNNYMS, HO C NO-
HMMaHMEM, 4YTO 3Ta BO3MOXXHOCTb OTKpbIBaeT 6eCLEeHHOe, XX1BOE,
He3aMeHMMOE NPOCTPaHCTBO BOOOpaxxeHna — 1o, bnaropaps
KOTOPOMY Mbl Y4NMMCS, HECMOTPS Ha HaluKn pasnunyus, 6bITb BHAMA-
TeNbHbIMW MO OTHOLUEHMIO APYr K ApPYry.
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1. OT4yy>XpeHue, KonebaHue, pacTsXkeHune
PomaH Kamelu. Habnopasa 3a Heb6om

Ha kpato Heba

Y10 MOXeT ObITb bonee ectecCTBeHHbIM, YeM HabnogaTb 3a He6om?

dopma n uBeT 06nakoB onpefensieT Hawe Bneyar/ieHne oT 3a-
ropogHbix naHpwadToB, a HaWW NPUBLIYKA, TECHO NEepPEnsieTeHHble
MeXXay Co601, OTpaKaloT Halin OTHOLUEHNA K cpefe, B KOTOPOM Mbl
HaxoguMmcsl.

O6naka, okpaiwumsaroLwme Hebo, HUcnagaruee ¢ TeMHOro Heba
CUsiHME NyHbl — N3[PEBNe OT 3TUX CUJ1 3aBUCEN ypoXKal. ITa Ymn-
CTOTa N OCBELLEHHOCTb BIMSIET HA XKN3Hb BO BCEX €€ NPOSIBIEHUSIX.

Ectb nn 6onee ntob6onbITHbIN cNOCO6 NO3HaBaTb MUP, YEM
HabnopaTtb 3a HE6OM?

B npoctpaHcTBE U BpeMeHn 3Be34bl MOMOralT HaBuraymu,
MHOrga poxkgasi cambie cMmernbie goragkm o6 yctponcrTee mupa.

Y10 MOXeT ObITb 60Nnee BO3BbILLEHHbIM, YeM HabnogaTb 3a
Heb6om?

Mapsilwme MbiCn PoOXK[alTCsl B €r0 TAMHCTBEHHbIX MMyOunHax —
0 6n1aroroBeHnn N 0 CONPUKOCHOBEHUN C 6HOXXECTBEHHBIMU CUNTaMMU,
TEMU cuiaMun, KOTOpble HEKOTOPbIE HA3bIBalOT LYXOBHOW 3HEpPruen.

Ha6niogas 3a HE60M N MUPOM, MOKOALLUMMCS B KOCMUYECKOM
NPOCTPAHCTBE, UMMNPECCUOHNCTbI OCO3HaNN, YTO 3PEHNE ECTb HE
4YTO MHOE, KaK BocnpusaTne ceeta®’. Noneeka cnycTta’? actpoHOMUSA
OTKpbl/la HaM NPO3pa4YHOCTb 3eMHOM aTtMocdepbl 1 foKasana, 4YTo
YenoBeYeCKN rnas cnocobeH BOCMPUHUMATL TOIbKO YacCTb 3MeK-
TPOMAarHMUTHOroO CMeKTpa u BOJIHbI TOJIbKO ONPeAeNneHHON OJINHDI.

Hapenss nonotHa cBETOM, UMNPECCUOHNUCTbl — Bnarogaps
CNocobHOCTM YyBCTBOBaTb HEOO N BO3OYyX, OKpYy>KatoLWwmn Hac, —

001 Knopg MoHe «BnevatneHue. Bocxopsiee conHue», 1872 r. (3geck v ganee — rnpu-
medaHusi M. [Nappa Anego, eciv He yKa3aHo Apyroe).
002 Pab6otbl Tomaca KOHra (1773-1829).
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npegnoXunm HoOBOe BUAeHNE nensaxa, npopabarbiBasi 3/IEMEHTbI
BOAbl U CBeTa N fenas HaTypanucTUYeCKyto nepepady bonee rny-
6okou. B TO e BpeMA nccnenoBaHms B caMbiX pasHbIX 06nacTsax
HayKun, OT aKycTuyeckomn pusmkn go botoMmeTpumn, USMEHNIN HaLle
npeacTasfieHna 0 BUAUMOM MUpe.

«3aropogHbin naHpwadT» ncnapuncs, paBHO Kak U «npekpac-
Has pOMaHTMYeCcKas KapTUHKa», CTAaHOBACb NOMEM OJ1I1 HEBUANMbIX
rnasy BOJIH U CBETa, NPOCTUparLWmxcsi 6€CKOHEYHO CKBO3b ranak-
TUKW, CKBO3b NMPOCTPAHCTBO 6e3 ropn3oHTa, 6€3 opneHTMpoB, 6e3
KOHTypa.

B uBeTHbIX nonoTHax PomaHa Kamelua, paboTtaroLwero Takxe
n3parenieM N peaakTtopomM, sl BUXKY He «Nensax», Ho Lenoe Bnage-
HMe, B KOTOPOM OH XXMNBET U 3a KOTOPOE HECET OTBETCTBEHHOCTb, KaK
N KaXXObIN XXUTENb NNaHeTbl HECET OTBETCTBEHHOCTb 3a CBOO 3eMJIIO.

CtpaHa Heba, muconornyeckas, Heobutaemasi, KaXeTcs npo-
CTPaHCTBOM BOOOpa)keHusl, CTpaHoOn oNnsa AeTeun, [oCcTurias oTMeT-
Ku 3abseHus. MNMbep ®egnpa nuwert: «Urpa, kak mud, HUKorga He
TpaHcopMupyeTcsi, TOJIbKO eCnin He n3obpetaeT cebs 3aHOBO»%3

MpocTpaHcTBO M Bpemsa B pabotax PomaHa Kamewa — gpyra
N HaCcTaBHUKAa OeTeNn-XyOoXXHMUKOB B Jlagakxe — CTpyuTcs
n ncnapsietcs. OH nogxoauT K 9TON CTPaHe NaMATU Kak K MecTy
apXxeonorn4ecKnx packonok, Kotopasi COCTOMT U3 reHETUYECKUX
CJI0€B, CJIOXKEHHbIX B Yepene NoKosieHnn. 9To He6ECHbI MNP CHOB,
He 3HalLWM nNpegena HY B BbllWMHE 6enbix NOAKCOB, HU B rlybuHe
OKeaHa, H1 B 6e3rpaHnyYHOCTU raslakTuk. OTO CTpaHa, B KOTOPYIO
nyTewectByeT PomaH Kamelu, noxoxxas Ha Xumyan-lpagewu,
CTpaHa cambiX JanbHuUX yronkos BoobpaxeHusi. U ecnn 6enoro
LBeTa He CyLLEeCTBYET B NpMpoae, AJ1s XyAOXKHMKA OH YNCTbIN JINCT,
Ha KOTOPOM TOT XXe MU( BO3POXX[AAETCA CHOBA U CHOBA.

Y10 KacaeTcs 3epKasibHOro NPOCTPAHCTBA, TOro 6enoro akpa-
Ha, Ha KOTOPOE Mbl NPOEeLMpyeM Hawmn N306pa>KeHUs, Mbl MOXXEM

003 Tlbep Pepmpa «OTcyTcTBME». Absence, Paris, Gallimard, Col. Folio Essais, 1978.
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TONIbKO COCaTbCA HA BOCXUTUTENbHbIE TPyAbl Bepbl JInHraptosou
0 «MPOCTPaHCTBE 6€3 rpaHnL» U «PacCTOAHUSAX B OTHOLLEHUN
peannin»4

UcTuHa xyaoXxHUKa

Bo Bcex rpachmnyeckux nponsseneHnAxX HEKMN 3Hak, Hekasi hopma,
cB0o6ogHAA OT KOHTPOJISA, IOFMYECKOro v 3aMNMpUYeCcKoro, ymesno-
ro uam CTpaHHOro, 0CBO6OXAAaeT camblie rMyboKne OCHOBbI HALLEro
6ecco3HaTesNibHoro.

Daxe camas MUMoneTHasi MbiCNb U3 rMybuH NogCO3HaHUA,
HEeOCO3HaHHOEe OBXKeHne, npugatroulee gepeBy hbopmy gepesa, Ao
camon TLaTenbHON N CKpynyne3Ho npopaboTaHHOW KapTUHbI — Be-
OeT yenoBekKa K rnmybnHam ero rnofco3HaHns, K TOMy HEM3y4eHHOMY
HYTPY Hac caMux, B KOTOPbIX CYLLECTBYET KOCMUYECKas XXN3Hb
aTOMOB, U3 KOTOPbIX Mbl COCTOUM.

NMucbMeHHbIEe KynbTypbl — B NPOTMBOMOCTaB/IEHNE YCTHBIM
KyJNbTypaM — OCOOEHHO BbICOKO LIEHAT T€ 3aMeTHbIE YepThbl
NMPEeKpacHOro, KOTopble MOryT 6bITb ONpeneneHbl U CUMBOJINYECKN
nokasaHbl. B TO XXe Bpems, cornacHo ngesam KoH(yumnaHcTea,
KpacoTta eCTb UCTUHA, a UCTNHa — KpacoTta. HemHorum 2000 net
cnycTs rpe4veckuin dmnnocod®®® obHapy>xun 60>xecTBeHHoe, Npe-
KpaCHO€e N UCTUHHOE B «upaeasnibHOn pecnybnuke».

Ha ncxope XX Beka Kakyaso Okakypa®® cpegu npoymx Mbicnu-
Tenen o603Ha4YMN egUHCTBO NPEKPaACHOro N UICTUHHOIO B NPOCBe-
weHun. OT KoHdyuus n NMnatoHa go snoHckoro acretnka Okakypa
3TV NPUHLUMbI OCTAIOTCS B LIEHTPE YEJIOBEYECKOro NO3HaHUS.

N kakas xxe HUTb COeguHAET 3TN HaMepPeHus, Takue baunskue
N Takne pasHble, NPOUCXOoJsALLNE N3 AMNOX U PEMMOHOB, CTOJb

004 Bepa JluHrapToBsa (p. 1938) — yellckuin nncaTenb, TEOPETUK NCKYCCTBa. Sur un
fond blanc. Ed. Le Promeneur, 1996.

005 TlnaToH (428/427 B. po H.9. — 348/347 B. 00O H.9.), ouanor «focynapcTBo».

006 Kakynso Okakypa (1863-1913) «KHura 4as».
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haneknx gpyr ot gpyra? OuwyuieHne nckyccrea? YyBcTBO XyaoX-
HUKa? YMeHue ygepXXmnBaTb 3TO YyBCTBO LaXe B MOTOKE CUJIbHbIX
amounin? Xyao>XHUKK cnocobHbl nepegasatb 3TO HA NOIOTHE —
HanpsAMYIo 3pUTENIO.

XyAO>XKHUKMU CEIOT MbIC/IN, KOTOPblE BOCXOOAT ngesmu, n PomaH
Kamew — oguH n3 taknx cestenen, nenarmwmx Hawy 3emsio nio-
OOTBOPHOMW.

Takue Xypo>XXKHUKU npobyxaatoT B HAac hnsnyeckoe oco3HaHue
Mupa, 0603pUMOro, BOSHUKLLErO Cpa3sy NOC/e HaWwero PoXXaeHus,
HO 3apoAMBLLErOCS, BEPOATHO, €LlUe A0 TOro, Kak Mbl Ha4yanu ceBoe
CyLecTBOBaHNE Ha FreHETU4YECKOM YPOBHE — B MUpe 6€3 BpEMEHMU,
NOX0XXEM Ha HUPBaHY B ee OyaOUMACKOM NOHATUMN.

XyOo>XHUKK B cunax npobyauTb Hawe co3HaHue, pacwundg-
poBbiBasi 06pa3bl 6ecco3HaTenbHOro, npuaasas UM APKOCTb
M NPO3PayYHOCTb, KakK U MMMPECCUOHUCTbI 3HaNN, Kak n306pasunTb
CBET, O4YepTaHus paccesiHHbIX B KiybsiLemMcs nape napoBo30B,
npuobiBalOLWNX HA BOK3aJl.

ABv>xeHune Bnepen

YenoBek, cBOOOOHO Bbipa)KaloLnii CBOWN JINYHbIA ONbIT U XXNBYLLUIA
NOAJIMHHO, UCKPEHHE OTKPbIBAIOLLUIA CBOW B30P BCEMY, C YEM Obl
OH HW CTaNIKUBAJCs, TOT YENIOBEK U €CTb XYOOXHUK. Hepes xy-
0OXXECTBEHHbIN 06pa3 YenoBeK ULLET NyTb K KpacoTe, rapMOHUMN

M cnpaBen/iMBOCTU.

C yeMm 6bl Mbl HU UMenu aeno — ¢ HebeCHbIMN CNyTHMKaMN,
OTKPbITUSIMN NepBonpoxoaues unu kaptuHamm PomaHa Kamewa, —
Hac o4apoBbIBAET ABMXEHUNE Bnepen K HEN3BeCTHOMY, KOTOpoe
MaHUT Hac CuUJibHee, YeM yXXe usBegaHHas gopora. B 1o xe Bpems
OyanMnckoe ydeHne Myppo HacTaBiisieT Hac OBUratbCsi B CTOPOHY
oco3HaHHocTu. Ul rnaBHOe He KapTorpadun4ecknin nnaH, rmaBHoe —
XXenaHne OBUXEHNS, XXaXKaa ABUXEHNA.

Ona PomaHa Kamelua »xenaHue n Bossi K NO3HaHNIO COMNpPoBO-
XKOAKT KaXXAbIW ero war v B3rnsg Ha nocblyiaeMble HE60M 3HaKK:
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obnaka, npocsBeTbl Ha HebGe, bypun... UMeHHO 3T 3apncoBKK
M3MEH4YMBOro Mupa npencraBfieHbl HaM Ha BbiCTaBKe «A3Us Be3ae»
B locypnapctBeHHOM My3ee BocToka.

2. LiBeToMy3bika
Xucako Kobasicu. Bubpauyunm

Jlyyue3apHble uBeTa

«OpKeCTpPOBbIN LBET», «raPMOHUYHbIN UBET», «LBET 3BYKa», «LBET-
Has Menopusi» — CyLeCTBYeT MHOXXECTBO MOHATUIA, ONUCbIBAOLLNX
BOCMNpUATHE 3BYKa WM rosioca.

OpHako, ¢ gpyron CTOpPOHbI, Mbl €4Ba NI rOBOPUM O My3blKe
LuBeTa, 0 My3blKaslbHOCTM TOHOB U OTTEHKOB LiBeTa. Kaxagoe
n3obpaxeHne nsny4yaet CoO6CTBEHHYIO My3biKy, KOTOPYIO Mbl BOC-
NPUHNMaeM, BEPOATHO, Ha NOACO3HAaTE/IbHOM YPOBHE.

My3blkanbHOCTb €CTb B KaXkgoMm obpase. [hHkoH Kengx®,

K NpuMepy, Buaesn My3blKy B K2XO0OM 3BYKe.

Mpwn 3HakomcTBe ¢ KapTuHamu Xucako Kobasicn s cnepyto no
ctonam [>xoHa Kenpgyka, cumrtas, 4To My3blKa BbIXOAUT 3a paMKun
aKyCTUYECKOro BOCMPUATUA U NepexoguT Ha ONTUYECKUIA YPOBEHD.
To >xe paccmatpuBan ANOHCKM komno3ntop Takaxuca Kocyrn®s,

Co3sepuas kapTnHbl Xucako Kobasicu, s gymato o BAMSHUK
LBeTa N ero APKOCTU Ha BCE XXUBOE, Ha HALLWN KNETKW, Ha UX 3MeK-
TPOMAarHUTHYIO SHEPrunio, Ha XUMUIO MbILLJIEHNA.

$1 He roBOPIO O NPOTUBOMNOCTaBJ/IEHUM 3BYKOBOIO U3MeEpPEHUs
npegMeTHOMY, HO UMEI0 B BUAY YyBCTBEHHbIE BUGpaLmn, KOTopbie
06begunHAIT UBET, (hopMy 1 3BYK B OQHOM MOpPbIBE, Kak B XXNBO-
nucm Xucako Kobasicu. OHa onucbiBaeT CBOW METOA CleayoLmm

007 [>xoH Keinpx (1912-1992) — amepukaHCK1ii KOMMO3UTOP Y My3bIKOBEL.
008 Takaxuca Kocyru (p. 1938) — SAINOHCKWI KOMMO3WUTOP 1 CKpunay, M3BECTHbIN Mo
y4acTuio B ABVKEHUUN «Dniakcyc».
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ob6pa3om: «...lloaTn4eckumn npouecc B Moux paborax npusoguT

B rapMOHMIO 6ecrnopsifiok Npupoabl, Hawen NPUpPoabl — TakKUM Xe
o06pa3omMm My3blka MHOrAa Bbi3bIBAET aflorMYHbIE UMMYJIbCbI,
KOTOpPbl€ OQHOBPEMEHHO HAMOJHAIOT HaLly XXU3Hb U HApyLlaloT ee
NOPSA[OK».

OnpepeneHne ee XXUBOMUCK TOYHO COOTBETCTBYET MeTony Kan-
oxa n Kocyru. NMut MoHppuan®® rosopun o «<HecbanaHCMpOBaHHOM
6anaHce» B XXMBOMUCHOWN Unu My3blKasibHoW paboTte, Nnogo6Ho
pPUTMY, KOTOPbIA HAMNOJIHAET NPON3BeAEHNE LBETOM U 6eCLBETHbIMU
npobenamu, OTTEHNAS 3BYK.

3aponro oo atoro Pem60°'° Haxoaun eCTeCTBEHHYIO MO33UI0
B rQPMOHUM NEHUSA NTUL U ABUXEHUN BCENIEHHON, 3anncas CBOU
CTUXOTBOPEHMUS B BUAE My3blKaNibHON NapTUTYpbl: «A — YepHO,
6eno — E, Y — 3eneHo, O — cnHe, 1 — kpacHo»°'",

Co BpemMeH nepBoro wara K abCTpakTHOMY MbiLIeHN0'2,
NpPopbiBa K BHELLHEMY Bbipa>XXeHNIO 3MOLUIA, BOCMPUSITME YyBCTBA
Yyepe3 06pa3 MOXKXHO cHUTATb CTPEMJIEHUEM K rapMOHUN, KOTopas
npopneBaeT NPUSATHOE YyBCTBO UM Bbi3biBAET €ro CHOBA, ECNN
YyBCTBO ObISI0 NOTEPSHO.

OTO NHCTUHKT CaMOCOXPaHEHUs1 NCKYCCTBa, U OH Heo6Xxoaum
ONsi AOCTUXKEHNA CHACTbs U FAPMOHUN, a My3blKaJlbHOCTb — HE006-
XOAUMbIA 3/IEMEHT B 3TOM NyTWU.

B 6ecnpepblBHOM «n306peTeHnn hopMbl BHOBb», XapaKTEPHOM
ONsi BTOPOM NonoBuHbI XX BEKA, 1 HECOOTBETCTBUM 3TUX (DOPM
nepBOHaYasibHbIM, BO3HUKJ1A HEKas «[00MNOSIHEHHAA peaslbHOCTb»,
M3MeHMBLLAs Halle NpeacTaBneHne o Mupe. B HekoTopbix o6pasax
OTCYTCTBYET TOYKa OTCYeTa, NpoaHann3mpoBaHHasA N OCMbICNIEH-
Hasl, N 9TO CTaBUT HacC B TYMNUK.

009 TIMut MoHgpwuaH (1811-1944) — ronnaHACKNIA XyOOXKHUK, OOUH N3 OCHOBOMOJI0X-
HMKOB 20CTPaKTHO XKMBOMUCHU.

010 ApTtyp Pemb6o (1854-1891) «[nacHble».

011 TepeBopg H. l'ymnnesa (1886-1921).

012 ®panTnwek Kynka, kapTtunHa «[epsbin war» (1910).
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Xucako Kobasicm o6bsACHAET 3TO cnepylowmum: «B TuwmHe
1 BCNYLUMBAIOCb B PUTM, KOTOPbIA NPUXOLUT U3 CaMOW ryOunHbI
Moero Tena, 6yaro 6bl NpMHECEHHbIN BETPOM usganeka. C Hape-
XXAO0M A NbITAlOCb NpUAaTb eMy BUOUMbIE YEPTbI».

B aTom nyxe Be4HOro o6HoBneHusi popmbl L poBblie n3obpa-
XKEHNA pacLUMpunn Hawy BU3yasnbHYI0 NaMATb, Kak NO33Us, BCAKUA
pa3 nsobpeTtarowas a3blK 3aHOBO. KOCMMYeckne 3BykKu — 4acTtb
3TOro BU3yasibHOro BOCNpUATNA, TeM 6onee ecnm 310 TauHCT-
BEHHble 3BYKU, 0 KOTOpbIX KHyg BukTop?'® roBopun: «...cobupas
3BYKWN JINCTbEB U WEOEHKN», — YTO BbI3bIBAET B NaAMSATN €ro TEPMUH
«My3blKa MUICKOMaeMbIX>».

Putm, ABM)XXeHue, akTUBHOCTb

Mutep Munnep npeacraBun pabotbl Xucako Kobasicu ¢ aton
BbICTaBKU B ClefyloLmnX cloBax:

«CkasaHHOe B TULIMHE» — yaadYHoe Ha3BaHue AJ1s1 3TON BbICTaBKU.
MepuTaTuBHbIE N NOSMHbIE NNErKOW AYyXOBHOCTU, C BHYTPEHHUMU MOHOI0Oramu,
KOTOpble OTpaXKaloT OnbIT AHS1, TaKOBbl KAPTUHbI Xncako Kobasicn. OHn nany-
YaloT LEeHHOCTb OQVMHOYECTBAa, B KOTOPOM NMPOCTPAHCTBO U BpeMsi AatoT BO3-
MO>XHOCTb AJ11 BOCNPUATUSA YEe/IOBEYECKOro ObITUSA C pa3HbIX TOYEK 3PEHUS.

B BopoBopoTe pabounx 6ygHeln n 6eCKOHeYHbIX BCTped nogobHble Megutauumn
CTaHOBATCSA OCOOEHHO LiE€HHbIMU.

BanaHcupys Ha rpaHu peyn, Kak Henepegasaemble, HO NPU 3TOM Heyaep-
XXMMble CNOBa, Ha3BaHUsl KapTUH — «To, YTO BUANMO, HO U BCerga U3BecTHO
pasymom», «CobepeM nNpsagun NpoLLoro», «yteweHue», «<MHopu» (MonuTea) — aTun
YCKOJIb3atoLwme MOMEHTbI BOCNPUATUSA MUpa NepepaHbl Ha BbiCTaBke, Kak bne-
CTsLLie HanncaHHble MOPTPETbI. ATO HE NPUBbIYHbIE OMJIEYHbIE N3006PaKEHUS NNLL,
HO rny60KO Nn4Hble MeTaopbl YHENOBEYECKOro Xapaktepa B MOMEHT YyBCTBa
1 Mbicnn. ITOT obpas nyTewwecTByeT 6e3 konebaHuh U3 CoO3HaHMA Ha XOJCT, ByaTo
He 3a[eCTBOBaHbl Kpacka, KUCTu, byaTo aaxke He 6bi10 caMoro XyAoXKHUKa.

013 BukTtop KHyg (1924-2013), akycTn4eckuii CKynbnTop.
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91U obHaxawme caMmy CyTb MOMEHTblI — JINYHbIE, HO CBOGOAHbIE OT
3rouCTUYECKON NCKMIOUNTENBHOCTU. OHN OTKPbITbI 3PUTESO U BbI3bIBAOT pa-
[OCTb y3HaBaHus, 65IM3KOro U NOHATHOIO Ha NOA4CO3HATENIbHOM ypoBHE. OgHO
N3 OCTOUHCTB 3TOMN BbICTABKN — B BO3MOXXHOCTU NOBCEAHEBHbIX MeauTaLui,
KOTOpble 06bIMHO BO3HUKAIOT TONbKO B «3aMefJ/IeHHOM BpeMeHu». PaboTbl
Xuncako Kobasicn nepeocMbICINBAIOT U [atoT BU3yanbHOE BOMJOWEHNE TEM
3apoxgarowmmcst hopmMam, KOTopble CBA3aHbl C OCO3HAHHbLIM BOCNPUATUEM
Bewein. OHM 3aCTaBAAIOT HAC LIEeHUTb Te efBa Bblpa3nMble MbICNN 1 YyBCTBA,
KOTOpble BO3HUKAIOT B XpamMe OAUHOYECTBA, N HAOEensaoT NX 3Ha4YMMOCTbIO,
KOTOPOE B YE/IOBEYECKMX OTHOLLUEHUsIX 06ecLeHeHO0. Takum o6pa3om, Mbl
YaCTMYHO BbITaCKMBaeM cebs 3 NOANTUHECKUX Npobnem, B KOTOPbIX Mbl
6e30yMHO 3aKJIH04EHbI.

Yucraa ancopus, NpusaTHbIE LBETA U XKNBbIE (hOPMbI AalOT [OCTATOYHO
060CHOBaHUS, 4TOObI MONTUN HA 3Ty BbICTAaBKY. B fONOAHEHNE K 3TUM NCTOYHU-
Kam pafocTu 3puUTenn CMOryT yBUAeTb CO6CTBEHHbIE YyBCTBa U, BO3MOXKHO,
CKOHLIEHTPUPOBATbCA Ha TOM, YTOObl MOHATb UX.

Kak n Bce abcTpakTHble KapTuHbI, NosioTHa Xucako Kobasicm
CcamMof0CTaTOYHbl U aBTOHOMHbI U CBA3AaHbl TOJIbKO C COGCTBEHHON
BHYTPEHHEN 3Heprnen n AUHaAMM3MOM.

910 yTBEpPXKAEHNE CripaBeasMBo aasa noboro nponsseneHus
NCKYCCTBa, CMbICJ1 KOTOPOro 3aKJ/ilo4aeTcsa B caMoM hakTe ero
CyLLLeCTBOBAHMA.

My3bika B nyTu

HeT Hnyero yausuntenbHoro B ToM, 4To Xncako u cama coTpyaHu4a-
eT ¢ My3blkaHTamu: B anpene 2015 r. Ha ee BbicTaBke B Hblo-Mopke
BbICTynanun My3blkaHTbl Kopy BaTtaHa63, Asko n Xapyka BartaHa62a.
MysbikanbHOCTb 3anonHaeT nonotHa Xucako Kobasicu, HO ee Henb-
351 BOCMNPUHSATb Ha CNyX, Mbl YYMMCS1 pacrio3HaBaTb ee Tak Xe, KaK
9TO AenarT Te aHOHUMHbIE XYA0XXHUKW, HabnoaartesnbHbie nyTeLle-
CTBEHHUKW, (hoTorpadbl OTAANEHHbIX TEPPUTOPUIA, BYSIKAHOJIOIN,
KOTOpble paclumngpoBbIBalOT KOHLEPTbI OFrHEN N3 3E€MHbIX MNy6uH,
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nogBoOHble XOpbl, CBA3bIBAasA HAC 3MOLMOHAJIbHO N [YXOBHO C pe-
30HaHCaMun HEBMOMMbIX CUN NPUPOAbI.

MMeHHO 4yBCTBEHHOCTb Xy[O>XXKHUKA CrOCOOHA OTKPbITb HaM
3TN 3BYKOBbIe NnaHpLwadTbl Kak Habop BnGpaLuin, KOTopble OXBaTbl-
BalOT HAC, NOAAEP>XMBAIOT N BAOXHOBJAIOT, KOTOPbIE BANAMN HA HAcC
C NepBbIX AHEN HALLEen XXU3HU, C MOMEHTA NepPBbIX My3blKasIbHbIX
BOCMOMWHAHWMA.

Y Hac ToNbKO ofgHa JIMYHOCTb, HEOTYY>XXAAaeMas, YHUKasnbHas,
cchopMMpPOBABLUASACS €Lle C HaWero POXXAeHUs1 N3 My3blKn, KOTO-
pasi B HacC caMux.

Kaxpgbih 3 Hac, KTo TpyguTCcAa pagn 60rvMHn NCKYCCTB, KTO
obnapaet aTON POAOBOW NMNECHEN, HECET 3Ty NHANBUAYASIbHOCTD.

B oTcyTCcTBUM MY3bIKaNbHOCTU N FAPMOHMN YEN0BE4YeCTBO CTpaaa-
eT. UckyccTtBO, Takum 06pas3om, HeceT Ha cebe bpems oxpaHuTens
3TOW rapMOHUN.

3. MygpocTb, Yenosekonobue
Mutep Munnep. UnnoMmnHauus

Pemecno xyao)XHuka

Mol )XnBem B anoxy KnbepnpocTpaHCTBa, B KOTOPOM CBOOGOAHO ne-

pemewaetca nHcopmaums. Ceoboga noBCEMECTHOrO UCMOJIb30Ba-

HUA nHopMaunn NPeBo3HOCUT hopmat LnhpoBoro N306pakeHus.
doTorpadmveckoe nsobpaxxeHme nopogusno KnuHemartorpad

M OOKYMEHTaJIbHOe KMHO, NepeHecs B 0651aCTb BU3yasibHOIo U BeY-

HOrO He TOJIbKO JINTEPATYPHDIN BbIMbICEJT, HO 1 BCIO «NaMsATb MUpa».
U ceivac, B nopy nHopMaLnoOHHOWN PEBOMIOLINK, TaK Xe

KaK U BO BpeMeHa nepBbiX yaayHbixX hotorpacuin, naobpaxeHue

rmaBeHCTBYET KaK HUKOrga: UKOHa, apxXuB, aHUMMaLus, UHTEPAKTUB,

NMPOCTPaAHCTBEHHbIN 00pa3, — y XyA0XKHMKA eCTb Macca TEXHUK

M NHCTPYMEHTOB.
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Mutep Munnep nepepaeT BocnpuaTne Mupa Yepes yTOHYEHHOE
NCKyCcCTBO (hoTOorpastopbl, 06yyasCb CBOEMY UCKYCCTBY TakK, Kak
yMeneL — peMecsly: OCHOBbIBAsCb Ha 3HaHUsIX O 6ymare, B TOM 4u-
Cne 0 [OpOorocTosiLen ANoOHCKOW bymare Bacu, MegHON nNnacTuHe,
yepHUnax, Kucnorax, (oTOXMMNYECKNX peakumusix — 1 Ha AoNArnx
3KCNepuMeHTax C HUMMW.

B Hawen HoBOW HemaTepumanbHON LMBUIN3aLnn 3pUTENIO
npepocTaBneHa peasbHOCTb, COMPMKacarLWasaCa C CeT4yaTKomn
Hawero rnasa. 3To ycunmBaeT BO3MOXXHOCTb HabnoaeHns, npespa-
was Hac, 3aputenen, B 6onee HabnogaTenbHbIX, OCBEOOMJIEHHbIX,
B3bICKaTeSIbHbIX, 04apPOBaHHbIX NIITIO30PHOCTbLIO N306paKeHun,

L1 poBbIX COCTaBAAOLWMX MaTepuanbHoro mupa. inn kak MNutep
Munnep o603HavaeT 370:

«PoTorpastopa — 3TO CTapaHue XyAoXKHUKa, garouiee Ham
BO3MOXXHOCTb pa3BuTb COOCTBEHHOE BOCNPUATME MUpPa».

Mensaxu, «rpaBupoBaHHble» MNMutepom Munnepom, poxgatoT
3TO Bne4vat/ieHne u3-3a Toro, YTo Mbl HaCTO NepeMeLLaemMcs B Ty
WJIN UHYIO BbIMBILLJIEHHYIO UM 3HAKOMYIO HaMm cueHy, byaTto nepe-
>KMBaeM ee B HacTosiweM BpemeHU. IHTepecHo 6bi1o O6bl y3HaTb,
Kak 3Ta HoBas undposas umsBunusaums yrnybnsiet Hawe npeacras-
neHne o mmpe’'4,

OpHo BnevatneHune ot KapTuH MNMutepa Munnepa ocob6eHHO
Ba)KHO — 3TO OCBELLUEHHOCTb 3TUX PaboT, COCTOAWMX U3 OQHOIo
TOJIbKO LBETA — YEPHOrO.

YepHbin uBeT

Hayka cBasbiBaeT useT 1 useT. be3 cBeTa Mbl HE MOXXEM UMETb
npepcraeneHue o uBete. Tak, YepHbin uBeT B pabotax MNMutepa Mun-
nepa CTaHOBUTCA LBETHbIM 6narogapsi TOHy u 6aecky, rpagaumam
CBETOTEHUN, YTOYHEHHbIM CBEPKAIOLLUM CBETOBbIM 3hdheKkTam.

014 B kHure npodeccopa Vea lNynukeHa «Transparency of the Eye» gaHo onncaHue
peBoSIOLUMN HALLEero NOHUMaHUSA MYHKUUN 3peHNs 3a NocnegHne aecaTuneTus.
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TexHuKa ¢poTorpastopbl HaCbILWAET YEPHbIN LIBET TaK Xe, Kak
>XXKUBOMUCH TyLbIO CyMU-3. XyAOXHUK U nucatenb Ecudymn Xancu
o6bsAcHAET: «MOXXHO NOYYBCTBOBATb KOHTPACTbl, OCBELLEHHOCTb
N OTTEHKN KUTAWUCKOW TyLLN, TONbKO NonpoboBaB ee Ha BKYC».

Y Tywm ectb BKyC. ApoMar n TOHKOCTb BKyCa yKa3blBaeT Ha
ee Ka4decTBo. MNMensaxu NMutepa Munnepa npepcraeBnaoT cobom
TpuyMmd uBeTa, HECMOTPS Ha YepPHOTY. Mbl BOCNPUHMMaEM UX Tak,
6yATO OHM UBETHbIE, MOTOMY YTO (DOTOrpaBlopa HaaeNAeT TEHN
U3SILLECTBOM, a CBETOBbIE NATHA — SAPKOCTbIO.

N TeM He MeHee, ocTaBnAa NPOTUBOPEYUMBYIO MPUPOAY LBeTa
B CTOPOHE, 51 PasMbILWIAKD O ABONCTBEHHOCTU NCKYCCTBEHHO
NMOCTPOEHHOrO A3blka HayKu, Kak, Hanpumep, 3To NPOTUBONOCTaB-
NeHne cBeTa U TeHN UM NPOTUBOMNOCTAaBIEHNE OHA U HOYMN.

CornacHo uctopuky penurum Mupya dnuape®’® nyxoBHble
CyLLEeCTBA, KaK U BCe XyAoXXeCTBEeHHble (bOpMbl, MOIyT 6pOCUTb
BbI30B C/IOBECHbIM K/MLLE N OCBO6OANTLCA OT AUANEKTUKN.

Ona Hero xypoxecTBeHHble (hOpMbl BO3HUKAIOT U3 BUAEHUSA
OpamMaTn4eckoro KoHdaukra. XygoxxectseHHas hoopma cnocobHa
npeononeTb HECOOTBETCTBMUSA NN N36aBUTL OT HUX, HE N36exas,

a npegBOCXUTUB M paspeLlumB MacwTabHyto Katactpody. CTaHOBACH
HEKUM yTelleHNEM TOMY, YTO KaTacTpodbl TaK N HE CNYy4YUNOChb,
co3paHHasi XyaoXXKHUKOM hopMa CTaHOBUTCA 3HAKOM 64UTENbHOCTH,
NPOHNLATENBHOCTN B NOTEHUNANbHO ONacHbIX CUTyauusx. Takmm xe
obpasom Kapn HOHr'® HaxoguT NCTOYHMK KOH(JIMKTOB B NPOTUBO-
NONOXXHOM: HECOOTBETCTBMUSA CO3[al0TCA, YTOObI Yepe3 COH ucnpa-
BUTb CUTyaLuIo, Yepe3 COH Mbl «ucLensieM cebs».

YBugetb B pa3zHoobpasnmn xyao>XKecTBeHHbIX (hopM 1 BOMIO-
LEeHNA Mupa MHOXXECTBO peLleHNn AnanekTn4ecKnx Bonpocos,
yBUOETb, YTO Y HAC €CTb BOJIAA NPU NOMOLLM NCKYyCCTBa 0601TH
CTpax HEOQHO3HAaYHbIX YYBCTB U N3FOHATb COMHEHUS, — HE 3TO NN
Ha4yano Be/IMKON MygpocTu?

015 Mwupuya Snuage «The Sacred and the Profane», Gallimard, Col. Folio essais, 1987.
016 Kapn FOHr «CoBpeMeHHbI YenoBek B nonckax gywu», 1933.
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XypoxxecTBeHHas (hopmMma MOXET BbiayMaTb 06pa3HbIi OTBET HA
NPOTMBOPEYMBbIE BOMPOCHI, BbI3BaHHbIE ABONCTBEHHOCTbIO CY-
XAEHUs (0 MPONCXOXKAEHNN KOTOPbIX Mbl HaCcTO HE OCBEAOMIJIEHDI):
3TOT B3rNAg hopmMmupyeT HoBoe hunnocopckoe OTHOLWEHNE, B COOT-
BETCTBUM C KOTOPbIM JIl0OAM MOryT ObITb 3apaHee npepynpexneHbl
O KpM3unce umBunn3auun.

Jlto6on 3puTenbHbIi 00pas, Kak NO3TNYECKUIN A3bIK, OTpaXKaeT
nBmkeHue 6eccosHaTtenbHoro. OH 06bACHAET HaM HEMOHATHOE
MOHATHLIMMX N NPOCTbIMKU C/IOBaMU, NO3BOJIAA HAM NMEPEXUTb TPEBO-
ry, o kotopou nuwet Munp4a dnnage.

MckycctBO — 3TO MupoTBOpEL, Nnobeantenb 6eCnoKoncTea,
NO3BONAIOLWMIA HAM NPEBO3MOYb TPEBOrN, BO3HUKLUME OT OBOW-
cTBEHHOCTN Mupa. MoaT paspywaeT pasnuuus Mexxay BHELWHUM
N BHYyTPEHHUM, BOBNIEKAA YntaTenen B CMeLLaHHOE U3MepEHUe:
BHYTPEHHSAA XXN3Hb — OYXOBHO-3CTETMYECKAaNA, BHELWHAA XXN3Hb —
>KU3Hb TeNna, OOHAKO Ternepb 3TO Of4HA NMNO3TUYECKasi peasibHOCTb.

Takum xxe 06pa3omM Hac MOryT UHTepecoBaTb 0bLme pasnnynsa
mexay Boctokom n 3anagom. [ge nexxnt rpaHnya mexay aTumm
OByMsi noHATMAMN? Camo HasBaHune focyaapCTBEHHOro My3es
BocTtoka, koTopoe Tenepb npuHUMaeT BbiCTaBky PomaHa Kamelua,
Xucako Kobasicu n Nutepa Munnepa, ons MEHA MHOIO€ 3HA4WUT.
Kakon BoCcToK umeetcs B Buay? TOT BOCTOK, HA KOTOPOM BCTaeT
conHue? OH BOCTOYHEee 4Yero nMeHHo? Kakasa peasibHOCTb CTOUT 3a
3TOMN KapTnHOW Mupa? lge Ha NnaHeTe HaXo4sATCsl BOCTOK M 3anag,
€CNN Mbl NyTELEeCTBYEM MO MUPY, JINLLEHHOMY €CTECTBEHHbIX,
NMONNTUYECKNX U reorpadnvecknx rpaHny?

Ewe ogHa pBoNCTBEHHAas npesi, Kotopasi BO3SHUKaeT B TMGETCKO-
oyanunckon cpmnocodun — KoHuenuua pgapeHus n npusatna. OHa
0apuUT HaM BO3MOXXHOCTb BOCMPUHUMATb BCE TeYEHNE YeNoBeYecCT-
Ba KaK MHOXXeCTBEHHOCTb hopM. JTlo60e nckyccTteso, cBob6ogHoe oT
KOMMEpPYECKON COCTaBNAIOLWEN, HECET B cebe 3Ty Hagexay.

XypoxxecTBeHHble (hopMbl yaep>XUBatoT NPOTUBONOCTaB/IEHNE
Ccun, Kak gambbl coep>XNBalOT NOTOKU PEK, KaK CHbl «BblJIe4NBalOT»
Haww gy,
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Mutep Munnep npegnaraet Ham CBOU KapTUHbI KAK MUPHbIA
OTKJIMK Ha CWJibl, KOTOPbIE TPEBOXXAT Halle BOOOGpakeHune.
N enBa nn MoXXHO HanTn 6onee gobpoxkenaresnbHbl OTKINK.

Kak HanTtv nyTb?

AHTNYHAA KOCMOJIOrnsi FOBOPUT O BO3MOXXHON COBMECTUMOCTM
HecoBMecTumoro. OHa BeaeT HaC CKBO3b BO3MOXKHbIN CriaB
NONSIPHbIX CUN, pacnag 4BONCTBEHHOCTU N QUXOTOMUN, BEAb 3TO
BCEro-HaBCero JIMHFrBUCTUYECKNE KOHCTPYKLMN.

MbI HaxoguM Hall NMyTb MOCTENEHHO, LWar 3a LwaromM, Kak geHb
ob6Ha)kaeTcsi B TOT MOMEHT, KOrga Ho4b HakpbIBaeT ApYyryto CTOPOHY
NAaHeTbl, U OHN COCYLLECTBYIOT B OOHO M TO XXEe BPEMSI.

Kaxxablil Xy0>XXeCTBEHHbIN XXeCT O6HaXKaeT To, YTo ObINo
ckpbITo. Tak MNnaToH onpegensan NCKyccTeo 1 noasuto. CospaHne
NCKyCCTBa 3HaMeHyeT CO601 NCTOYHUK XXU3HU, a TBOPYECTBO
CTAHOBUTCS CUHOHUMOM Y[, 0BOJIbCTBUSA.

MyTb, KOTOPbIA NPOXOAUT YenoBek, YKyaH-13bl 0603Ha4YaeT Kak
[ao, B ANoHCKOM — A0: (1&). HanpasneHue, gopora, nyTb, Moparsb,
NPUHLMMN, NCTMHA — BCE 3TO 3Ha4YeHNe OQHOro M TOro Xe nepornuda.

B coyetanun ¢ gpyrumn nepornudpamm oH gaet éoratbie
CeMaHTN4eCcKne BO3MOXXHOCTU: coobLiaTtb, rOBOPUTb, 3HATD,
MneyHbin MNyTb, TPAEKTOPUA, KOHTAKT, ooweHne. TpaguunoHHO
nepeBoguMbIN, Kak «MyTb», OH NPN 3TOM HeCeT B cebe MHOXXeCTBO
6onee TOHKUX HI0AHCOB CMbICNa.

Cpeau pgpyrmx co4eTaHmin — NOTOK, CKJIOHHOCTb, Bfie4YEHNE,
OCO3HaHHbIN BbIOOP — B NMPOTUBOMNOCTaBJ/IEHNE TLWETHOMY CTPEM-
NEeHno pacnyTaTtb ABe NPOTUBOMNOJIOXKHbIE NOEN, KOTOPbIE Bbi3biBa-
0T cMATeHUE N 6ecnopspok. Kak MHe npepcraensetcs, Y>xyaH-u3bl
pacKpbiBaeT HaM UCTUHHOE MNOJIOXKEHNE BELLEN: [a0 pacKpbiBaeTCcA
no Mepe criegoBaHusi MO NYTU K HEMY, a BELLW CTAHOBATCA UCTUH-
HbIMW MO Mepe TOro, Kak Mbl 0GHapy>XMBaem nx.

OHa onpepensieT CyLWHOCTb XyA0XXECTBEHHOIroO AENCTBUA,
KOTOpPOE OTCTynaeT OT AUXOTOMUN, LBONCTBEHHOCTUN U KAHOHOB,
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poxpaatowmx gormbl. OHa NPMBOOUT K rapMOHWN, [AaNIEKON OT
nonsipusauumn, CBOMCTBEHHOW YeNoBe4YeCTBY B NOPbIBE rHEBA U MO-
TEPSAHHOCTU Nepes NMLOM NPOTUBOPEYNIA.

CnoBHO 4YenoBek, NyTeLlecTBYOWMNA NO NnaHeTe, He obHapy-
>XUBaeT HU 3anaga, HM BOCTOKa, Ha NyTu K MyApOCTU Mbl HE BUAUM
ykasatenein. OgHaKo MCKYCCTBO NOACKAXXET HaM O TOM, YTO Mbl Ha
npaBUIbHOM MyTW.

B pabotax NMutepa Munnepa cyuwectByeT ocobasi NnoaTuka,
KOTOpas oTpa)kaeTcsl B Ha3BaHUAX:

Haw pap/ A
Tytutam/#Y17<
Brtopas BecHa / & _%&
CHoBga u cHoBa / IR
Cetn / #8-3

YTpeHHsa cnasa / Bi5E
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A community of thought, a group ethic, unite Roman Kames, Hisako
Kobayashi, and Peter Miller, gathered together by the Moscow Museum of
Oriental Art.

Along the Way*

Introduction

In some sense this common culture of humanity is threatened.

The most clairvoyant among us seek somehow to advance the
development of what sustains them: the wisdom of the slow regard
such as Peter Miller conceives it, encounters like Roman Kames’

in those parts of the world free of technological gadgetry, pursuit
of a creative process in accord with nature as Hisako Kobayashi
portrays it. The artists gathered here have built these values into
the art of living.

This notion of the world of which they share, among them-
selves and with their public, this utopia of the commons which they
circulate freely to all, is their ‘place of shared harmony’, revealed by
their works and their exhibitions which always ask: How to grow,
protect, and share this ‘cultural commons’?

We seem bewildered by the failure of the new technologies
of universal communication to advance mutual tolerance, but did
the invention of printing put an end to barbarism and war? Artists
instead patiently point the way toward individual and collective
peace.

We endeavor to enter an imaginary space: which everyone
must have in order to develop and grow, inviting their viewers to
join with them as magicians creating this imaginary space. This is
the magic for which we enter darkened rooms to watch images on

* Translated by Piter Miller.
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a screen, for which the lights are dimmed in concert halls, for which
we place paintings on walls, for which we sequester ourselves to
read and translate the great novels and poems. The magic of songs
passed from person to person around the world likewise keeps its
vitality.

Fiction, that marvelous glimpse into the unconscious mind
which it transmutes into consciousness, reveals clearly those op-
posing forces of savagery, brutality, and the immorality of all forms
of conflict.

The space opened today by these three artists: human above
all, comparable to what sustained the ancient Chinese sages who
wished to see in wisdom the sole way for humanity.

This gathering stimulates thoughts that have guided humanity
toward peace, in particular the view of art as a peacemaker,
resolving conflicts by anticipating them and providing a means of
avoiding them.

Three artists invite us to rediscover in the galleries of the
Oriental Museum of Moscow, three artists who draw anew their
vision of the world, in defiance of that anonymity which is our
normal condition, that anonymous and unfathomable something
which separates me from the person seated at the next table in a
restaurant, or from the driver of a car on a public road, or from the
shopper whose path | come across in the supermarket.

We must then thank the Museum of Oriental Art of Moscow for
the opportunity of this gathering, not merely as a courteous gesture
according to convention, but aware also that this opportunity
opens up a precious, vital, indispensable imaginary space: one
where we learn, thanks to the artists, to stay, even with our differ-
ences, attentive to others.
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1. Alienation, Oscillation, Elongation
Roman Kames, Watching the sky

At the edge of the sky

What could be more natural than watching the sky?

The shape and color of its clouds determines our notion of the
countryside and the form of our habitats, each intimately mixed
with the other, reflect our relationship with our environment.

Clouds that color the sky, and moonlight emanating from
above, affect the farmer’s harvest. From this luminosity develops all
forms of life.

What could possibly reward inquiry more than watching the
sky?

In space and time the stars guide navigation, sometimes giving
rise to the boldest speculation.

What could be more spiritual than watching the sky?

From its enigmatic depths emerge soaring thoughts, of venera-
tion and of our encounters with the gods, of forces which some call
spiritual energy.

And it is in observing the sky bathed in the space all around
us, in a completely new way, that the Impressionists realized that
everything is only made visible by means of reflected light®! A
half-century later®?, astronomy had demonstrated the transparency
of the terrestrial atmosphere and the fact that only part of the
electromagnetic spectrum and only certain wavelengths could be
discerned by the human eye.

In rendering the appearance of light giving rise to forms,
the Impressionist painters, thanks to their sensitivity to the air and
the sky which surround us, in working on the elements of water,

001 Claude Monet (1840-1926), Sunrise, painted in 1872.
002 Cf. the works Thomas Young (1773-1829).
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light, and motion, brought forth a new vision of the ‘landscape’,
deepening the reach of reproducible vision. At the same time,
research in the most diverse fields of science, from the physics of
acoustics to photometry, among others, re-formed our understand-
ing of the visible world.

The ‘countryside’ has disappeared along with its ‘pretty roman-
tic image’, becoming, in an ecological sense, the site of unseen
light and waves, extending infinitely outward through galaxies, in a
space without horizon, without landmark, without contour.

On further reflection, | see in the colorful vistas of Roman
Kames not merely another rural idyll, but an actual domain that
he inhabits, like a dweller on the land who is responsible for its
welfare. This artist who acts also as art editor and printer, sees the
world and its sky as a domain, and as a dweller therein, like all who
live there, he is responsible for his terrain and for that of the planet.

Sky-country, mythological, uninhabited, at least by people,
seems a mind-space, particularly for children, absorbed by what he
gives shape to, to the point of ‘forgetting himself’, a self-dramatiz-
ing play which returns to himself. Pierre Fedida writes®::

Play, like myth, can never transform itself except in the course of its
re-invention.

Time-space appears fluid and limpid in the works of Roman
Kames, who is linked in friendship with the children of the moun-
tains of Ladakh.

One approaches this country of memory like an archeological
site, made of active layers left by our curious and impatient genes
in their progress through the chain of generations. This is the sky-
world of dreams, knowing no limit, neither up nor down, whether
in the white polar extremities, the ocean depths, or the interstellar
vastness... or the countries where Roman Kames travels, as in

003 Pierre Fédida, Absence, Paris, Gallimard, Col. Folio Essais, 1978.
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Himachal Pradesh, to the most distant realms of imagination. And
if white did not exist in nature, it is for the artist the tabula rasa on
which yet another drama is constantly reconstructed.

As for the mirror of space, the blank screen where we project
our images, here we can only allude to the marvelous writings of
Vera Linhartova® on ‘space without limits’ and ‘distances in view
of reality’.

The truth of the artist

In all graphics, some sign, some form released from conscious
control, logical or empirical, skillful or awkward, inserts itself, if only
for an instant, into the deepest roots of our unconscious thought.

For even the the most fleeting trace giving form to the invisible
in a moment of reverie, from some apparently unpurposive motion,
giving form to a stick of wood, up through the most meticulously
detailed and elaborate work — with each of these the transposition
of one’s entire being toward the remotest zones of consciousness,
into those unexplored regions which constitute ourselves, lies some
part of the cosmic life of each of the atoms of which we are made.

The cultures of the written word, in contrast to those of oral
tradition, value especially highly those conspicuous features of
beauty that can readily be defined and codified. At the same time,
according to a Confucian idea®®, Beauty and Truth must be one.
Some 2000 years later, a Greek philosopher®® happened to redis-
cover the valu es of the Good, the Beautiful, and the True in the
Republic of the ‘ideal city®”.

004 Veéra Linhartova (born in 1938), Sur un fond blanc, Japanese writings on painting
from the 9th to the 19th centuries, Ed. Le Promeneur, 1996.

005 Confucius was born in 551 BC, and died in 479 BC.

006 Plato, 428/427-348/347 av. J.-C.

007 Plato, Republic, Allegory of the Cave, VII, 514a1-517a7.
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At the dawn of the 20th century, Kakuzo Okakura®? among
many other thinkers proposed the fundamental importance of this
combined moral and aesthetic objective in all education. From
Confucius to Plato to Okakura, these principles are always at the
heart of human consciousness.

But what thread binds these intentions so close and yet so
different, coming from epochs and regions of the world so distant
in time and space?

A sensibility? The artistic sensibility? The ability to communicate
this sensibility beyond even the strongest emotions? Artists convey
this sensibility, in the true and literal sense of the word.

In their pursuit of happiness, their sowing of seeds assures
the pollination of ideas, transferring them in the course of their
passage from one world to another. Roman Kames seems to me to
be among those who provide these worlds with seeds.

Such artists enable our dawning awareness of the psychic
world, observable and psychological, which emerges well after our
physical birth, and perhaps even pre-dating our genetic origins,
in a time of which we have no idea, incommensurable, perhaps
comparable to the Buddhist conception of nirvana®®

It is up to artists to refine consciousness by decrypting images
of the unconscious, giving them brilliance and transparency, like
the Impressionists who knew how to portray light diffracted through
clouds of smoke and the vapor trails of trains entering stations.

Moving forward

He who freely interprets his own intimate experience, living with
authenticity and transposing sincerely what catches his eye, is an

008 Kakuzo Okakura (]2 & =), The Book of Tea, 1st edition, New York, 1906.
Bilingual English-Japanese edition, The Book of Tea, Kodansha International Ltd,
1999. Kakuzo Okakura, is also known as Tenshin Okakura (& X)) (1863-1913).

009 Nirvana Cf. Buddhist Words, Jean-Luc Toula-Breysse, Ed. Actes Sud, 2004.



45 Marie Parra Aledo, art critic

artist. The common intention of these observers, who experience
these images that they give to the world, leads to discovery of new
ways toward peace, beauty, and justice.

Whether from satellite images, observations of navigators, or
thanks to the paintings of Roman Kames, we are invited always to
move toward an unknown to which we become more attached than
to following a route. At the same time, as Buddhist thought suggests
with some wisdom, this forward motion is already proceeding along
the way toward awareness. It is not a cartographic representation, a
route marker, that matters: what matters is to go, the volition of going.

With Roman Kames, the wish and the desire of meeting and
taking part accompany his steps and his looking toward the signs
revealed in the sky: passages through the clouds, clearings,
storms... With this understanding of the ‘sign-posts’ he sketches,
one marked Asia Everywhere will be offered to us in the Museum of
Oriental Art in Moscow.

2. Hisako Kobayashi, vibrations
Radiant colors

‘Orchestral color’, ‘harmonic color’, ‘color of sound’, ‘colorful melo-
dy’, among many current notions relating emotions associated with
perceptions of sound or of the quality of a voice...

But, to take the opposite analogy, one hardly hears anything
about the music of colors, or of the musical quality of various tones
and shades of color. Now, each image, each color tone, emits its
own music which we probably perceive at some unconscious level.

Every image contains some musicality. John Cage,’'° for exam-
ple, saw the music in all sounds.

010 John Cage, American composer, poet, musician (1912-1992).
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In my discovery of the paintings of Hisako Kobayashi, | think also, fol-
lowing Cage, of a music transcending acoustic perception, crossing-over
into optical correspondence, as described by Takehisa Kosuga®'"

The effects of colors and their luminous frequencies on the liv-
ing, on our cells, their electromagnetic energy, their influence on the
chemistry of thought, then, form an ever-expanding portion of our
understanding, and this is what sprang to mind, in the wake of these
explorations, as | discovered the paintings of Hisako Kobayashi.

| don’t speak of the sonic dimension as something opposed
to the solid dimension, or of two distinct dimensions mixed closely
together, or of sonic works emanating from art objects, or their
opposite; but of the feeling of vibrations linking colors / forms /
sounds within a movement that is uniquely one and the same, in the
paintings of Hisako Kobayashi. Her method is thus described as®'2:

...a poetic process in my work which harmonizes the disorder of nature,
our nature — the way music can sometimes embrace the illogical impulses
that both fuel and disrupt our lives.

This definition of her work clearly approaches that of Cage
and Kosugi. Or to what Piet Mondrian®®® called the ‘imbalanced
balance’, in view of either pictorial or musical creation, like the
relations between rhythms, assimilating a composition in colors
and in non-colors to a counterpoint of sound.

Well before them, Rimbaud®'* had seen the natural poetry in
the harmony of bird-song with the forces of the universe noted in
the musical score given to his poems:

011 Takehisa Kosugi (/M Z E ) (born in 1938), Japanese experimental composer,
cited here for his 1967 musical composition Catch-Wave (Mano-Dharma).

012 Commentary on her site : http://www.hisakokobayashi.com.

013 Piet Mondrian (1872-1944), Natural reality, abstract reality, 1920, works, Brigitte
Leal, Ed. Centre Pompidou, 2010.

014 Arthur Rimbaud (1854-1891), Voyelles, poem in two parts composed between
1869 and 1871, in the collection llluminations.



47 Marie Parra Aledo, art critic

A: black. E: white, I: red, U: green, O: blue...

Since the first step?®® in abstract thought, a breakthrough in the
passage from emotion into visible form, the realization of a feeling
through an image can be seen as a work of harmonization done to
prolong a pleasant feeling, or to re-establish it in case that pleasure
has been lost.

The survival instinct, to defend or protect what one considers
vital, is contained in all forms of art, and is of the essence of the
search for happiness and beauty. Without any doubt, the musical
quality of our perceptions is essential for the progress of this quest.

With the ceaseless re-invention of form that characterized
the second half of the 20th century, and their incongruence with
pre-existing forms, a sort of ‘augmented reality’ came to inhabit
our representation of the world. Certain images leave the viewer
no possibility of recalling an earlier point of reference that has
already been analyzed and interpreted, and thus appear as pure
surprises.

Hisako Kobayashi explains:

In quietness, | try to listen to the rhythm that comes from afar, through
the deep of my body, as if carried by the wind from a place immense and far,
far away. With hope | try to visualize it.

In this spirit of infinite renewal of form, like poetry constantly
reinventing the language, the virtual image on the computer screen,
the digitized image accompanies us like an extension of memory,
enlarging the capacity of one’s virtual perception by the images
formed via sounds in space, reflecting the complexities of the
cosmos, even the most mysterious sounds such as those of Knud
Viktor®'® when he said:

015 Frantisek Kupka (1871-1957) The First Step, 1909.
016 Knud Viktor, acoustic sculptor (1924-2013).
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gathering the sounds of leaves and of pebbles (cueillir les bruits des
feuilles et des cailloux)

which brings to mind what he called the ‘music of fossils’.
Rhythm, motion, activity

Peter Miller introduced the work of Hisako Kobayashi presented in
this exhibition in these terms:

‘Said in Silence’ is a thoughtful title for this exhibition. The paintings are
meditative in a light-spirited way, a series of internal monologues reflecting
on the experiences of the day. They emanate a particular quality of solitude
where ample time and space are available for consideration of various states
of being from different perspectives. In the maelstrom of meetings and busy-
work, such meditations become rare and precious.

Poised on the edge of speech like inexpressible yet irrepressible
thoughts — Not what is seen but is known forever in the mind, Gather
together the strand of the past, Solace, and Inori (prayer) — these fleeting
moments of awareness are manifested in this exhibit as startlingly articulate
portraits. They are not the usual head-shots, but rather intimate portrayals of
a personal character in the very act of thinking and feeling. The experience
travels smoothly and seemingly without effort from consciousness to canvas,
as if there were no paint, no brushes, not even an artist.

These intensely revealing moments are at once deeply personal and
yet devoid of egotistical identity. Their openness to the viewer’s gaze invites
an ‘aha’ of recognition, these private moments revealed as cognate to what
everyone has experienced unawares. One of the many virtues of this exhibi-
tion is to ‘legitimize’ the sort of everyday meditations that can only occur in
‘slow time’. Hisako Kobayashi’s works realize and visualize these otherwise
inchoate forms that are the actual stuff of awareness and consciousness.
They encourage us to value these nearly-inexpressible thoughts and feelings
that occur in the sanctuary of solitude, and grant them a validity often sup-
pressed by public affairs. And in so doing, to recover and reclaim something
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of ourselves from the stale political categories in which we are mindlessly
imprisoned.

The sheer exuberance, delightful colors, and animated forms are reasons
enough to see this exhibit. In addition to those sources of enjoyment, thought-
ful viewers will become more aware of their own perceptions, and perhaps
concentrate more intently on refining and realizing them.

Like all abstract images, those of Hisako Kobayashi are autono-
mous and refer only to their own internal dynamic.

This mode of thought can extend to every artistic action whose
meaning is carried by the sole fact of its existence, drawing suste-
nance from itself.

Music in transit

There is nothing surprising in Hisako’s association with musicians,
as in her April 2015 exhibit in New York®'” that presented her
paintings accompanied by Kaoru Watanabe®'?, Ayako and Haruka
Watanabe®® If a musical quality pervades the paintings of Hisako
Kobayashi and if this music is not directly audible, we can learn

to hear it anyway, as do those anonymous artists, vulcanologists,
observant travelers, photographers of far-away places who decrypt
the ancient fire-recitals of the earth, the underwater choirs, putting
us in touch, spiritually and emotionally, with the resonances of
invisible nature.

Clearly the artist’s own sensibility opens up these sound-
scapes, like a set of vibrations that envelop us while sustaining and
stimulating us, having influenced us from the first days of our lives,
from our first musical memories.

017 Exhibition and concert, April 2015, at Tenri Cultural Institute, New York, USA.

018 Watanabe Kaoru, musician.

019 Haruka and Ayako Watanabe, musicians living and working in the United States
with Kaoru Watanabe.
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We have only one identity, inalienable, unique, formed even
before our physical and psychic birth, from the music implanted in
us.

Everyone of us working for the goddess of arts, who has left
with us the memory of an ancestral song, has such an identity.
Wherever there is a lack of musical vitality, the harmony of the
whole being and of all human relations suffers. Thus is given to art,
certainly, the burden of safeguarding this harmony.

3. Wisdom, humanity
Peter Miller, illumination

The craft of the artist

In cyber-space where all data circulates freely, where access to
information is democratized, itself at the same time emulating
democratic conditions, reigns the digitzed image.

The photographic image gave birth to the cinematic dream and
to the documentary, enacting, even beyond the world of literary
fiction in print, the memory of the world.

And in today’s information revolution, as in the days of the first
successful photographs®?, more than ever reigns the image: icon,
archive, anime, interactive, stage-set... where the artist can use an
infinite variety of techniques and tools.

As for Peter Miller, he introduces his perception of the world
through his mastery of the techniques and materials of the art of

020 Cf. the works of Nicéphore Niépce (1765-1833). Daguerre’s invention had no
sequel because only one daguerreotype of an image is possible. In contrast, the
photogravure can be made in multiples, like all varieties of gravure prints. The other
inventor of photogravure was William Henry Fox Talbot (1800-1877), in England.
Niepce and Talbot invented photogravure during the 1820s and 1830s. Daguerre’s
invention came later, in 1859.
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photogravure, practicing this art like the artisan his craft: based on
a profound knowledge of papers, including expensive Japanese
paper®!, copperplate, inks, acids, photo-chemical reactions, and
long experience of various procedures.

In our new technological civilization dominated by the im-
material, the viewer is invited to interact with realities transferred
through several screens right up to the ultimate screen of our ret-
ina. This enhances the ability to observe, making us viewers more
attentive, aware, exacting, fascinated by the infinite illusory effects
carried by images: digital counterparts of the material world. And,
as Peter Miller expresses it%2:

Photogravure is an artistic endeavor that gives us the chance to develop
our own perception.

The landscapes ‘engraved’ by Peter Miller inspire this reflection
on the fact that in realms both imaginary and at the same time
familiar, we project ourselves into the scene, as if experiencing it
in real life, now. It would be interesting to look further into how this
new digital civilization enables us to deepen our perception®?

One impression stands out in viewing the ‘paintings’ by Peter
Miller: the particular luminosity of these images composed of black
as a color.

The color black

Science connects the notions of color and light. Without light, we have
no way to describe color. Yet the blacks of Peter Miller’s landscapes

021 Washi, Japanese paper (F1#f).

022 From the Kamakura Print Collection site, Cf. http://kamprint.com.

023 The book by Professor Yves Pouliquen Transparency of the Eye, Paris, Odile
Jacob, 2001 is essential for understanding the revolutions in our understanding of
that marvelous organ, the eye, that have occurred in recent decades.
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seem to me endowed with color, thanks to their tones and brilliance,
their gradations of shadow, their subtle and luminous highlights.
This photogravure technique gives to the blacks all their color
as in the profundity of sumi®?* The artist and writer Yoshifumi
Hayashi® explained:
that in sensing the contrasts, the luminosity, and the flavors of Chinese
ink, one could taste them.

Ink has a taste. These fragrances and the fineness of their
taste indicate their quality. The landscapes of Peter Miller imply the
sensation of color, despite their blackness. We interpret them as
colorful because photogravure gives finesse to the shadows and
luminosity to the highlights.

But, aside from the paradoxical color, this reflection leads me
to wonder about the dualities altogether artificially constructed by
scientific language, like this opposition of light and color, or the
opposition of night and day.

According to the historian of religions Mircea Eliade®®, spiritual
creations, like artistic forms, have this ability to transcend verbal
formulas and abolish dualities.

For this philosopher, artistic form grows out of a vision of a
dramatic conflict. This artistic design has the power to overcome or
conjure away imbalances, so that the scale of the catastrophe that
has not occurred provides a sort of reassurance: not by avoiding it,
but rather by anticipating and resolving it. The form created by the
artist, becomes thus a sign of watchfulness, a means of clairvoyance
in potentially dangerous situations. In the same way, Carl Jung® finds

024 Sumiink is also used in China ().

025 Yoshifumi Hayashi (1943-2000), Japanese sculptor and writer, presented by Marie
Parra Aledo Cf. Essai sur 'art dans la société japonaise moderne (Essay on Art in
Modern Japanese Society).

026 Mircea Eliade, The Sacred and the Profane, Gallimard, Col. Folio essais, 1987.

027 Carl Jung, Man in Discovery of His Soul, Albin Michel, 1987.
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the origin of psychic conflict in opposing tendencies creating imbal-
ances which dreams seek to put right, in effect a sort of ‘self-repair’.

Seeing in the diversity of artistic forms and representations
of the world, numerous solutions to the antinomian questions of
identity and human relations, seeing that we have the ability, with
art, to work around the anxiety caused by ambivalent feelings,
and exorcise crises in that way, is this not the beginning of a great
wisdom?

Artistic form might have the ability to invent an imaginary re-
sponse to contradictory questions, and to the troubles (the origins
of which we are frequently unaware) occasioned by these dualities:
this vision introduces a new philosophical attitude whereby people
may be forewarned of the crises of civilization.

All artistic imagery, like poetic language, reflects unconscious
activity that works with great precision whenever the artist or poet
adapts it to the task at hand. As against the standard reaction to
something different as threatening, artistic imagery and poetry
conflate that fear of the unknown. Confidently presenting some-
thing strange or odd as non-threatening, yet with full awareness
of its difference, they overcome the sort of malaise described by
Mircea Eliade, in reaching a happy equilibrium.

Bearer of peace, conqueror of anxiety, art enables us to go be-
yond the worries that originate from competing dualities. The poet
abolishes distinctions between interior and exterior in drawing his
readers into a fusion of dimensions: the inner life lived as a sacred
aesthetic dimension and a body subject to Reality. This now-widely
rejected opposition of body and soul is being subsumed by the
poetic approach.

In the same way, we might wonder about the common distinc-
tion between Orient and Occident, concepts expressing separation,
a frontier. The very name of the Museum of ‘Oriental Art’ which
today hosts the exhibition of Roman Kames, Hisako Kobayashi,
and Peter Miller, suggests as much to me. To the east of what? And
the east where the sun rises is east of what? What reality governs
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this vision of the world? Where on earth are east and west located
when we make a tour of the planet, devoid of natural, political, or
geographic frontiers?

Another duality: the notion of giving and receiving®?, which
profoundly influences personality, can be envisaged, as Tibet-
an-Buddhist philosophy sees it, as one and the same concept:
presenting an opportunity to find in such differences the multiplicity
of the very flux of humanity. All art, independent of logical com-
merce, carries this hope.

Artistic form constrains the violence of opposing forces in
the way that levees contain the violence of rivers and like dreams
‘repair’ ourselves.

Peter Miller offers us his images as peaceful responses to the
forces that disturb our imaginations. And one can hardly find more
pleasing forms than those shown here.

How to Find the Way?

Ancient cosmologies suggest some possible compatibility between
what seems disjointed, different, conflicted. They guide us toward
a possible fusion of opposites, the dissolution of dualities and
dichotomies, which are all merely linguistic constructions.

Our way is unveiled little by little as it is practiced, like the day
becoming visible while night envelops the other side of the planet,
the two existing together, in the same time.

An Arab expression says that ‘two sides of one hand make up
only one hand’.

Each artistic action renders visible what had been invisible. It
is thus how Plato defined art and poetry®® The act of art marks the

028 Giving and receiving is an important theme in The Tibetan Book of the Dead,
Sogyal Rinpoché, Le Livre de Poche, Paris, 2005.

029 ‘...all passage from non-being to being...’, Plato, The Banquet (tr Philippe
Jaccottet), 205c., p. 90.
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advancing source of life, in the sense of creativity being synony-
mous with pleasure.

Tao, do (i&) in Japanese, is the name that Chuang-tzu®® gives
to this path-making. Direction, meaning, passage, method, route,
path, principle, truth, reason, know-how, speak... are among the
interpretations of this kaniji.

Combined with other ideograms, it yields a rich array of
semantic prospects: report, say, know, be aware of, the Milky Way,
trajectory, humanity, contact, communication. This digression on
the numerous translations of the ‘do’ kaniji into French, too often
applied to the omnipresent ‘way’, is by way of suggesting that
these could be more nuanced.

Others include: current, tendency, attraction, desire, the path
comprises ‘going’, flux, in the sense of conscious choice freely
made, as opposed to the maniacal effort to disentangle opposing
ideas, which causes malaise and confusion®',

The Tao unveils itself along the way; things become what they are as we
notice them?%%2,

This thought of Chuang-tzU’s seems to me to express the truth
of the matter.

It defines what is of the essence of all artistic action seeking
to distance itself from dichotomies, dualisms, and argumentative
oppositions giving rise to dogma. This thought finds balance far

030 Chuang-tzu, #-F, might have lived between 369 BC and 286 BC; cited in
the English translation of Inner Chapters by the Sinologist Angus C Graham
(1919-1991).

031 Chuang-tzU: The Inner Chapters, tr Angus C. Graham, p. 53 of the edition of 2001,
Hackett Publishing Company, cited by Anne Cheng, History of Chinese Thought,
Col. Points Essais, Paris, 2014, page 15.

032 In French: ‘Le Dao se réalise a mesure que nous y cheminons; les choses
deviennent ce qu’elles sont a mesure que nous les disons telles.’
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from the polarization that conditions mankind, in its fear and confu-
sion when confronted by irreconcilables.

As someone traversing the planet recognizes neither east nor
west, so no signpost exists to direct us along the way of wisdom,
or to any particular place. But all sensitive forms of art leading
toward humanity mark its progress. There we may recognize it.

Several of the titles of Peter Miller’s works invite viewers to
take part in their poetic tone:

Our Gift/ AR

Here and There / # Y 17 <
Second Spring/ =&
Time and Time Again / f&3%
Network-3 / #3-3

Morning Glory / §A3%
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Nous Cheminons...

Introduction

Une communauté de pensée, une éthique partagée unissent
Roman Kames, Hisako Kobayashi et Peter Miller que le musée des
Arts orientaux de Moscou accueillent.

Valeurs d’une éthique et d’une civilisation que notre humanité
sent menacées. Les plus clairvoyants essayant de favoriser le
développement de ce qui la protégerait : la sagesse de la lenteur
telle que Peter Miller la concoit, les rencontres dans des contrées
préservées du désir de gadgets technologiques telle que Roman
Kames les pratique, la recherche d’un processus créatif en accord
avec la nature que décrit Hisako Kobayashi. Les artistes ici réunis
ont érigé ces valeurs en art de vivre.

Ces conceptions du monde qu’ils partagent, entre eux et avec
leurs publics, I'utopie d’une équitable répartition des biens vitaux
a I’ensemble de la communauté, la libre circulation sur la planéte
commune, sont leur «espace d’harmonie partagé» révélé par leurs
travaux et leurs expositions qui interrogent toujours: comment
agrandir, protéger, partager cet «espace commun d’intelligence»?

Alors que I'on s’affole devant le fait que I’accés au savoir
démocratisé par les technologies de la communication ne permet
pas de progresser vers plus de tolérance, plus d’esprit critique,
plus d’autonomie — mais I'invention de I'imprimerie aida-t-elle
le monde a lutter contre les barbaries et les guerres, les artistes,
patiemment, nous proposent des voies vers une pacification
individuelle et collective.
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Nous apprenant a ouvrir toujours davantage I’espace de la fic-
tion: ce dont chacun a essentiellement besoin pour se déployer, se
nourrir, invitant leurs publics a étre avec eux les magiciens créateurs
d’espace fictionnel. Cette magie pour laquelle nous entrons dans
des salles obscures pour regarder des images sur un écran, pour
laquelle les éclairages s’éteignent dans les salles de concert, pour
laquelle nous placons les tableaux sur des murs, pour laquelle nous
nous isolons pour lire et traduisons les grands romans ou poésies.

Magie que les chansons, circulant de lévres en lévres, main-
tiennent vivante autour du monde.

La fiction, sa merveilleuse ouverture sur les images de I'in-
conscient qu’elle fait affleurer a la conscience, ouvre le cceur a ce
qui nous oppose a I’'animalité, a la brutalité, a I'immoralité de toute
forme de conflits.

Espace ouvert aujourd’hui par ces trois artistes : humain avant
tout, semblable a celui que défendaient déja les sages Chinois qui
voulaient voir dans la sagesse la seule voie vers I’humanité.

Cette réunion m’a conduit a évoquer les pensées qui ont guidé
I’lhumanité vers la paix, et en particulier celle qui postule que I'art
se définit par sa capacité a prévenir les oppositions, les contradic-
tions ayant la capacité d’éviter par anticipation tout confiit.

Trois artistes nous invitent a nous retrouver dans les salles du
musée des Arts orientaux de Moscou, trois artistes qui redessinent
leur vision du monde, voulant défier I’espace anonyme qui est le
nétre au quotidien, celui anonyme et insondable qui me sépare de
la personne assise a la table voisine dans un restaurant, de celle
qui conduit sa voiture sur la route que nous empruntons ensemble,
du client croisé dans un supermarché.

Il faut donc remercier le musée des Arts orientaux de Moscou
d’offrir 'opportunité de cette rencontre, non pas dans un geste de
courtoisie conforme aux conventions, mais conscients que cette
opportunité ouvre un espace fictionnel précieux, vital, indispen-
sable: celui ou nous apprenons, grace aux artistes, a rester, dans
nos différences, attentifs aux autres.
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1. Distanciation, basculement, extension
Roman Kames, en regardant le ciel

Au bord du ciel
Quel geste plus naturel que de regarder le ciel?

De I’épaisseur de ses nuages et de leur couleur dépendent
notre conception du paysage et la forme de nos habitats, I'un et
I’autre intimement mélés, reflets de notre relation a nos environne-
ments.

Des nuages qui colorent le ciel et des reflets de la lune qui y
gite dépendent les récoltes de I'agriculteur. De sa pureté et de sa
luminosité le développement de toute forme de vie.

Quelle attitude plus intellectuellement curieuse de connaitre le
monde que de regarder le ciel?

De I'espace et du temps les astres donnent la mesure au navi-
gateur, I'invitant aux spéculations, parfois les plus hardies.

Quel geste plus spirituel que de regarder le ciel?

De son énigmatique profondeur dépendent les sentiments
d’élévation, de vénération et nos rencontres avec les dieux, les
forces ou ce que d’aucuns nomment énergies ou esprit.

Et c’est en regardant le ciel baignant I’espace tout autour de
nous, d’une facon toute nouvelle, que les peintres impressionnistes
comprirent et montrérent que le visible n’advient que par I'observa-
tion de la lumiere®!

Un demi-siécle plus t6t°%2, I’'astronomie avait démontré la trans-
parence de I’'atmosphére terrestre et le fait que seuls une partie
du rayonnement électromagnétique et certaines longueurs d’onde
peuvent étre discernés par I’ceil humain.

En traduisant les impressions que suscite la lumiére, grace
a leur sensibilité a I’air et au ciel qui nous envelopment et nous
traversent, en travaillant sur les éléments eau, lumiére, mouvement,

001 Claude Monet (1840-1926) Impression, Soleil levant, peint en 1872.
002 Cif. les travaux de Thomas Young (1773-1829).



60 Marie Parra Aledo

les peintres impressionnistes imposérent une nouvelle vision du
«paysage», approfondissant I’étendue du visible reproductible.
Dans le méme temps, le champ des recherches les plus diver-
sifiées, de la physique a I’acoustique ou a la photométrie entre
autres, s’ouvrait, faconnant nos représentations du monde.

Le «paysage» a disparu en tant que «vision romantico-décora-
tive» pour devenir, au sens écologique, ciel-habité fait de lumiéeres
impercues et d’ondes, ou le mouvement d’expansion perpétuel
entrainent a I'infini les galaxies, dans un espace sans horizon, sans
repéres, sans reliefs.

Regardant les étendues colorées de Roman Kames, je ressens
ce ciel comme «pays» plutdét que paysage. Cet artiste qui exerce
les merveilleux métiers d’imprimeur et d’éditeur d’ouvrages d’art,
regarde le monde et son ciel comme un pays et en paysan, et
comme tout paysan responsable de ses terres et de la Terre.

Ciel-pays, mythologique, non habité, du moins par des étres
représentables, semblable a I'’espace mental du jeu, du jeu de
I’enfant en particulier, absorbé par et dans ce qu’il met en forme,
jusgqu’a «s’absenter de lui-méme», jeu qui se nourrit de lui-méme et
retourne a lui-méme. Pierre Fédida écrit®®:

Le jeu, comme le mythe, ne peut jamais se transformer qu’en lui-méme
sous I’espéce d’un toujours-autre-jeu.

Temps-espace fluide et limpide de I'artiste Roman qui se lie
d’amitié avec les enfants, lors de ses marches dans les montages
du Ladakh.

Pays-mémoire qui s’aborde comme on aborde un chantier
archéologique, fait de couches actives et toutes dépositaires de
ce que nos génes curieux et impatients de se mouvoir élaborent
et projettent au fil des générations. Ciel-monde des réves, sans

003 Pierre Fédida, L’absence, Paris, Gallimard, Col. Folio Essais, 1978.
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limites, ni haut ni bas, que ce soit dans la blancheur des poles,
des fonds marins, des profondeurs interstellaires... ou des pays
ou voyage Roman Kames, comme dans I’Himachal Pradesh, aux
confins des profondeurs mentales. Et si le blanc n’existe pas dans
la nature, il est pour I'artiste, la table rase sur laquelle reconstruire
sans cesse le «toujours-autre-jeu».

A propos de I’espace-miroir, écran blanc ol nous projetons nos
images, ici le temps n’est pas donné pour nous immerger dans la
richesse des merveilleux écrits de Véra Linhartova®* sur «I’espace
sans limites» et les «distances a I’égard de la réalité».

La vérité de Partiste

Ce qui se joue dans tout dessin, quelque trait, quelque forme
échappés de la main volontaire ou non consciente, logique ou
empirique, experte ou maladroite, nous replace, ne serait-ce que
pendant un instant, aux racines de nos inconscients les plus inson-
dables.

Du moindre trait donnant forme a I'invisible en un instant de
réverie, de quelque geste que I’on dirait distrait, donnant forme a
un bout de bois, jusqu’au travail le plus élaboré, le plus méticuleux,
c’est a chaque fois le déplacement de tout I’étre vers les zones
les plus inexplorées de la conscience, dans les strates subtiles qui
nous constituent, quelque part dans la vie cosmique de chacun des
atomes qui nhous composent.

Les cultures de I’écrit, contrairement aux cultures orales,
privilégient I'appréciation des formes surgies du regard ou des
doigts non conscients en terme de beauté qu’elles définissent et
codifient. Cependant, selon une idée confucéenne®, le Beau et le
Vrai ne devraient faire qu’un. Quelque cent vingt ans plus tard, un

004 Véra Linhartova (née en 1938) Sur un fond blanc. Ecrits japonais sur la peinture du
[Xe au XIXe siécle, Ed. Le Promeneur, 1996.
005 Confucius serait né en 551 et mort en 479 avant note ére.



62 Marie Parra Aledo

philosophe grec®® entendait aussi faire advenir les valeurs du Bien,
du Beau et du Vrai dans «la cité idéale»%”

Au début du XX siécle, Okakura KakuzoX’® postula lui aussi
et parmi bien d’autres penseurs, I'importance fondamentale dans
toute éducation de ce double objectif moral et esthétique. De
Confucius a Platon ou a Okakura, ces principes sont toujours au
ceoeur de la conscience humaine.

Mais quel fil relie des intentions aussi proches, si différentes
et apparues a des époques et dans des régions du monde si éloi-
gnées dans le temps et dans I’espace?

Un sentiment? Le sentiment de I’art? Portant ’homme au-dela
de ses forces émotionnelles? Le pouvoir de transporter les valeurs?
Les artistes transportent, aux sens propre et figuré du mot.

lls agissent pour le plaisir. Et ensemencent, assurent la pol-
linisation des idées, les déposant sur leur passage d’une terre a
une autre et Roman Kames me semble de ceux qui pourvoient les
terres de semences.

Ce sont de tels artistes qui permettent notre naissance au
monde psychique, sensible et psychologique, qui se produit
certainement bien aprés notre naissance physique, et peut-étre
hors méme de nos génes physiologiques, en un temps dont nous
n’avons pas idée, incommensurable, peut-étre semblable au
nirvana®® de la conception bouddhique.

Ce sont les artistes qui distillent la connaissance par le décryp-
tage des images de l'inconscient, leur donnant éclat et transpa-
rence, de la méme facon que les impressionnistes surent exprimer

006 Platon, 428/427-348/347 av. J.-C.

007 Platon, La République, L’allégorie de la caverne, VII, 514a1-517a7.

008 Okakura Kakuzo [f2% = Le Livre du thé, 1ére édition a New York en 1906 The
book of tea. Cf. pour I’édition bilingue anglais-japonais, The book of tea, Ed.
Kodansha International Ltd, 1999. Okakura Kakuzo, également connu sous le nom
de Okakura Tenshin [E& XL (1863-1913).

009 Nirvana Cf. Les Mots du bouddhisme, Jean-Luc Toula-Breysse, Ed. Actes Sud,
2004
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la lumiére que diffractent les nuages de fumée et de vapeur des
trains entrant en gare.

Avancer

L’homme donnant libre cours a I'interprétation de son expérience
intime, vivant de fagon authentique et traduisant avec sincérité ce
qui s’offre a ses yeux, est un artiste. L'intention commune a ces
observateurs qui expérimentent les images qu’ils nous donnent du
monde, soutient la recherche de nouvelles routes vers la paix, la
beauté et la justice.

Que ce soit grace aux images envoyées par les satellites, ou
a celles données par le regard du navigateur, ou grace aux images
peintes du marcheur Roman Kames, nous sommes toujours invités
a avancer vers un inconnu que nous voulons nous approprier, plutét
qu’a suivre une route. Cependant, comme le bouddhisme I’enseigne
avec sagesse, avancer est déja suivre le chemin qui méne a la
connaissance. Ce n’est pas la représentation cartographique, le bali-
sage du chemin qui importe: ce qui importe c’est I'aller, le vouloir-aller.

Chez Roman Kames, volonté et désir de rencontre et de par-
tage accompagnent son pas et son regard tournés vers les signes
que le ciel adresse: passages nuageux, éclaircies, averses...

Avec cette compréhension des cartes qu’il dessine et dont une
nous sera proposée, marquée «ASIA EVERYWHERE», dans une des
salles du musée des Arts orientaux de Moscou.

2. Couleur musicale
Hisako Kobayashi, vibrations
Rayonnements de couleurs

«Coloration d’un orchestre», «couleur harmonique», «couleur du
son», «coloration mélodique», autant de notions courantes qui



64 Marie Parra Aledo

qualifient des sentiments associés a la perception des sons ou du
timbre d’une voix...

Mais, inversement, on ne parle pas aussi communément de
musique des couleurs. De musicalité des teintes et des coloris. Or,
chaque image, chaque ton de couleur, émet une musique qui lui est
propre et que nous percevons probablement inconsciemment.

Chacune de nos représentations imagées contient sa musicali-
té. John Cage®? voyait dans chaque son une musique.

Découvrant les tableaux de Hisako Kobayashi, je pense
aussi, a celui qui, sur les pas de Cage, proposa une musique qui
transcende la perception acoustique a travers sa correspondance
optique: Kosugi Takehisa®'"

Les effets des couleurs et de leurs fréquences lumineuses sur
le vivant, sur nos cellules, leurs énergies électromagnétiques, leurs
influences sur la chimie de la pensée, furent ensuite des axes de
réflexion de plus en plus explorés et c’est dans le sillage de cette
exploration que jaillit ma premiére pensée lorsque je découvris les
tableaux de Hisako Kobayashi.

Je ne parle pas de dimension sonore par opposition a une
dimension plastique, ou de deux dimensions distinctes qui se
meéleraient intimement, ou d’ceuvres sonores produites par des
plasticiens, et inversement, mais du ressenti de vibrations qui lient
couleurs/formes/sonorités dans un méme et unique mouvement,
dans les tableaux de Hisako Kobayashi. Celle-ci décrit ainsi sa
recherche®2:

...processus poétique qui harmonise le désordre de la nature, notre
nature — le chemin ou la musique peut parfois embrasser les impulsions
illogiques et perturber nos vies.

010 John Cage (1912-1992) compositeur, poéte, musicien et plasticien américain.

011 Kosugi Takehisa /M2 A (né en1938) compositeur expérimental japonais, cité
ici pour sa présentation en 1967 de sa composition musicale Catch-Wave (Mano-
Dharma).

012 Commentaire sur son site: http://www.hisakokobayashi.com.
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Cette définition de son travail la rapproche décidément
de Cage et Kosugi. Ou de ce que Piet Mondrian®® appelait le
«déséquilibre équilibré» voyant la création picturale ou musicale,
comme des rapports entre des rythmes, assimilant une composi-
tion de couleurs et de non-couleurs a un rapport musical de sons
déterminés.

Bien avant eux, Rimbaud®'* avait percu la poésie naturelle a
I'unisson avec le chant de I'oiseau et les forces de I'univers qu'’il
nota dans la partition musicale de ses poémes:

A noir, E blanc, | rouge, U vert, O bleu ...

Depuis «Le premier pas»°'® dans la pensée abstraite, qui fut un
saut, le passage de I’émotion a la visibilité, la matérialisation d’un
ressenti par I'image peuvent étre vus comme un travail d’harmoni-
sation soit pour prolonger un ressenti agréable, soit pour le rétablir
si le plaisir a été rompu.

Toute forme contient I'urgence intérieure de défendre ou de
protéger ce que I'on estime vital, la recherche du plaisir, de la beau-
té, paradigmes de I'art. Sans aucun doute, la musicalité de nos per
ceptions est essentielle dans le déroulement de cette quéte.

La création de la seconde moitié du XX siecle a fait du re-
nouveau incessant de la forme, de la constante irréductibilité des
créations a toute autre forme préexistante, une sorte de «réalité
augmentée» de notre représentation du monde. Certaines images
ne laissant a I'observateur aucune possibilité de rappeler a son
souvenir un repére plus ancien, déja analysé et interprété et s’im-
posant comme de pures surprises. Hisako Kobayashi explique :

013 Piet Mondrian (1872-1944) Réalité naturelle, réalité abstraite, 1920, ss la dir. de
Brigitte Leal, Ed. Centre Pompidou, 2010.

014 Arthur Rimbaud (1854-1891) Voyelles, poéme faisant partie de ceux composés
entre 1869 et 1871, dans le recueil Les llluminations.

015 Frantisek Kupka (1871-1957) Le premier pas, tableau composé en 1909.
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...j’essaie d’écouter le rythme qui vient de loin, du plus profond de mon
corps, comme porté par le vent d’un endroit immense et lointain. Avec I’espoir
de pouvoir le visualiser.

Dans cet élan, ou se déroule le renouvellement a I’'infini de
la forme, comme toute poésie sans cesse réinvente le langage,
I'image virtuelle, I’écran de I'ordinateur, la numérisation de I'image
nous accompagnent comme des aides précieuses, ouvrant
I’espace de I’écran mental tout autant que les images capturées
par les sondes spatiales qui rendent compte de la complexité cos-
mique, tout autant que les sons les plus mystérieux comme ceux
que captait Knud Viktor'® lorsqu’il disait :

cueillir les bruits des feuilles et des cailloux
nous faisant entendre ce qu’il appelait des musiques «fossiles».
Rythme, mouvement, mobilité

Peter Miller introduit I’ceuvre de Hisako Kobayashi présentée dans
cette exposition en ces termes?'”:

Méditatives et pleines d’une spiritualité Iégére, monologues intérieurs
qui rendent compte des expériences de la journée, sont les peintures de
Hisako Kobayashi.

Elles laissent s’exprimer une certaine solitude ou le temps et '’espace
se déploient généreusement afin que nous puissions réfléchir aux différents
états de la conscience, sous divers angles de vue. Rares et précieux mo-
ments dans le tourbillon des rencontres et des journées affairées.
Ineffables, irrépressibles, posés au bord du discours, ces questionnements:
ce que I'on ne voit pas et qui est pourtant depuis toujours inscrit dans la

016 Knud Viktor (1924-2013) artiste plasticien sonore.
017 Texte original en anglais, traduit de I’anglais en francgais par Marie Parra Aledo.
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conscience, ce qui s’est échoué dans le passé que I’'on voudrait rapprocher a
nouveau, le réconfort et I’espérance recherchés...

Sensations fugaces, scénes étonnamment éloquentes auxquelles Hisa-
ko Kobayashi laisse libre cours dans cette exposition.

Ce ne sont pas des portraits mais des représentations, plutét intimes,
d’une personnalité, saisis au moment méme de I'acte de penser et de ressentir.

L’expérience voyage en douceur, comme sans effort, de la conscience
a la toile, comme s’il n’y avait aucune peinture, aucun pinceau, et peut-étre
pas méme le peintre.

Ces instants intensément révélateurs sont d’abord des moments per-
sonnels, cependant dénués de tout égotisme. lls s’ouvrent aux spectateurs,
les invitant 2 un mouvement de surprise et de reconnaissance, tels des
signes que toute personne ayant fait I'expérience de I’état de veille saurait
saisir. une des nombreuses qualités de cette exposition est de donner une
“légitimité” a cette sorte de méditation diurne que seul le temps lent permet.
Les ceuvres de Hisako saisissent et visualisent ces formes indécises de la
conscience.

Elles nous encouragent a valoriser les non-dits, les pensées ineffables et
les sensations qui nous surprennent dans nos solitudes.

Elles leur accordent la valeur que notre monde fait de courses anéantit.
Et chemin faisant, elles nous offrent de reconquérir ce qui était enseveli, dans
la prison de nos vies déraisonnables. En plus d’étre source de plaisir, tout
spectateur attentif trouvera dans ces tableaux une voie vers une plus grande
conscience de ses perceptions et sera, peut-étre alors, plus attentif a une
meilleure compréhension de lui-méme.

Comme toute image abstraite, les images de Hisako Kobayashi
sont autonomes et ne renvoient a rien d’autre qu’a elles-mémes.

Cette pensée pourrait tout a fait s’étendre a tout acte d’art
dont la signification est portée par le seul fait de son existence, se
nourrissant de lui-méme.
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Musique du chemin

Rien d’étonnant a ce que Hisako s’associe avec des musiciens,
comme ce fut le cas lors de I’exposition d’avril 2015 a New York©'8,
présentant ses tableaux accompagnée de Kaoru Watanabe®®,
Ayako et Haruka Watanabe®® Si une musicalité détermine les
tableaux de Hisako Kobayashi et si cette musique ne nous est pas
directement audible, nous pouvons apprendre a entendre, comme
en suivant les promeneurs que sont ces artistes anonymes, vulca-
nologues, promeneurs attentifs, photographes d’espaces lointains
qui décryptent les concerts de feu des profondeurs de la terre,

les chorales sous-marines, nous mettant en relation spirituelle et
affective avec les sonorités de la nature invisible.

Sans doute la sensibilité propre a I'artiste est-elle de nous
ouvrir leurs paysages sonores, comme un ensemble de vibrations
qui nous enveloppent, nous nourrissent, nous stimulent, nous
influencent depuis les tout premiers temps de nos vies, vers la
conscience de notre propre mémoire musicale.

Notre mémoire sonore ne saurait étre que musicale quelque
soit la nature de cette musicalité.

Nous avons une seule identité, inaliénable, unique, formée de-
puis la musicalité ensemencée en nous, bien avant nos naissances
physique et psychique.

Identité a laquelle a ceuvré pour chacun de nous la déesse des
arts, déposant en chacun la mémoire du chant de ses ancétres.
Toute pauvreté de I'identité musicale entraine un manque d’harmo-
nie de I’étre et des relations entre les hommes et c’est certainement
a I'art de porter le projet de sauvegarder cette harmonie.

018 Exposition et concert, avril 2015, au Tenri Cultural Institute, New York, USA.

019 Watanabe Kaoru, musicien.

020 Watanabe Haruka et Ayako, musiciens résidant et travaillant aux Etats Unis avec
Watanabe Kaoru.
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3. Sagesse, Humanité
Peter Miller, lumiére

Le métier d’artiste

Au royaume ou le bitgarantit®®' la libre circulation de toute donnée,
la démocratisation de I'accés et du partage de I'information, se
faisant dans le méme temps la condition des démocraties, régne
I'image dans sa traduction numérique.

L’'image photographique fit naitre le réve du cinéma ou du
documentaire, ouvrant, bien au-dela des espaces fictionnels des
textes littéraires imprimés, le champ des représentations et de la
mémoire du monde.

Et dans la transition informatique d’aujourd’hui, comme au
temps du premier succés photographique®?, plus que jamais
régne I'image : icone, archive, animée, interactive, image-sceéne...
ou I'artiste peut exploiter une infinité de techniques et d’outils.

Peter Miller quant a lui, présente sa perception du monde
grace a sa maitrise de matériaux et de technologies propres a
I’art de la photogravure, pratiquant cet art tel I’'artisan son métier
: sur la base d’une connaissance approfondie des papiers,
dont le papier japonais®:? qui lui est cher, des supports, plaques
de cuivre ou de verre, des encres, des acides, des réactions
photo-chimiques, et d’une expérience de longue date des divers
procédés.

Dans notre nouvelle civilisation technologique dominée par
I'immatériel, le spectateur est invité a interagir avec des réalités

021 bit: contraction du mot anglais «binary digit»: unité de quantité d’information
ayant permis la mesure, le stockage, la circulation des informations dites
«informatisées». Toute information peut étre traduite en langage binaire.

022 Cf. les travaux de Nicéphore Niépce (1765-1833) et de Louis Jacques Mandé
Daguerre (1787-1851).

023 washi, papier japonais F1#k.
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superposées ou manipulées comme a travers plusieurs écrans
jusqu’a I’écran ultime qu’est notre rétine. Cela développe de
nouvelles aptitudes a observer, faisant de nous des observateurs
de plus en plus attentifs, avertis, exigeants, fascinés par les infinis
effets d’illusion que portent les images : contreparties numériques
du monde matériel. Et, comme Peter Miller I’exprime®*:

La photogravure est un véritable travail artistique qui permet d’élever et
de développer notre perception.

Les paysages «photogravés» de Peter Miller inspirent cette
réflexion sur le fait que dans des univers fictifs et cependant
familiers, nous inventons des liens entre les signes percus et notre
corps, comme si nous devions faire de ces images une expérience
vécue. Il serait intéressant d’analyser comment la nouvelle civilisa-
tion numérique nous permet d’approfondir notre perception®?®

Une sensation s’'impose en regardant les «tableaux» de Peter
Miller: la luminosité trés particuliere de ces images qui impose les
noirs comme des couleurs.

La couleur noire

La pensée scientifique associe les notions de couleur et de lumiére.
Sans lumiére, on ne saurait parler de couleur. Cependant, les noirs
des paysages de Peter Miller me semblent doués de couleur. Grace
a leurs nuances, leurs brillances, leurs ombres progressives, leurs
subtiles et lumineuses transparences.

024 Extrait du site de la Collection Kamakura Print. Cf. http://www.kamprint.com.

025 L'ouvrage du professeur Yves Pouliquen La transparence de I'ceil, Paris, Odile
Jacob, 2001 est essentiel pour comprendre les révolutions qui ont eu lieu ces
dernieres décennies dans la compréhension de I’organe merveilleux qu’est I'ceil.



71 Marie Parra Aledo

Cette technique de la photogravure donne aux noirs toute leur
couleur comme dans la profondeur du sumi®?® L’artiste et écrivain
Hayashi Yoshifumi®?” expliquait:

que I'on pouvait en sentir les contrastes, la luminosité et les saveurs des
encre de Chine en les go(tant.

L’encre se golte. Ses senteurs et la finesse de son gout
indiquent sa qualité. Les paysages de Peter Miller impliquent la
sensation de la couleur, fiit-elle noire en apparence. Nous les
interprétons avec la couleur parce que la photogravure permet de
donner aux ombres finesse et transparence lumineuses.

Mais, au-dela de la problématique de la couleur, cette ré-
flexion me conduit a interroger les polarités toute artificiellement
construites par le langage scientifique, comme celle-ci qui oppose
lumiére-couleur, ou celle qui oppose la nuit et le jour.

Selon I'historien des religions Mircea Eliade® les créations
spirituelles tout comme les formes artistiques ont cette capacité
a défier le formalisme verbal et d’abolir les polarités.

Pour ce philosophe, la forme artistique résulte de la vision
d’un conflit supposé. Elle a le pouvoir de juguler, de conjurer les
déséquilibres, afin d’apaiser ’homme en lui donnant la mesure de la
catastrophe qui aurait pu advenir: non pas dans le sens de diversion
mais de proposition, par anticipation, d’une résolution de conflits.
La forme pensée par I'artiste, serait donc un indice de vigilance, un
gage de clairvoyance dans des situations potentiellement sources
de conflits. De la méme fagon, selon Gustav Jung®®, a I'origine des

026 sumi, encre de Chine 2.

027 Hayashi Yoshifumi (1943-2000) plasticien et écrivain japonais, présenté par Marie
Parra Aledo.

028 Mircea Eliade, Le sacré et le profane, Gallimard, Col. Folio essais, 1987 9 Carl
Gustav Jung, ’homme a la découverte de son ame, Albin Michel, 1987.

029 Carl Gustav Jung, ’homme a la découverte de son ame, Albin Michel, 1987.
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conflits psychiques, des contraires s’opposent, créant un déséqui-
libre que le réve a la charge de rétablir, en effectuant une sorte de
«réparation de soi».

Voir ainsi dans la diversité des formes artistiques autant de
solutions aux questions antinomiques de l'identité, des relations
entre les hommes, des représentations du monde, voir dans la
capacité que nous aurions, par I’art, de contourner I’angoisse de-
vant la menace que représentent les ambivalences, afin d’exorciser
une crise, n’est-ce pas la le départ d’'une grande sagesse?

La forme aurait la capacité d’inventer une réponse imaginaire
aux questions contradictoires et le plus souvent inconscientes
qu’engendrent les polarités: cette vision annonce une attitude
philosophique nouvelle ou les hommes seraient capables de préve-
nir les crises de civilisation.

Toute image, comme le langage poétique, reflete les mouve-
ments de I'inconscient qui s’imposent avec une extréme précision
lorsque I'artiste ou le poéte leur prétent un pouvoir sur le réel.
L'image et la poésie détournent I’attention qui percoit ce qui est
différent comme déroutant et inquiétant, trompe la crainte de
I’étranger. Paradigmes de I'accueil confiant de la différence, elles
introduisent I’étranger, I’étrange, comme non inquiétant, pré-
viennent le malaise comme le propose Mircea Eliade, en allant vers
un équilibre bienfaisant.

Vecteur de pacification, d’apaisement des angoisses de I’ar-
tiste, par ricochet I’'art conduit au dépassement de I'inquiétude née
de I'invention des polarités. Le poéte abolit la polarité intérieur-ex-
térieur en proposant a son lecteur la fusion des dimensions d’une
part : I'intériorité vécue comme dimension esthétique sacrée et le
corps soumis a la Réalité. L'opposition psyché-soma, aujourd’hui
amplement rejetée rejoindrait cette approche poétique.

De la méme facon, on peut interroger la polarité communément
évoquée entre Orient et Occident, conceptions exprimant une
séparation, une frontiére. Le nom méme du musée des «Arts
orientaux» qui accueille aujourd’hui I’exposition de Roman Kames,
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Hisako Kobayashi et Peter Miller, m’interpelle. A I'orient de quoi?
Et I'est ou «se leverait» le soleil serait a I’est de quoi? Quelle réalité
recouvre cette vision du monde? Quels seraient I'ouest et I'est
d’une terre faisant le tour de la planéte, sans frontiére naturelle,
politique, géographique?

Une autre polarité: donner-recevoir qui étaie profondément
notre personnalité, pourrait étre envisagée, comme le bouddhisme
tibétain la percoit, comme un seul et méme concept®’: devenant
la chance de nous construire harmonieusement dans la différence
et la pluralité qui constituent le flux méme de I’lhumanité. Tout art,
indépendant des logiques marchandes, porte cette espérance.

La forme artistique contient et endigue la violence des forces
opposées comme les digues contiennent la violence des riviéres et
comme les réves nous « réparent ».

Peter Miller nous offre des images comme des réponses paci-
figues possibles aux forces qui déséquilibrent nos imaginaires. Et
c’est bien une forme on ne peut plus apaisante qui est proposée.

Le chemin est-il indiqué ?

La cosmologie antiques nous enseignent la possible compa-
tibilité entre ce qui semble disjoint, différent, opposé. Elles nous
guident vers la possible fusion des contraires, la dissolution des
polarités et des dichotomies, toutes artificiellement créées par le
langage seul.

Le chemin se dévoile au fur et a mesure qu’il est pratiqué
comme le jour devient visible tandis que la nuit enveloppe I'autre
face de la planéte, les deux existant ensemble, dans le méme
temps.

Une expression arabe dit que « deux faces d’'une main ne font
qu’une seule main ».

030 donner-recevoir: gtong len. Cf. Le livre tibétain de la vie et la mort, Sogyal
Rinpoché, Le Livre de Poche, Paris, 2005.
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Chaque action artistique rend visible ce qui était invisible. C’est
ainsi que Platon définissait I'art et la poésie®' L’acte d’art marque
le cheminement source de vie, dans le sens de créativité synonyme
du plaisir.

Dao%?, do en japonais est le nom que Chuang-tzii®? donne au
cheminement. Direction, sens, passage, méthode, route, chemin,
principe, vérité, raison, savoir-faire, dire, parler... sont parmi les
acceptions de ce sinogramme.

Associé a d’autres idéogrammes, de riches spectres séman-
tiques s’offrent : rapporter, dire, savoir, étre conscient, voie lactée,
trajectoire, humanité, contact, communication®* Cet aparté afin
de signaler combien les traductions en francais des concepts
composés avec le sinogramme «do», trop invariablement plaquées
sur 'omniprésente «voie», pourraient étre plus nuancées.

Courant, tendance, attirance, désir, le chemin appréhende
«I’aller», le flux, au sens de choix conscient, apaisé, par opposition
a la volonté forcenée de déméler les oppositions, qui entraine
malaise et confusion®®;

Le Dao se réalise a mesure que nous y cheminons ; les choses de-
viennent ce qu’elles sont a mesure que nous les disons telles.

031 «...tout passage du non-étre a I’étre... » : traduction de Philippe Jaccottet, Platon,
Le banquet, 205c., p. 90.

032 dao & do en japonais.

033 Chuang-tzu, #t-F, aurait vécu entre 369 et 286 av. J.-C. Auteur des Chapitres
intérieurs, texte cité ici dans la traduction en anglais du sinologue Angus C.
Graham (1919-1991)

034 dire 338, savoir, étre conscient de %13&, ne pas savoir A48, voie lactée B
18, trajectoire F81&, inhumain &1, humanité A8, tacisme 382, atteindre la
perfection %38, contact, communication 3Xi&, enseignements de Confucius .. &,
anciennes voies tiH.

035 Chuang-tzu: The Inner Chapters, traduction de Angus C. Graham, p. 53 de I’édition
de 2001, Hackett Publishing Company, cité par Anne Cheng, Histoire de la pensée
chinoise, Points, Col. Points Essais, Paris, 2014, page 15.
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Cette pensée me semble d’actualité.

Elle définit ce qu’est dans son essence toute action artistique
tenant a distance les dichotomies, les dualismes, les oppositions
tenaces dont les dogmes se nourrissent. Elle nous équilibre loin
des polarités oppositionnelles qui entrainent les hommes, dans leur
peur affolée devant ce qui ne peut étre résolu, a se heurter.

De méme qu’une terre qui ferait le tour de la terre n’aurait ni
ouest ni est, nulle balise ne réduit le chemin de la sagesse a une
direction, un lieu. Mais toute subtile forme d’art conduisant a I’hu-
manité en marque son déroulement. C’est a cela qu’on le reconnait.

Quelques-uns des titres des ceuvres de Peter Miller donnent le
ton de la poésie que le public est invité a partager:

Notre cadeau

Icietla

Second printemps

Le temps et le temps encore Réseau
Brume matinale

17 Images et légendes bilingues sur le site de la Collection
Kamakura Print:

Our Gift/ ZA™M

Here and There / # U 1T

Second Spring / =&

Time and Time Again / f§1% Network-3 / #3-3
Morning Glory / 1%
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Mutep Munnep

Buorpadus

Mos XunsHb XygoXxHuka Hadanacb B 1991 rogy, korga 8 noctpoun
doTorpaslopHy0 MacTepckyto B ropoge Kamakypa B AnoHun.

Bes yuntenbckoro HactaBneHus, pabotasa ¢ Kpackom, MegHon
rpaBMpPOBaNIbHOW OOCKON, Bymaron n ynbtpadnoneTom, 1 y4usncs
3TON TEXHUKE METOAO0M NPo6 N OWNG0OK — B OCHOBHOM OLLUNGOK.
Moe nyTtewecTtBune B mup cotorpasiopbl XIX Beka (Ynnosim eHpn
®dokc Tanbort, Ixo3ed Hucedop Hbenc, MNutep NeHpn dmepcoH)
COBMasno C BO3POCLUUM MHTEPECOM K PYKOTBOPHbIM BELLAM,
HeCyLUM rnevyaTb BPEMEHN, aCUMMETPUYHbIM, HECOBEPLLEHHbIM.

U Torga s o6Hapy>xnn gnsa cebs acteTuky Babun-cabu, Kak ee
Ha3bIBaAKOT AMNOHUbI, 6051€e 65IN3KYI0 MHE MO AyXy, YeM Kraccuye-
ckas potorpacpusa nnm 4pesamepHo IKCNPECCUBHOE NCKYCCTBO.

M nockonbKy 1 xoTen, 4To6bl 3pUTENN BOCNPUHUMANU Mou paboThbl
KakK NpoAo/mKeHne CBOX BOCMOMUHAHNN N CBOEro OnbITa, 1 UcKan
WCTOYHNK BOAOXHOBEHNA B Npupoae N NnoBcegHEBHON XXN3HU, KOTO-
pble Mornu 6bl CKoOpee pacKpbiTb, YEM HaBA3aTb AMOLMOHAJIbHYIO
WHTEHCUBHOCTb.

Decatnnetunem paHee AnoHus ctana MOUM BTOPbIM LOMOM,
korga B 1981 rogy s Hayan pabotatb C KOMNaHuen «XoHaa» Hafg ux
nepsbiM 3aBogom B CLLIA. 3Ttomy cobbiTuio npepliectsoBana y4yeba
B Konymbuiickom yHusepcuteTe B Hbto-Mopke, ancceprauus no
couymnonornun B KannopHUmMCckom yHusepcutetTe B bepknu, NpoeKTbl
co CtaHadOpACKNM nccnenoBatefibCKUM MHCTUTYTOM B pa3HbIX
To4Kax 3eMHoro wapa. lNockonbKy A Bblpoc B ropofe Nurttcbypre B
MeHcunbBaHMN, HeKorpa ueHTpe 06paboTkm ctanu B AMepuke, 3TOoT
«Kene3Hbl ropoa» Ha Kparo Annanayen HaBcerga ocrtancs B Moen
KpPOBWU, pa3 CTOJIbKO JIET CNYCTA A 3aHAJICA rPaBMpOBaHNEM Ha Meg-
HOW OOCKe Nof BO3AencTBueM ynstpadunonera ¢ ConsiMun xenesa.
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Mo mepe HakoneHNA onbiTa TEXHUYECKUE BONPOChI OTOLLN
Ha 3aQHUI NnaH, B TO BpeMs Kak hunocodckue n aMmounoHasibHble
3apaum obpenu nepsocTteneHHoe 3HadveHue. lNMepeoe Bpems, ¢ 1994
no 2003 rog, Mmoe BHMMaHUe oCTaHaBNMBaNoChb Ha GyaauncKux
N CUHTOUCTCKMUX Xpamax, cafiax, MOPCKUX beperax, anbnumnckKmnx
BOAHO-60/I0THbIX YyroAbsix, ropax u gepeBHsaxX. ANOHCKNA 3puUTenb
Hawen B 3TOM Npu3biB, CXOXNI CO CBOGOQHON YepHO-6€enon To-
HaNIbHOCTbIO KNAaCCUYECKOWN ANOHCKOMN XXNBOMUCU TYLbIO. BbicTaBku
B AMepuke n EBpone gaBsanu 3aputensim nobonbITHOE BreYyaTneHme,
O6y[TO OHM Nocewann MecTa, N3o6pakeHHble Ha rpaBlopax, XoTs
HUKTO M3 HUX He 6bin B AnoHnn Ha camom gene. 1ot aheKT nepe-
hasan rnybuHy Tom atmocepbl, KOTOPYIO s CTapancsa AOCTUYb.

C 2003 roga st MHOro nyTewwecTBOBas B NOUCKE HOBbIX BMne-
yatneHun. A no3Hakomuncsa ¢ Poccuen, nocetus BnagneBocTok, n
aTa gpy>x6a npogosnkunacbk B 2005 rogy ¢ odepenHon BbiICTaBKOM
1 ganbHenwunm nytewectsmem B MpkyTck, Ha o3epo bankan n B
MoHronuio. Tam 51 MecsiL, NyTewecTBOBa Ha Nowwaaax Yepes AoNMNHY
Hamapp)knH, nyctbiHio [06U 1 pernoHbl Antasi B CONpoOBOXOEHNN
KoYeBbIX HapoaoB ceBepo-3anagHoit MoHronun. B 2007 rogy cocto-
Ancs noxop Ha MNaHew-lmman B Henane, KOTopbln Annacsa mecsiy u
packpbll MHE Benndune NMmmanaes n HEBEPOSATHBIN XapaKTep Henasb-
ues. [lonrue rogbl XXU3HN B AANOHUN HAQENNIN MEHA ANOHCKUM BU-
OeHnem Bewen. Hopserna n ®uHnaHgmsa nogapuam MHe TyMaHHble
naHpgwadTbl U HaBUCaKOLWME PEKN, B KOTOPbIX OYATO KTO-TO XXUBET;
MOPCKMNE Nen3axxu, MHOroBekoBble Buapbl Moptyranun, AHMmum n
®paHuun ygnBnTeNbHbIM 06pa3oM HanoMuHann MHe AnoHuKo. SToT
)eHOMEH ner B OCHOBY HECKOJIbKUX BbICTABOK U NPOAOIHKAET MEHS
WHTepecoBaTb [0 CUX Nop. Kak nocetutenu, KOTopble NpeacTaBnsanu
cebs B TeX MecTax, B KOTOPbIX OHU HE Oblnin, 1 NOHAN, YTO A UMEID
Oeno ¢ 4em-to 6onee cBO60HbLIM OT rpaHuL, 0bbI4HON hoTorpacun,
O6y[TO 3TO NyTEewecTBME BO BPEMEHU NN NEpPEMELLEHNE B NPO-
cTpaHcTBe. PoTOKamMepa, XMMNYECKNE BELLLECTBA U METANIINYECKNE
nncTbl ans oTorpaBlopPbl — BCE 3TO NMPOCTO MHCTPYMEHTbI AJ1s
co3aaHus 06pa3oB Npy NOMOLM Kpacku Ha bymare.
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B 2012 n 2013 rr. #1 onybnukosan gse KHuru, Clairvoyant
(«AcHoBupsawmin») u Dappled Things («[ecTpble Bewm»), a Takxe
nposen BbicTaBkn Bo PpaHuun, Poccun n CLLUA. 3TOT onbIT paboTsl
C aBTOpamMu, KOTOPbIMA S BOCXULLAOCb, BOOXHOBWUIT HA TBOPYECKUN
auanor ¢ oBymMsa opyrummn xyaoXXxHukamm, Xucako Kobascu ¢
PomaHom Kameluem, pesynbtatoMm KOTOPOro ctana 3Ta BbiCTaBKa.
BocnpuHumas nx XxuBonucb B CBETE TOrO, 4YTO A caM MbiTasicA
[obutbcsa ¢ hoTorpaBOpPoOn, 1 0CO3Has, YTO Mbl BCE BbICTynaem
3a 4YUCTbIN OnMbIT, CBO6OAHbIN OT pauuoHanu3auun. LiBet u nerkue
NOTOKM CBeTa B Xosictax Xncako nepeparoTt KaXXablili MOMEHT
NMOBbILLEHHOr0 BHUMaHNA K MUPY; CBeTUNa 1 NyHbl PomaHa, Kak u
€ro MyCCOHbIl, HageneHbl KOCMUYECKUMU CUlaMun, NEPEOCMbICNIEH-
HbIMW YeNnoBeKOM. Hepes yHuBepcasnbHble cpeacTtea rpaukn n
3KCNPECCUMN KaXKObI N3 HAC CTPEMUTCA BCTYNUTb B Auanor ¢ TeMm
MUCTUYECKUMN TEYEHUSIMUN BO BCENIEHHOWN, KOTOPbIE 3aBOPaXXMBatoT
Hac CBOEN Hen3BedaHHOCTbIO. f paj, YToO MHe yaanocb cobpaTb Hac
BTPOEM U1 Hawwm paboTbl o1 3TOWN BbicTaBkn B [ocyaapCTBEHHOM
My3ee BocTtoka B Mockse.

HoBas ctyneHb B MOEM TBOpYECTBE HAYNHAETCA B KOHLE 3TOro
n B cnepytowem rogy (2015 n 2016): a1 3aBepLuato CTpPoOUTENbCTBO
HOBOW rpaBupoBanbHON MacTepckon B Kamakype, KoTopas nosso-
NINT MHE YBENNYNTb YNCI0 XYO0XKECTBEHHbIX paboT. NpaBlopbl Mmano-
ro oopmara oCcTaHyTCsi OCHOBHbIM BULOM paboTbl, B TO BPEMSA KakK
6onbLuon hopmaT NO3BOAUT U Aanblue npopabarbiBaTb TEKCTYPY,
rnybuHy n xapaktep ¢otorpastopbl. [10 Mepe TOro Kak aToT apxu-
TEKTYPHbIN NPOEKT obpeTaeT 3aKOHYEHHbIN BUA, POXXAAIOTCS HOBbIE
nepcnekTusbl rpadmyeCKNX NOUCKOB, KOTOPbIMU A C HETEPIEHNEM
X04y NOAENUTLCSA CO 3pUTENAMU B ANOHUN U MO BCEMY MUDPY.

Kamakypa, utoHb 2015 ropga
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Peter Miller

Biography

My life as an artist began in 1991, when | built a photogravure
etching workshop in Kamakura, Japan. Having no teacher, working
with ink, copperplate, paper, and ultraviolet light, | learned the
technique myself through trial-and-error, mostly error. My re-
discovery of photogravure etching from 19th-century sources
(Talbot, Niépce, Emerson) coincided with a shift in sensibility
toward hand-made objects of rough, asymmetric, weathered
design. | found this wabi-sabi style, as the Japanese call it, more
congenial to my perspective than conventional photography

or overly-expressive art. As | wanted viewers to experience my
artwork as an extension of their own experiences and memories, |
sought imagery in nature and everyday life that would enable rather
than impose emotional intensity.

A decade earlier, | had made Japan my home in 1981, the
chance result of a project assisting Honda with their first U. S.
factory. My preparation for this consisted of college at Columbia
in New York, a PhD in sociology at Berkeley, and projects with
Stanford Research Institute in various parts of the world. Having
grown up in Pittsburgh Pennsylvania, however, once the steel
center of America, that ‘iron city’ at the tip of Appalachia stayed in
my blood, as many years later, | took to etching ultraviolet-exposed
copperplates with salts of iron.

With continuous practice, technical matters receded into the
background, allowing exploration of philosophical and emotional
themes. These focused initially, during 1994-2003, on temples,
shrines, gardens, seashores, alpine wetlands, mountains, and
villages. Japanese viewers found in their reverence for nature a
timeless appeal, similar to the spare black-and-white tonality of
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ink-brush paintings. Exhibits in America and Europe gave viewers
the curious impression that they had actually visited the places
depicted, though in fact they had never been to Japan. | did not
know what to make of this effect at the time, though it seemed to
indicate a depth of involvement that | hoped to encourage.

From 2003 onward, | traveled extensively in search of new
experiences. A visit to Vladivostok provided my first glimpse of
Russia, repeated in 2005 with another exhibit and an onward
journey to Irkutsk, Lake Baikal, and Mongolia. There | embarked
on a month-long horse trek through the Namarjin, Gobi Desert and
Altai regions among the nomadic peoples of northwest Mongolia.
A 2007 month-long hiking trek in Ganesh Himal, Nepal revealed the
breathtaking grandeur of the Himalayas, and the equally impressive
character of the Nepalese people. My long residence in Japan
brought Japanese-style imagery to my eye wherever | wandered.
Norway and Finland provided misty landscapes and brooding lakes
suggesting mysterious presences; Portugal, England, and France,
seascapes and age-old views curiously reminiscent of Japan. This
phenomenon became the theme of several exhibits, and continues
to intrigue me. Like the viewers who imagined themselves
someplace they had not actually visited, | came to understand
that | am really engaged in something quite beyond the bounds of
conventional or documentary photography, a kind of time-travel
and transposition of space. The camera and all the chemistry and
metallurgy of photogravure etching are merely instruments for
realizing these visions in ink on paper.

In 2012 and 2013 | published two books, Clairvoyant and
Dappled Things, in connection with exhibits in France, Russia
and the United States. These collaborative efforts with writers |
admire encouraged similar endeavors, in particular with two artists,
Hisako Kobayashi and Roman Kames, my colleagues in the present
exhibit. Seeing their paintings in the light of what | was seeking
with my etchings, | realized we were all after direct experience
unimpeded by rationalization. Hisako’s color and light flows depict
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the very moment of heightened awareness; Roman’s suns and
moons and monsoons are alive with personally experienced cosmic
forces. Through different graphic means and forms of expression,
we all seek to be in touch with those universal currents that are
only mysterious insofar as we remain unaware of them. It is the
unique calling of the graphic arts to visualize these in ink on paper
or paint on canvas. | am happy to have brought the three of us, and
our works, together for this exhibit at the State Museum of Oriental
Art in Moscow.

A new phase of my artwork begins this year and next (2015
and 2016) as | arrange for design and construction of a new
printmaking workshop in Kamakura, enabling a larger scope of
artwork as well as related activities. Small prints with their intimate
scale will remain a focus of activity while extending the texture,
depth, and tonality of photogravure etching to larger formats. As
the architectural project takes shape, this new setting promises
numerous prospects for graphic discovery and exploration, which
| look forward to sharing with viewers in Japan and the rest of the
world.

Kamakura, June 2015
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Xucako Kobascu

Buorpadus

A pogunack B Tokno n xusy B Hoto-Mopke. Mutep Munnep
poauncsa B AMepuke n y>ke MHOro net xueet B AnoHun. Korga s
nosHakomunachb ¢ lNutepom YeTbipe roga Ha3ap, A cpasy NoHsnNa,
YTO Y HAC NOXOXXee XyO0XXEeCTBEHHOE MbILLJIEHNEe, XOTA ero paboThbl
N TEXHUKA CUJIbHO OT/INYAlOTCS OT TOro, YTO Aenato si.

A yunnacb curypartusHom xmnsonucu B UHctutyte MNpatra B
Hito-Mopke, HO BbICTPO NPUMKHYNA K TeHeHMIo, KOTopoe 0606LLeH-
HO Ha3blBalOT abCTpaKTHOM XusBonucbto. B cBoux paboTtax A cra-
palCb NPUBECTM B rapMOHNIO 6ecnopsanok npupogapl. A Hagenso
>KMBOMUCb NO3TNYECKUM CMbICIOM, NOAO06HbIM My3biKe, KOTOpas
BbI3bIBAET CMOHTAHHbIE UMMYJIbCbl, HAMOMHAOLUME HALUy XXU3Hb 1
noLwuaTbiBaloLLMe NPUBbIYHbIA NOPAROK Belwen. CobpaTtb uenoe n3
yacTen — BOT YTO AJisi MeHsl BaXXHO. [pu nomowm nuHnm v uBeTa s
hopMUPYIO OTHOLLEHUS MEXAY Bewwamun. A CTPEMIKOCb K TOMY, YTO-
6bl NMHNA, UBET N TEKCTypPa B MOEN XXNBOMUCY B3aUMOLENCTBOBAIN
Heoby3aaHHO. [JuHaMu4yHbIe, CUNbHbIE, XPYNKUe, nobble gpyrne,
6y[TO 9TO BEIMKONENHO HAaNMCaHHOE U UCMNOJSIHEHHOE My3blKallbHOEe
npoussegeHue.

Mpouecc HanncaHus KapTuHbl 019 MEHA — Pa3roBOp MeXay
MHOW 1 xonctom. O6palaTbCs K XONCTY 1 BO3BpaLaTbCca K cebe —
BOT TOT CNOCO6, KOTOPbLIM 51 MOIYy HAaUTU TO, YTO ULLY. DTO MNOXOXKE
Ha nccneposaHne cobcteseHHon aywmn. O6HapyxxeHne cebs. U ato
TOXE A1 MEHA BaXKHO.

HepasHO 51 npoyna KHUry o6 nccnepoBaHnAX HEMPoobmonoros
U MOHaxXoB A3eH-0yanmama o TOM, Kak pabotaet MO3r B MOMEHT
MeguTauum n OTCYTCTBUSI MbICIIUTE/IbHOrO npouecca. 3To HanoMHU-
J10 MHE O TOM, K YeMY 51 CTPEMJTIIOCb KaK Xy[O0>XXHUK.

Hbto-Mopk, monb 2015 roga
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Hisako Kobayashi

Biography

I am a native of Tokyo who has resided for years in New York City.
Peter Miller is a native of the U. S. who has resided for years in
Japan. When | met Peter four years ago through a mutual friend,

| immediately felt that we share a similar sensibility as artists, even
though his medium is very different from mine.

While | studied representational art as a student at the Pratt
Institute in New York City, | quickly became what is conventionally
called an abstract painter. In my art, | work to harmonize the
disorder of nature. | also try to bring a poetic presence to my
paintings, the way music can embrace the illogical impulses that
both fuel and disrupt our lives. To make a whole from these parts:
that is what | am after. It is in this way that my painting, though
outwardly abstract, reflects my inner reality.

| use line and color to activate the relationship in between
things. | would like line, color, and texture in my art to coordinate
and have the feeling of being very expansive: dynamic, strong,
fragile, and all other nuances, like a wonderfully composed and
played musical piece.

The painting process is like a conversation between myself and
the canvas. | go back and forth as if | am talking with the canvas
while | am painting. In this way, | find what | am looking for. It is
like excavating what is underneath you. Self-discovery: that is also
what | am looking and searching for.

Recently | read literature by brain researchers and Zen priests
talking about how the brain can function when thinking is absent.
It reminded me of my own process as artist.

New York, July 2015
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PomaH Kamelu

Buorpadus

Bynro naewb BHYTPU OrpoMHON KapTuHbl! Takoe BnevatneHne
npounssenn Ha meHs Mmmanan, korga netom 1992 roga s1 okasancs
B Jlapakxe. Tonbko B 40 neT MHe yaanocb No3HaTb MO UCTUHHYIO
npupoay Xyao>KHuKa B 3TUX MecTax, 1, 4To ewe niobonbiTHee, A
OTKpbIN B cebe niobutens newmnx nporysok No ropHbIM BepLUNHAM.
3a nnevamn — 20 neT Xu3Hu B lNpare, MoeMm pogHOM ropopge.
[oBONBHO paHO NPOSABUBLLUMACA NHTEPEC K Xunsonucu. C TpuHag-
LaTuneTHero Bo3pacta — BEPHUCAXMU 1N XXaQHOE YTeHNe KHUT Mo
NCKYCCTBY. 3aHATUA PUCYHKOM W XXMBOMUCHLIO, YTOObI NMOCTYNUTL B
Akagemunio n3obpasntenibHbIX UCKYCCTB, — XKenaHne, ManogoCTMKu-
moe B lNpare Toro BpemeHn. Meuta ctatb Xyao>KHUKOM OTCTyMNaerT.

Ho HeHaponro. MNoesagka B ceHTA6pe 1973 roga — Ctambyn
— Pum — Lopunx — Mapwux: 910 U NnepBoe gonroe nyreliecTeue,

N OQHOBPEMEHHO NOC/IefHAA BO3MOXXHOCTb peann3oBaTb CBOO
MeuTy. CTaBkun caenatbi!

Do6poxenaTtenbHbin npuem lNyctaBsa CeHxbe, hnamaHpcKoro
Xy[OXXHMKA, npenogatowero B napmxckon LLIKone nasuHbix
WCKYCCTB, Kya MeHsl NpuHAAN. 1 BCTpeyaro TbiCA4YN CTYAEHTOB U3
pasHbIX CTPaH, YTO HEBO3MOXXHO Obln10 npenctasuTb B lNMpare, ropo-
he, cocpenoTo4eHHOM Ha camoM cebe. Cxoxxue B3rnsagbl, TbiCA4N
BbICTaBOK U, HAaKOHeL,, JlyBp — Ka3anocb, NOTEPSAHHbIN ONSA MEHS
HaBcerpa, — npencraeT Tenepb AOCTYMHbIM B JIIO6O0O MOMEHT — Ha
TO Y MEHSA €CTb CTYyAEeHYECKNIA buner.

KomHatbl B CTyaeH4eCcKOM obLwexuntum B Napmxe Heobbl4anHO
mManbl. 4 nytewecTByo Nno EBpone u nocewato My3eun N CTpaHbl, O
KOTOPbIX A0 3TOro 3HaJj TOSIbKO NO KHUram.

Mowun pa6oTbl NpNGANXKaOTCA K MUHAMANN3MY N KOHLENTYanm3my,
SIBNIEHWSIM, NO3OHO NPOHMKLINM B nNapwxckne ranepeun. Kpackm nokm-
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OAl0T MO KapTUHbI N PacTBOPSAIOTCA B 6€3bICXOAHOM CEPOM LIBETE.

Unausa n Jlapakx, Kypa 9 otnpasuics no npurnaweHuto ¢o-
Torpacpa n sHatoka Tex mect Apocnasa NoHkapa, BHOBb OTKPbINN
BO MHe B3rnsg XyAoXKHuKa. HaumHaeTca nytewwecTeue no UBETHbIM
npocTpaHcTBaM, OXXnBLUEN N 6eCKOHeYHON KapTuHe. PasHouBeT-
Hbl€ ropbl, IEAHNKN, BbICOKOIOpPHbIE 03€epa, yuienbs, 3biby4yne
NecKun, KOTopble CTaHyT A8 MeHsl meTad)opon, JiyHa, CoMHLUE, MyC-
COHbl — BCE€ 3TO HaCbIWAET MOWN KapTUHbI, B3rnsig o6HoBNsieTCS.

Ho aTo Takxe n nytewecrteme Bo BpeMmeHn. MoHacTbipu, 3ate-
PSAHHbIE Cpean CKanMCTbIX MaCCUBOB, C NMOTYCKHEBLUMMW OT KOMOTN
MacnsiHbIX namMmn opeckamn. TeMHOTY npopesaloT MaHAaanbl Npu-
YyaMBON reoMeTpunyeckon hopmbl. Koro Tam MOXXHO BCTPETUTL B
3TOM MUpeE, rae noYTU HET HUYEro XXnBoro?

C Ts>KenbIM prOK3akoM 3a CNUHOMN 51 OKa3biBalOCb B OAHOM
ceneHnu.

— Bbl KTO?

— A — XyAOXHMUK.

— Ham kak pa3 Hy>XeH XyfoXXHUK. Mbl ctponm romna®!, — o6bsAcHAeT
MHE MECTHbIN XNTENb, NPOTArMBasa 3ap>xaBeBLUnii Komnac. Kak 06bsaCHUTb
€My, YTO 51 XyOOXKHUK MHOro poga?

Tnbetckas XXnsonucb 6bina 3aKkoanpoBaHa Ha NPOTSXXEHUN He-
CKOJIbKNX BEKOB. YTOObI 3aHMMATLCA e, HA[O cHavana NPonTu we-
cTuneTHee oby4yeHue. PucoBartb 34eCb He MPUHATO, U, YTOObI HAY4YUTb
JeTen, Haao Bce NPUBO3UTb C COO0N N NPOTUBOCTOATb 3aMKHYTOCTH
MECTHbIX yuuTenen. YHTy3nasm y4eHUKOB pacTeT Ha rnasax, Kak Tosb-
KO OHU BUAAT, YTO BCEM XBaTaeT Kpacok u kucten. CtepeoTtunsl ncye-
3aloT, XXMBOMNCb CTAHOBUTCA XXNBOW, 3KCMNPECCUBHOWN N NPOAYMAaHHOM.

Jlapakx, 7 nrons 2015 ropa

001 Komnnekc yKpenneHHbIX COOpPY>XeHnn B Byaan3me OyXOBHOMO Ha3HavYeHus,
MOHacCTbIpPb.
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Roman Kames
Biography

Telle fut I'impression que m’a fait I’Himalaya dés que je suis arrivé
a I'été 1992 au Ladakh. C’est a quarante ans que j’y ai découvert
ma nature de peintre paysagiste et, plus curieux encore, celle de
trekkeur des hautes altitudes.

Vingt années passées dans ma ville natale, Prague: trés t6t un
vif intérét pour la peinture. Dés treize ans — vernissages et lectures
voraces de livres sur I'art. Dessins et peintures figuratifs en vue
d’entrer a ’Ecole des Beaux-Arts, une idée difficile a réaliser dans
le Prague de I’époque. L’idéal de devenir peintre s’éloigne.

Pas pour longtemps. Départ de la derniére chance et, en méme
temps, le premier long voyage en septembre 1973: Istanbul —
Rome — Zurich — Paris. Les jeux sont faits!

Un accueil bienveillant de Gustave Singier, peintre flamand
enseignant a I'Ecole des Beaux-Arts de Paris ol je fus admis.

Je rencontre des milliers d’étudiants de tous les pays, chose
impensable a Prague, ville qui se renferme sur elle-méme pour
longtemps. Regards croisés, des milliers d’expositions, mon
réve — le Louvre que je croyais a jamais perdu — s’ouvre devant
moi accessible a volonté avec ma carte d’étudiant.

Les chambres d’étudiants sont petites a Paris. Je voyage a
travers I’Europe pour visiter des musées, monuments et pays dont
je n’ai eu, jusqu’alors, qu’une connaissance livresque. Mon travalil,
construit, s’approche du minimalisme et du conceptualisme qui
arrivent tard dans les galeries parisiennes. Les couleurs quittent
mes peintures pour se fondre dans un gris complémentaire, sans
issue.

L'Inde, le Ladakh ou je pars invité par Jaroslav Poncar,
photographe et connaisseur de ces lieux, rouvre les yeux du
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peintre. Commence un voyage dans des espaces colorés, dans
un tableau vivant, infini. Montagnes multicolores, glaciers, lacs
d’altitude, profondeurs, sables mouvants qui deviendront une
métaphore, lunes, soleils, moussons, imbibent la surface de mes
tableaux, le regard se renouvelle.

C’est aussi un voyage dans le temps. Des monastéres perdus
entre les blocs rocheux remplis de peintures ternies par le noir
de fumée des lampes a I’huile. Une géométrie sophistiquée des
mandalas perce I’obscurité. Qui s’y attendrait dans un milieu ou la
vie est si rare?

Un sac-a-dos lourd, j’arrive dans un village:

Qui étes-vous?

Je suis peintre.

Nous avons besoin d’un peintre. Nous construisons un gompa, me dit un
villageois en me tendant un compas rouillé. Comment lui expliquer que je suis
un peintre d’un autre genre?

La peinture tibétaine, codifiée depuis des siécles, est pratiquée
apres un apprentissage sérieux de six ans. Donner une possibilité
aux enfants de peindre est une entreprise peu commune dans
laquelle il faut apporter tout le matériel et vaincre les réticences
des enseignants. L’accueil des éléves est volcanique lorsqu’ils
s’apercoivent qu’il y a assez de matériel pour tous. Les clichés s’en
vont, la peinture devient réfléchie et expressive, vivante.

Leh, Ladakh, le 7 juillet 2015
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Hocsawasa. 2013. MukaH, Henan. 15,9x 11,8 cm
Arbor-borne. 2013. Mikan, Nepal. 15,9x11,8 cm
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ByaTto 6bl. 2014. Opg3araxapa, AnoHus. 34,2 x 26 cM
As If. 2014. Ozegahara, Japan. 34,2 x26 cm
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OT1Bap xunsHu. 2012. Spumo, Xokkango, AnoHns. 20 x 26,2 cm
Broth of Life. 2012. Erimo, Hokkaido, Japan. 20 x 26,2 cm
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OH cmoTpuT. 2007. lNaHew-Mvuman. 15,8x12,1 cm
Here’s Lookin’ at You. 2007. Ganesh Himal, Nepal. 15,8 x12,1 cm
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Apy3bsi Fo6u. 2005. MNMycTeiHA To6u, MoHronmsa. 15,8x 11,9 cm
Gobi Pals. 2005. Gobi Desert, Mongolia. 15,8 x 11,9 cm
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Meckun Fo6u, 1. 2006. MNycTbiHa 06K, MoHronusa. 19,8 x 15 cm
Sands of the Gobi, 1. 2006. Gobi Desert, Mongolia. 19,8 x 15 cm
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NHTepnogus. 2012. Todyky-a3u, Knoto, AnoHus. 25,8x 19,3 cm
Interlude. 2012. Tofukuiji, Kyoto, Japan. 25,8x 19,3 cm
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HencroBo TtBoM. 2009. Axycuma, AnoHus. 34,4x24,8 cm
Furiously Yours. 2009. Yakushima, Japan. 34,4x24,8 cm
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Bcé npuxoaut Kk atomy. 2014. Napk bnakyoTtep Ponnc, 3anagHas BupoykmHus, CLUA. 43x31 cm
It All Comes Down to This. 2014. Blackwater Falls, West Virginia, U.S.A. 43 x 31 cm
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KymoHopaunpa. 1995. Tosama, AnoHus. 36 x 28,3 cm
Kumonodaira. 1995. Toyama, Japan. 36 x28,3 cm



100 Mutep Munnep / Peter Miller

Xpam ManragyunH. 1996. Kamakypa, AnoHus. 28 x 34,9 cm
Meigetsuin. 1996. Kamakura, Japan. 28 x 34,9 cm



101 MNutep Munnep / Peter Miller

TopxecTBo yTpa. 2008. Apyrat, Henan. 14,8 x 14,1 cm
Morning Glory. 2008. Arughat, Nepal. 14,8 x 14,1 cm



102 Mutep Munnep / Peter Miller

Mupuagbl cyne6. 2014. depopkoso, Poccusa. 43 x 31 cm
Myriad Destinies. 2014. Fedorkovo, Russia. 43 x 31 cm



103 Mutep Munnep / Peter Miller

HamacTte. 2009. XaHuoyk, Henan. 15,4x12,5 cm
Namaste. 2009. Khanchowk, Henan. 15,4x 12,5 cm



104 Mutep Munnep / Peter Miller

CeTtun-2. 2013. NHa, AnoHusa. 34,6 x 26,2 cm
Network-2. 2013. Ine, Japan. 34,6 x26,2 cm



105 Mutep Munnep / Peter Miller

CeTtun-3. 2014. NHa, AnoHus. 26,3 x 34,2 cm
Network-3. 2014. Ine, Japan. 26,3x 34,2 cm



106 Mutep Munnep / Peter Miller

MeHTarpamma. 2006. JlepBaccby, KOTyHxenmeH, Hopeerus. 24,6 x 20,3 cm
Pentagram. 2006. Leirvassbu, Jotunheimen, Norway. 24,6 x20,3 cm



107 Mutep Munnep / Peter Miller

Peka cBeTta. 2008. [1o6aH, Henan. 34 x 26 cm
River of Light. 2008. Doban, Nepal. 34 x26 cm



108 Mutep Munnep / Peter Miller

Bropas BecHa. 2011. EcuHo, noHust. 24,5x 26 cm
Second Spring. 2011. Yoshino, Japan 24,5x26 cm



109 Mutep Munnep / Peter Miller

TpeTtbe BocxoxpgeHue. 2011. MNaHew-Xuman, Henan. 25,8x 19,3 cm
Third Ascent. 2011. Ganesh Himal. Nepal. 25,8 x19,3 cm



110 Mutep Munnep / Peter Miller

Yan. 1999. MNewasap, MNMaknctaH. 19,8 x 12,5 cm
Tea. 1999. Peshawar, Pakistan. 19,8 x12,5 cm



111 Mutep Munnep / Peter Miller

Kpbinataa ®ypsn. 2011. Amanacu, AnoHus. 31,5x24 cm
Winged Fuiji. 2011. Yamanashi, Japan. 31,5x24 cm



112 Mutep Munnep / Peter Miller

B HacTosawwmin momeHT. 2013. Xokkanao, AnoHuns. 35 x 26,2 cm
For the Time Being. 2013. Hokkaido, Japan. 35x 26,2 cm



113 TMNutep Munnep / Peter Miller

3HaTtok poporu. 2006. INMycTbiHa 06w, MoHronus. 15,8 x11,8 cm
Trailwise. 2006. Gobi Desert Mongolia. 15,8 x11,8 cm



114 Mutep Munnep / Peter Miller

MoBopoTHbIN NYHKT. 2006. [Jopoo-Hyyp, MoHronus. 15,7 x12 cm
Turning Point. 2006. Doroo Nuur, Mongolia. 15,7x12 cm



115 MNutep Munnep / Peter Miller

OObaATbIV BonHOK. 2009. MNpansa-Benbs, MNopTtyranus. 26,8 x 20 cm
Wave-Embraced. 2009. Praia Velha. Portugal. 26,8 x20 cm



KOB/






118 Xucako Kobasicu / Hisako Kobayashi

CTpaHHUK Tbica4YeneTus NIEXXUT Ha nouBe Noa3uun. 2014. Macno, xoncTt. 91,4 x182,8 cm
Pilgrim to a Thousand Years Ago There Lie Upon Soil of the Poetry. 2014. Qil on canvas. 91,4x182,8 cm



119 Xucako Kobasicu / Hisako Kobayashi

O rocnopauHe Oyxun XatTo. 2015. Macno, xonct. 91,5x 183 cm
About Mr. J. Hutto. 2015. Oil on canvas. 91,5x 183 cm



120 Xucako Kobasicu / Hisako Kobayashi

AHypapxanypa. 2014. Macno, xoncT. 46 x61 cm
Anuradhapura. 2014. Oil on canvas. 46 x61 cm



121 Xucako Kobasicu / Hisako Kobayashi

«KpacoTa ecTb npaBpa, npaBaa — KpacoTa. 9To BCE, 4To Bbl 3HaeTe Ha ceeTe» (Kutc). 2015. Macno, xoncT. 61x 122 cm
“Beauty is Truth, Truth is Beauty, that is All We Know On Earth...” (J. Keats). 2015. Oil on canvas. 61x122 cm



122 Xucako Kobasicu / Hisako Kobayashi

MrHoBeHHO B namaTtu. 2014. Macno, xonct. 61x122 cm
Momentarily in the Mind. 2014. Oil on canvas. 61x 122 cm



123 Xucako Kob6asicu / Hisako Kobayashi

EpnHcTBeHHas cuna. 2014. Macno, xoncT. 46 x61 cm
One and Only Force. 2014. Oil on canvas. 46x61 cm



124 Xucako Kobasicu / Hisako Kobayashi

CkasaHHoe B TuwmHe. 2015. Macno, xonct. 122x61 cm
Said in Silence. 2015. Oil on canvas. 122x61 cm



125 Xucako Kobasicu / Hisako Kobayashi

CemeHa B ceppaue. 2014. Macno, xoncT. 46x61 cm
Seeds in the Heart. 2014. Oil on canvas. 46 x61 cm



126 Xucako Kobasicu / Hisako Kobayashi

CobGepute npagu npownoro. 2014. Macno, xonct. 71 x55,8 cm
Gather Together the Strands of the Past. 2014. Oil on canvas. 71x 55,8 cm



127 Xucako Kobasicu / Hisako Kobayashi

Wanrpwm J1a. 2014. Macno, xonct. 71x55,8 cm
Shangri La. 2014. Oil on canvas. 71x55,8 cm



128 Xucako Kobasicu / Hisako Kobayashi

Maneinwaga Bo3amo)HocTb. 2014. Macno, xoncT. 91,4x 76,2 cm
Smallest Possibility. 2014. Oil on canvas. 91,4x76,2 cm



129 Xucako Kobasicu / Hisako Kobayashi

XeM, BERT

(Mexxpy He6OM 1 3eMJiell eCTb CTpaHa, B KOTOPOW BCce cyliecTBa paBHbl). 2013. Macno, xoncT. 61x 122 cm
(Somewhere Between Heaven and Earth, There is a Place Where All Living Creatures Are Equal). 2013.
Oil on canvas. 61x122 cm



130 Xucako Kobasicu / Hisako Kobayashi

He6o0 HMKoOrpa He HanpgeT noaxopgsauwero oonaka. 2014. Macno, xoncT. 122 x61 cm
The Sky Can Never Find a Cloud That Fits. 2014. QOil on canvas. 61x 122 cm



131 Xucako Kob6asicu / Hisako Kobayashi

32 <
(Bewwm B npupoae He OCTalTCA HEM3MEHHbIMU, @ NOCTOSAHHO MeHsitoTcs). 2014, Macno, xoncT. 61x 122 cm
(Things in Nature never Stay the Same, but Keep Changing). 2014. Oil on canvas. 61x122 cm









134 PomaH Kamew / Roman Kames

JlyHa Munapenbl. 2015. Macno, Temnepa, xoncT. 162 x 130 cm
Milarepa’s Moon. 2015. Oil and tempera on canvas. 162 x 130 cm



135 PomaH Kamew / Roman Kames

Bnunsko K conHuy. 2010. Temnepa, xoncT. 89x 116 cm
Close to the Sun. 2010. Tempera on canvas. 89x 116 cm



136 Poman Kamew / Roman Kames

lNopa. 2013. Temnepa, xoncT. 150x 180 cm
Montagne. 2013. Tempera on canvas. 150 x 180 cm



137 PomaH Kamew / Roman Kames

ConHue 3a obnakamu. 2013. Temnepa, xoncT. 130x 162 cm
Sun behind the Clouds. 2013. Tempera on canvas. 130x 162 cm



138 PomaH Kamew / Roman Kames

PapyxacTtaH. 2011. Temnepa, xoncT. 195x 130 cm
Rajasthan. 2011. Tempera on canvas. 195x 130 cm



139 PomaH Kamew / Roman Kames

Cypbsa (kpacHas). 2013. Temnepa, xonct. 143 x 160 cm
Surya (Red), 2013. Tempera on canvas. 143 x 160 cm



140 PomaH Kamew / Roman Kames

B oxxunpannm poxpa. 2012. Temnepa, xoncT. 114 x146 cm
Waiting for the Rain. 2012. Tempera on canvas. 114 x 146 cm



141 PomaH Kamew / Roman Kames

XKnpkoe conHue. 2014. Temnepa, xonct. 100x 120 cm
Liquid Sun. 2014. Tempera on canvas. 100x 120 cm



142 PomaH Kamew / Roman Kames

NepHuk Jlacupmypna. 2015. Temnepa n knen mapkanak, XoncT. 97,5x 112 cm
Lasirmurla Glacier. 2015. Tempera and markalak on canvas. 97,5x 112 cm



143 PomaH Kamew / Roman Kames

Bnusko k nyHe. 2010. Temnepa, xoncT. 89 x 130 cm
Close to the Moon. 2010. Tempera on canvas. 89x 130 cm



144 PomaH Kamew / Roman Kames

Yanpgpa lll. 2007. Temnepa, 6ymara. 53 x 80 cm
Chandra lll. 2007. Tempera on paper. 53 x 80 cm



145 PomaH Kamew / Roman Kames

Yanpgpa-myccoH. 2007. Temnepa, 6ymara. 52 x 80 cm
Chandra-Monsoon. 2007. Tempera on paper. 52x 80 cm



146 PomaH Kamew / Roman Kames

Fo6u I. 2014. Temnepa, bymara. 57 x 85 cm
Gobi I. 2014. Tempera on paper. 57 x85 cm



147 PomaH Kamew / Roman Kames

Fo6wu Il. 2014. Temnepa, 6ymara. 57 x85 cm
Gobi Il. 2014. Tempera on paper. 57 x85 cm



148 PomaH Kamew / Roman Kames

O6nako Munapensbi I. 2014. Temnepa Ha 6ymare. 57 x 86 cm
Milarepa’s Cloud I. 2014. Tempera on paper. 57 x 86 cm



149 PomaH Kamew / Roman Kames

O6nako Munapenbi lll. 2014. Temnepa Ha 6ymare. 55 x 85 cm
Milarepa’s Cloud lll. 2014. Tempera on paper. 55x 85 cm



150 PomaH Kamew / Roman Kames

MyccoH I. 2005. Temnepa, 6ymara. 54 x 80 cm
Monsoon l. 2005. Tempera on paper. 54 x80 cm



151 Poman Kamew / Roman Kames

MyccoH lll. 2002. Temnepa, 6ymara. 64 x 80 cm
Monsoon lll. 2002. Tempera on paper. 54 x80 cm



152 PomaH Kamew / Roman Kames

MyccoH IV. 2003. Temnepa, bymara. 54 x 80 cm
Monsoon IV. 2003. Tempera on paper. 54 x 80 cm



153 PomaH Kamew / Roman Kames

lFopa lll. 2005. Temnepa, 6ymara. 54 x 79 cm
Mountain Ill. 2005. Tempera on paper. 54 x79 cm



154 PomaH Kamew / Roman Kames

Fopa IV. 2006. Temnepa, bymara. 54 x81 cm
Mountain IV. 2006. Tempera on paper. 54 x81 cm



155 PomaH Kamew / Roman Kames

Mopa V. 2006. Temnepa, 6ymara. 54 x 81 cm
Mountain V. 2006. Tempera on paper. 54 x81 cm



156 PomaH Kamew / Roman Kames

Cypbsi-myccoH. 2008. Temnepa, 6ymara. 56 x 82 cm
Surya-Monsoon. 2008. Tempera on paper. 56 x 82 cm



157 PomaH Kamew / Roman Kames

Cypbs lll. 2005. Temnepa, bymara. 54 x 80 cm
Surya lll. 2005. Tempera on paper. 54 x80 cm
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