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TapaHopu Eko. McxkyccTBO CMBICHNOB

B XX Beke AnoHUM MpULINOCb MPOATU 4Yepe3 depepny couunasbHoO-—
NOSINTUYECKNX MOTPACEHWUA, CUMbHO MOBAMYABLUMX HA MEHTaUuTeT

eé rpaxpaH. Kanutynauma so BTopoil MUPOBOI BOWHE U MPUHATUE
YHU3UTENbHbIX ycroBuid MoTcaaMckon geknapauun nocne
pas3pywmnTenbHbiX aTOMHbIX 6BOMbapAUPOBOK roponoB Xupocuma

n Haracaku apmueii CUWA, a Takxe rofbl nocnenyouielii okkynauum
CTpaHbl NpUBENN HauWK B NoLaBfieHHOE COoCTodHue. [locneBoeHHad
belHOCTb cocyllecTBOBaJjla C KypcoM Ha dopcupoBaHue pocTa
9KOHOMMUKU. Monopoe nokosieHne 1960-Xx nepexuno BOWHY

B OeTcTBe M Habfwpano, Kak CTpaHa 3BOJHUNOHUPYET U3
TpaguUMOHHOrO rocygapcTtea B MepefoBYyH 3KOHOMUYECKYH
oepxaBy, 3anyCcTUBLUY B 3KCMNyaTauutlo Nepebili CKOPOCTHO
noespn, NpeycrneBlY B TexXxHUYecKkux pa3paboTkax, B TOM 4ucre

B ayLuo— N BUAEOTEXHMKE. HeobxoauMMoCTb caMoupgeHTUudukaLmm

W CaMOCTOATENIbHOCTU MNPOBOLMPOBANQI0O 3TO MOKONEHNE Ha

9pKMe BbICKa3blBaHUA, W UCKYCCTBO CTajlo 04HMM M3 CNocoboB
KPUTUYECKOro OCMbICNIEHUS AEelCTBUTENbHOCTU. MUpoBOe akTyasibHOoe
nckyccteo 1960-x b6bl10 OCTpocounasabHbIM, N ANOHWS He ocTanacb
B CTOpOHe.

AnoHCKoe MCKYCCTBO mnocsie BTopoii MMpoBO# npowso nyTb OT
KPUTUYECKOro coupeannama [0 pacuBeTa akTyasbHbiX dopM; OT
KOJIMEKTUBHOIO 3HTY3Ma3Ma Pa3pO3HEHHbIX XYO0XEeCTBEeHHbIX rFpynn
00 BO3HUKHOBEHUA GPKUX WHAWBUAYANbHOCTEW; OT 3a[aun BbIATU U3
JIOKaNbHOW cpefibl B KOHTEKCT UHTEPHALMOHAIbHOr0O COBPEMEHHOTo
MCKYCCTBA [0 CO3HATESIbHOr0 MPUATUS MHOrOBEKOBOW KYNbTYypHOMN
Tpaguunum cTtpaHbl M NMOUCKa NPEeeMCcCTBEHHOCTU.

OoHUM M3 NEepBbIX XYOOXHUKOB, 06paTUBLUNXCHA K TPaLULUOHHOMN
AMNOHCKOW KynbType, 6bll MOMOOON rpaduyecknin ausaliHep
TapaHopu Eko'™. BocnpuHSB 3CTETUKY U CTUANCTUKY aMepuKaHCKOro
non—apTa, MepexvuBaBlUero CBOW pacuBeT B cepegunHe 1960-x,

T B paHHOM KaTanore corfacHo cucTemMe TpaHchuTepauuun MonvBaHoBa YABOEHHbIN
xapakTep rnacHoro B koHue uUMeHn — «Ekoo» — He zanucbiBaeTcs. OpHako
Heo6x0AMMO 0TMeTUTb OTNNYME AAaHHOW daMunuu ¢ ypapeHueMm Ha nocnefHuid cnor
0T pacnpocTpaHEHHOro XeHCKoro umeHn Eko c ypapeHuem Ha nepeblid.
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Exo BepHyn B KOHTEKCT MCKycCTBa 06pa3bl, KOTOpPble CUNTANIUCh
Ha TOT MOMEHT apXauyHbiMA N NOTEPABLUUMU AKTyasIbHOCTb: 3T0
HaLWOHAbHbIN ANOHCKUI Gnar ¢ BOCXOA4ALWMUM KPaCHbIM COJIHLEM,
BUA ropbl ®dyasn, uBeTbl CakKypbl, KOHTYp 60JbLUOA MOPCKO BOSHbI,
NoL06HbI M3BECTHOMY M306paXeHUt BONHbl B KaHaraea C rpaslpbl
Kauycuku Xokycas (1760—-1849). lpocnaBuBlINCb Ha pofuHe

n B CUA, TagpaHopu EKO 6bICTpO 06pENn penyTauut <AnMnoHCKOro
3Han Yopxona»: OH 6bl1 n3secTteH odopMUTENBCKUMN paboTamu,
HEOOQHOKPATHbLIM UHTEPECHBIM COTPYAHUYECTBOM C BeLYLLMMU
akTépamu, doTtorpadamu, nucatenamm u pexmccépamu. OH

cTan nepBbiM XYL OXHUKOM M3 HANOHUM, MOAYYMBLUMM NpuUrialeHune
MpoBEeCTW MepcoHafibHYyl BbicTaBky B Hblo—iopkckoMm My3ee
coBpeMeHHOro umckycctea MoMA B 1972 r.

B 1980-x rr. Eko, yXe NpuW3HaHHbIA rpadguyecknini nusaiitep,
0TKa3afica 0T KOMMEPYECKNX MPOEKTOB B MONb3Y XWBOMWUCK.

Ero xumBonmcHoe Hacnepgue HacuyuTbIBAET Thbicd4yn paboT,
pa3Hoob6pa3HbIX N0 CTUAUCTUKE, 0H6PaA3HOCTU U CMbICIIOBOM
HACbILWEHHOCTN, U BOMILWMHCTBO U3 HUX HAXOAHATCHA Ha XpPaHEHUU
B JINYHOM My3ee XyAoxHuka B ropoge Kobe, npedektype Xéro,

B KOTOpOW XyAOXHWK popuncs n Bblpoc. B pekabpe 2015 r.
TapgaHopu Eko nonyumn ViMnepaTopckyl MpeMuid MMeHW NpuHLa
TakamMauy — HauBbICLWYH Harpagy 3a Xy4O0XeCTBeHHble 3aCiyru

B AnoHun.

focynapCcTBEHHbIN My3e|/| BocToka npoBOAUT NepBYH MEpPCOHasIbHYH
BbicTaBky TapaHopu Eko B Poccun, MpuMypoueHHy K 8O-neTHeMmy
bunew xXyagoxHuka B 2016 r. n Kk 60—neTnuro nognucaHng
CoBeTCKO—4AMNoHCKOW ageknapauun 1956 r., 6narogaps KoTopoWn
BO306HOBUIUCH gunaoMaTunyeckme oTHoweHnsa mexay CCCP

n AnoHuen, cpoenaBlIne BO3MOXHbIM MAOAOTBOPHbBIA KyNbTYpPHbIN
0bMeH Mexnay HalwuMu cTpaHamu.

Mbl BblpaXaemM WUCKPEHHKW bnarogapHocTb AnoHckomy doHAOy
NoAAepXKy W NoMOLLb B MOAFOTOBKE WU NPOBEAEHUU JaHHOM
BbICTaBKMW, Xy[OoXHWUKY TagaHopu Exko 3a o6LieHNe U BCECTOPOHHIOW
noMolWb, a Takxke Halwwum naptHepam — My3ew COBPEMEHHOro
nckycctea TagaHopu Eko u OcakckoMy HaUWOHaSIbHOMY MY3€er
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nckyccte (AnoHUsa) 3a nNpepocTaBlfieHHble paboTbl XyOOXHUKA,
OT3bIBYNBOCTb U MHOFOYUCIIEHHbIE KOHCYNbTaUUN.

OT rpadmueckKkoro gusailHa K XusBonucu

TapaHopu Eko poguncs 27 uwoHa 1936 r. B ropoge Hucusakw,
npedekTypa Xéro. B BospacTe TpEX NeT nocne rmbennm poguTenemn
OH 6bIN YCbIHOBNEH 6paToM oTua. C paHHero Bo3pacTa Eko
NPOSABAYAN UHTEPEC K PUCOBAHWK, B LWKOJNIbHbIE FO4bl y4YacTBOBan
B KOHKypCax XMWBOMUCU M PUCYHKA N HEM3MEHHO 3aHuMan npu3oBble
MecTa.

EoBa QOCTUIHYB COBEPLUEHHOMIETUS, OH YyCTPOWNCS Ha paboTy

B LeHTpafnbHON npedekTypHoi razete «Kobe CuMMBYH» B oTgefieHue
peknambl, a 3aTeM nepeexan B Tokuo, rge yctpouscs pabotaTb
B Beayllee gusanHepckoe 6wpo ctpaHbl Nippon Design Cen-
ter. PaHHue rpaduyeckne paboTbl TagaHopu EKo BbINOMHEHb

B XxapakTepHol And 1950-x cTUANCTUKE: efuHbli LBEeToBON ¢OoH,
BNJeTeHne n3obpaxeHUn B TEKCTOBOE MNPOCTPAHCTBO, NajuTpa us
TpEX 6a30BbIX LBETOB. Haubonee paHHUE COXpaHUBLUMECSH NpuUMepbl
OTHOCATCHA K 1963—-1964 rr. n npencrtaB/ieHbl Ha BbICTaBKe
aduwamm MyablkanbHoro pabodero coseta Knoto (KuHpo:cd-—
OHraky—ké:rukan) .

B 1965 r. TagaHopu Eko BnepBble o6pallaeTcs K TEXHUKE
wenkorpadumn, KOTOpyw TpaguumoHHO accouunpywT B 1960-e rrT.
c non—-apTtom. Uenkorpacdua — 6bICTPbIA U OTHOCUTENBHO

NErknini cnocob TUPaXHOW MeyaTu, KOTOPbIA MO3BONAET A0CTUYb
Bblpa3UTENIbHbIX XYA0XECTBEHHbLIX KAYEeCTB U MCMNONb30BaTb 9ApKue
dnyopecueHTHble Kpackn. B oTnnuyme oT odceta, NOBCEMECTHO
npuMeHaemMoro npu tTunorpadCckol neyatu, wenkorpadud
nogpas3yMeBaeT PYYHYH MPOKATKYy Kpacku no TpadapeTy, 4TO
ConMXaeT e€ C TexXHUKON Kcunorpadunm n No3BoNdeT BKIOYATb
rpacduyeckme UUTaTbl U3 AMOHCKOW rpaBlpbl Ha gepeBe YKUE—3.
MepBas pa6oTa TagaHopu Eko B acTeTuke non—apTta HOCWT

UMS XYL OXHWKA WU Ha3BaHWe ranepen, B KOTOpOW oHa 6bina
npeactaBneHa, — «TagaHopu Eko» (Mauys, 1965). 37oT
nnakaTt, UMUTUPYLOLWWIA peknamy, 6bll co3gaH ANg rpynrnoBoin
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BbICTaBKW «llepcoHa», 0praHW30BaHHOW BeaylwuUMK rpaduyeckumm
anzanHepamMn ANoHWM TOro BPEeMeHW MNojJ PYyKOBOACTBOM TaHaku
Mkko. Kaxpgoe u3 NpousBefeHuidi Tak unuM uHade saTparmsano
TEMY OCMbIC/IEHNS XY[LOXEeCTBEHHOro «9», u TagaHopu Eko
3a9BUN O TBOPYECKOW CMepTuW, O CMeHe MPUHLWUMNOB U B3rN4n0B.
XYOOXHUK pa3BuUBaeT KOMMO3UUUK OT 0606LeHUsa .0
nepcoHanusauun. 3agHuii nnaH — CUHE—KpacHOoe BOCXojaglliee
COJSIHLE C pacxogdawuMucd nyydyamm, nsobpaxeHusa ropbl Qynan

W CKOPOCTHOro noesa3fga CUHKAHC3H, WEeHTpasibHasd B BEPXHEM
nojse Hagnucb «Made in Japan» — 3TO HauuoHanbHag cpepa.
LleHTpanbHag ¢urypa NoOBELIEHHOro C po30i B pykax, NUWEHHAA
WHOAUBUAYAbHbIX YepT, HO TPAAULWUOHHO MHTEpnpeTMpyemMmas Kak

aBToOnopTpeT, — nofie o6e3nnyeHHoro. MepegHWin nnaH — MNOAMNUCH
XYLOXHUKA B apO4yHOM obpamfieHunm n gBe paMKu C LEeTCKUMU
doTOorpadumamMm — 3TO MHAMBUAYANbHOe. llepcoHanu3aunsa bblna

HeponycTuma B rpaduyeckoM AnU3alHe: XYOOXHUK He WUMEn
BO3MOXHOCTUW MNPOSBAATbL CBOE TBOPYECKOE «H>», CTpPOro crnepnys
3anpocy 3akas34yuka n opopMNgas peknamy KOHKPEeTHOro npoaykra.
B mLaHHOM xe nnakaTe nogyepkHyTO MpoTMBOpeYMe Mexpy
KOMMep4YyeckuMm GopmMaToM N «MNOCMAaHUEM>» JINYHOIO COLEepXaHud:
«0B6BbEKTOM>» pekslaMbl CTAHOBUTCHA CaM XYAOXHWK, 4TO pobasnsger
paboTe paguKkanbHYH OKpacky.

C 3TOro MOMeHTa HalWOHallbHble CUMBOJbI BXOAAT B BU3yalibHbll
cnosapb TapgaHopu Eko. B 1960-e nckyccTBO CTaBUT nepef,
coboil 3apady 6biTb OOCTYMHbIM U MOHATHBIM 3puTentw. Lenesagq
ayaAUTOPUSA HOBbIX XYAOXECTBEHHbIX MPakKTUK — HEe Y3Kue
aBaHrapaHbole U 60reMHble Kpyru, HO HEMOArOTOBMEHHAS NybanKa
Ha ynuue, B napke W MeTpo. BuayanbHbli 93blK paclIMpaeTcd —
XYOOXHUKM 0BbpallatTcyd K NMPoAyKTaM MacCOBOro NoTpebneHus.
Hawnbonee TouyHO 3TOT npouecc onucan Poit JInxteHwTelH

B U3BECTHOM UMHTepBbl ONnga «ArtNews» B 1963 r.: non—-apt —
3TO «OKpyXalli,aa cpefa, B KOTOPOW 3akfilouyeHbl caMble gepskue,
Kak 9 nonaraw, U TPeBOXHble CBOWCTBA HalUero BpeMeHu — Belww,
KOTOpble Mbl HEHABWAWM, HO KOTOpPblE CUNbHbl B BO34EWCTBUM Ha
Hac. [ymaw, mckyccteso nocne CesaHHa cTafo ype3BblyaiHO

13 TagaHopu Eko






POMAHTUYHBIM U HEPeaNMCTUYHbIM <...>. OHO UMeeT BCE MeHblUe
OTHOLWIEHWSA K MUPY N HAMpaBfieHO BHYTpb Cebs — HeoA3eH n BCE
nogobHoe. 3TO He KpUTUKA, a CKOpee KOHCcTaTauus o4eBUOHOro.
Ho mup 3pecb, neped Hamu. lon—apT CcMOTpUT B MUP U, MNOXOXe,
NMPUHUMAET ero oKpyXaruy cpegy»¥.

He Tonbko «opueHTanbHag» O0CHoBa OTau4YaeT rpaduyeckuil AusaiiH
Eko oT paboT ero amepukaHckux konner. lon—apT B 06WEM CMbIC/e
CTpEMUICH K MSIOCKOCTHOCTW M mn3beran nepcnektusBbl. [Jaxe camble
KOMMNO3NLMOHHO CNOXHble paboTbl, Hanpumep Poda PayweHbepra,
pPa3BOPaYNBAOTCH OTHOCUTENIbHO FOPU30HTANIbHOW MAOCKOCTU.

EKo HMKOrga He 0TKa3blBaeTCH OT nepcrnekTWBbl. OH BkAOYaeT

B KOMMO3ULMK Takoe KONMMYEeCTBO APKUX Pa3HOPOAHbIX 3/IEMEHTOB,
4To paboTa NulWeHa YNpoLLEHHOW, nnakaTHOW OeKopaTUBHOCTU,
XxapakTepHon gng non—-apTta B UenoM. B To Xxe BpeMa ero cTuflb He
MOX0X HW Ha reoMeTpuUYeckyr OpHaAMEHTaNIbHOCTb TaHaku WKKo, Hu
Ha OBYXMEPHYK ONTUYeckyw unnw3nto Curao @ykyabl.

PaHHME 3KCMEepuMeHTbl B CTUAMCTUKE NonN—apTa MPUBOLAAT XYLOXHUKA
K 9pKMM, Bbi3blBALWNM LBETAM U CNOXHbIM KOMMNO3ULWUOHHbBIM
peweHndaMm, Kak Ha umssecTHOM nocTtepe «Kocumakm—-0caH» (1965),
B KOTOPOM LEHTpasibHOE MPOCTPAHCTBO 3aHMMaeT FUraHTCKui
nepcuKk — npaMagd OTCbIJIKa K M306paXeHU CO CrUYedHblX
yNakoBOK, 6blBLWUIMX B 06MXO4E B MOCNEBOEHHOW HANOHMNK.

Mocne 1966 r. rpaduyeckuii aou3aitH TagaHopu Eko npuobpeTaeT
6osiee CnokoWHbIA xapakTep. B ero pa6otax 3akpenndeTrcd
KapMWUHOBO—roJly60l rpagneHT. 3T0 «yHUBEPCASbHbI», C TOYKU
3peHna gusaliHepa ¢GOH, KOTOpbIi NO3BONGeT 06pallaTbCd K APKUM
durypam um rapMoHUpyeT C raseTHbIMW Konaaxamum. B nocTtepe

K ¢dunbmy Harucel Ocumbl «[JHeBHUK Bopa n3 CuHAsky» (1968),
B KOTOPOM XYOO0XHWK CbIrpasl riaBHYK pOJib KHUXHOIMoO KjienToMmaHa
Nof4 BbIMbIWEHHBIM nMeHeM BEppaun XunnTton, nanauTpa HacblileHa
CMOKOWHbIMU UBEeTaMU — 3efiéHbIM, 30/10TbIM, a CTUIUCTUKA BCE
6onblue NpuUGAMXaeTCcd K aMepukaHCKMM obpasuam non—apra.

t G. R. Swenson. What is Pop Art? // ArtNews. 1963. URL: http://www.art-
news.com/2007/11/01/top-ten-artnews-stories—-the-first-word-on-pop/
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OueBUpHO, Kak feTasibHO aBTOpP MPOAYMbIBAST KOMMO3ULUIO, BKIHYMB
B HEe€ 3anoMuHaloWyCca CUueHy U3 dunbma, B KOTOPOW aKTEp

W OCHOBAaTEeNlb «CUTYaUMOHHOro teaTtpa>» [I3Eké [akma3é [31po
Kapa xoaut Ha pykax (Ha nocTtepe BUAHA TOJIbKO HUXHAHA 4YacCTb
Tynosuua) .

B 1960-e rr. XyQoXHWUK 3NM30QN4Yeckn obpaliaeTcsa K xusonucu,
00HAKO 3Ta TexHuWkKa ewé HOCWUT ON9 Hero BTOPOCTEMEeHHbIN
xapaktep. C 1966 r. nogBNAKTCA CEpUn XMUBOMUCHLIX paboT

C NopTpeTaMum «pO30BbIX feByllek» (CM. pa3fen «3poTuam»),
MHOTME N3 KOTOPbIX 3aTEM MOBTOPEHDI Eko B rpagpuke. B 1967 r.
OH paboTaeT Haj cepueil napoauii Ha AHpu Pycco (1844-1910),
NepeocMbICNAd XUBOMUCHbIE CHXETbl XYLOXHWKA HAWMBHOIO MUCKyCcCTBa
N 0ob6aBnad B HUX TeMbl CMepTU U GaTanbHOCTU U 3pOTUYECKUE
KoHHoTauun. Ons Eko aToT onbiT 6bi1, Npexae BCero, cCrnoco6om
N3YyYNTb MaHepy W TEXHWKY O[HOro M3 CBOMUX mo6v|Mb|x XYO,0XHUKOB,
M B TO Xe BpeMd MOonbITKOW NMpY MUHUMAJSIbHOM CHXETHO—
CTUINCTUYECKOM BMelWaTeNbCTBE U3MEHUTb MOCbIST NPOU3BELEHUS
NCKYCCTBA — WM 06HAXWUTb €ro MNojACO3HaTeNbHbI CcMbicn. Cpenu
Hanbonee 3HaYMMbIX ONs cebs xuBonucLes Exko HasbiBan ®paHcuca
NMnkabu, B 4YaCTHOCTU €ro nepuol <«npospaudHbiX KapTuH» (1927 -
1930-¢e), n Oxopoxo ge Kunpukos.

B 1970-e rr. B rpadgunyecknin gnusanH TapgaHopu Eko

Ha4YMHAKT BKJHYATbLCHA PENNrMo3Hble 06pas3bl, KOTOpble TEPSAT
CBOE cakpasibHOe 3Ha4eHMe, 0[HAKO OCTAKTCH CUMBOSAMMU
06bEANHSAOLWLEr0 NOTYCTOPOHHUA MUP N peafibHOCTb. M3o06paxeHune
TnbeTckoro 6ora BOWHbI [)XamMcapaHa MOXEeT «COCEeACTBOBaATb>»

B nocrtepax Eko ¢ ynblbarwmmcsd nmuom MapunuH MoHpo Ha ¢oHe
TUMWUYHOTO KUTANCKOro MOHOXPOMHOro nenszaxa («<MapunuH»,
1968), nopuyépkmBasa MKOHWYECKWU CTaTyC FONAUBYACKOW aKTpuchl.
C cepepuHbl 1980-x Eko BC& ualle paBoTaeT B XMBOMUCU

W 00CKOHaNbHO M3y4yaeT CTUIUCTUKY CTapbiX MacTepoB.

§ Yokoo Tadanori ALl Things in the Universe (R8I REHR/EHEN -HFHBLC-
HRY, EfiBiRE 2R B4&), p. 98, n Takayo Iida Tadanori Yokoo, Foundation
Cartier 2006, p. 128: «C Touykum 3peHWUd xumBonucu 9 cumtato Mukabuo cBOUM
6uonornyeckum otuom, a e Kupuko — npuémHbIM> .
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B 3kcnpeccuoHUCTUYECKMX MOJSIOTHAX OH UHTeprnpeTupyeT
Knaccuyeckuii matepuan ¢ 60nbliMM BHUMAHWEM, BbiCTpauBag
KOMNO3NLUMN Ha OCHOBe rpaBkp [wpepa nam mccrnenyd BO3MOXHOCTU
WHTEpNpeTaLunn crXxeTa 6NaroBelLeHUa ¢ antapHoro obpasa ®pa
AHxenuko (1450; Temnepa, pepeso; My3seli lMNpapo). B paHHel
XWUBOMUCU ELLE COXpPaHHAeTCs «nfakaTHOe>» MblljieHne — 4acToe
obpauieHne K HagnMcaM 1M NOAMNUCHM, 4YnTaemas rpaguyHocTb,
MHOFOKOMMOHEHTHOCTb KOMMOO3UunM. lNPOLOMKAKTCA MHTepnpeTauun
obpa3oB AHpu Pycco («JleB u 3eneHasq nyHa», 1996), u, 4Tto
XapaKkTepHo, XYAOXHWUK HEe 0TKa3blBAETCH OT CTUIMCTUKN HAMBHOIO
McKyccTBa M B gafbHeiwem. Kpome Toro, wWTygupoBaHue: B CeEPUNAX
paboT «Jlnza NalioH B Hucusakn», «Maypuumno, Hukong u CaHpgpo
B Bapece» (Bce 1984) unn B «ABTOnoptpeTe B Aokuraxapa»
(1983) XyIOOXHWK UCCREeLyeT CHXeT penpe3eHTauunm ob6HaXEHHON
HaTypbl B NeCHOM NnaHawadTe. B ayxe «HOBbIX AUKUX> C TJy60KOM
XWBOMUCHOIW AUHaMWUKOW peléH kpyr paboT 1986 r., Ha3BaHHbIN
AMNOHCKMMU MCCNefoBaTenamun «katacTpodoli» no ogHOW U3 HUX —
HECOMHEHHAad WHTeprnpeTaLunsd KOMMNO3ULMWOHHbIX pelleHnid Mutepa
Mayna PybeHca u 6apoyHOl XUBOMUCKU, HO BMECTE C TEM YXe
NpoTOTWUN cloppeanucTuyecknx pabot TapaHopu Eko B 1990-¢,

B KOTOpPbIX OH 0bpauw,aeTcs K TeMe CMEepTu U MOrpaHnYyHoro.

Mpu BCell BHewHel TpaguumnoHHocTn (Eko — durypaTmsHbIii
XYIOOXHUK, peako obpauiawuimiica K abcTpakuum) ero
apTUCTUYECKOE BbICKa3blBaHWE HAXOAUTCHA B cpepne
MOCTMOOEpHN3Ma, B KOTOPOW BOCMPUATUE MPOU3BELEHNS
06YCNOBJIEHO KaTeropumeli MHOXECTBEHHOCTU. TUpaxHoCTb 06pa30B,
3a4alnWmnx puTMNYECKYD CeTKY M efBa He ChjeTakwmnxcs

B OpPHAMEHT, JuWaeT UX NPUBHA3KM KO BPEMEHW KN MPOCTPAHCTBY.
Mbl He 3HaeM, B Kakoll cpefne NpoUCXoouT OelicTBue; camo
oelicTBMe NULLIEHO NOBECTBOBATENIbHOr0 xapakTepa W TaroTeeT

K 3HakoBOl GopMe; Mbl HE acCCOLMUPYEM U306paAXEHUSA HU

C MpowfbiM, HM C BYAVUIMM, HW faxe C HacTosawumm. HanoxeHune
NnaHoB 1 o6unme daHTaA3UNHbLIX 06pa30B, YacTo 060CO6MEHHbIX
4pyr oT gpyra, NepeHocuT 3puUTens B HecyllecTBywLULEE
NpOCTPAaHCTBO W HecyuwecTBywuwee BpemMa. Cnucrtema koopauHaTt
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CBfi3aHa C peafibHOCTbK MOCTOJIbKY, MOCKOJIbKY BblpaXxaeTcd
B «3eMHbIXx» dopMax — Temax CMepTu, POXOEeHWUs, namdatu,
3aMHTEepecoBaHHOCTU, CTpaxa. 3TU TeMbl pa3BUBAKTCH

B KOMMO3ULMAX TaKUMU apxXeTUnn4HbiMnu obpasamm, Kak

boxecTBa, 4esiloBeyeckue 4yepena W CKeneTbl, AeByLWKWU, petu. Ho
B CyWHOCTM, 6OSbWMNHCTBO aHTponoMopdhHbIX GUryp — 3TO NYTHUKK,
OHN «0BHapyXMBaKT Ceba» B NMPOCTPAHCTBE KapTWUHbl, paBHO Kak
3pUTeNb, COMNPUKOCHYBLUMCb C HUMU, Ha4YnHaeT aHan3nposaTb

MX MECTO W npefHas3HauYeHWe B KOHKPETHOW OKpyXallen cpene.
MHOXeCTBEHHOCTb CMbIC/IOB, BO3HMKAKLW,as Npu 3TOM ONbiTe
BOCMPUSATUS, BbicTpamBaeT BHYTpWM Kopnyca pa6oT TapaHopu Eko
onpenenéHHbie TeEMaTU4Yeckme CBYA3U, MNObByxaawlime paccmaTpuBaTb
KaXpoe XWBOMMWCHOE MOJIOTHO KakK 4YacTb 4Yero—To bosbliero: cepuu,
TemMaTM4ecKoro pasfesa, BCero TBopYyecTBa XYLOXHUKA.

JdpoTusm

MopaBnsiolee 6o0nblIMHCTBO pa6oT TapaHopu Eko 3aTparusaet

TEMY 3p0OTM3Ma KaK MCUXONOMMYEecKoro CocToaHud, Haubonee

MOJSIHO PacCKpbiBAILLEr0 MNOrpaHUYHbIN XapakTep XW3HWU U CMepTu.
3poTMKa NpucyTCcTBYeT B paboTax XyAOXHUKA C CeEpeauHbl

1960—-x rr. B pa3HblX Bapuauungx, HO HMUKOrga 3TO He NHboBaHUe
06HaXeHHOW HaTypoil. 3To KOMMMEKCHbIA NpUéEM, obpallatolwuin

Halle BHMMAHWE C O4HOW CTOPOHbI, K XWBOTHbIM U WHCTUHKTUBHbIM
CBOWCTBAM YenoBeka, C OpPyroin CTOpoHbl — K CBEpXYesIOBEeYEeCKoMy.
NMpoBOKaLMOHHbIE MO3bl 06HAXEHHbIX XEeHCKUX duryp, npamoe
n3obpaxxeHne MosioBbIX OPraHoB WN HAapOYUTO UPOHUYHAYA
pernpeseHTalngd cekcyalibHbIX CBA3EN 0JeTbiX MEepPCOHAXENR,
ApaMaTunyeckoe HarHeTaHume npu Bblbope uBeTa — BCE 3TW MPUEMBI
paboTalT Ha HenocpenCTBEHHbIA OUaNor N306paxeHns Co 3PUTESIEM.
B 1960-e rr. XxyQoXHuK pa3pabaTblBaeT CEpPUd XEHCKUX obpa3os,
K KOTOpbIM BMocnencTeun 6yneT o6pallaTbCa Ha MPOTAXEHUU BCENR
XU3HN. «P0o30Bble AEBYLWKN>», HA3BAHHbIE TaK MO SPKOMY LBETY
KOXW, pa3BepHyTbl GPOHTANbHO K 3pUTEN0 B MPOBOKALWOHHbLIX
nozax, C runepTpodumpoBaHHbIMK YyepTamn nuua. XMBOMUCHAS Cepus
BbIMOJIHEHA AKPWUJIOM Ha XOJCTax W BKJOYaeT B Cebs pasnuyHble
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XaHpPOBble CLEHbl: AeByllKa C Tekyweih cnoHol («CnoHoTedyeHue»,
1966), obHaXeHHble LEBYLWKW HA MOTOUMKNAX, MNpblrakwnuwume mn3
OKHa WM M3 camMoNiéTa, OAWHOYHbIE XEHCKMe Gurypbl B BaHHON,
Kynanblwuua Ha ¢GoHe «3amka 6enoll uanam>» XuMansm —
JocTonpuMedaTenbHOCTU npedekTypbl Xéro. OgHa u3 Takux
OEeBYLIEK, pelEHHad B HAaWBHOM cTune, durypupyeT Ha o6noxke

K KHUre XxygoXHuka «[locMepTHble paboTbl>» (1968).

«MeHqa npuBAEKan XeHWNHbI—MPOBOKATOPbl. [TOKOPHbIE XEHLLUHbI
MEHS He uHTepecoBan. <...> [eBYLWKN B 3TUX CEPUAX HAMUCAHDI
B pPO30BOM LBETe, 4YTO JaeT Bne4yaTneHue, BYATO 3TO XumBad
naoTb. OHWM CMewTCHd BO BCE ropnao M CTOY4T B Bbi3blBAKLWMUX No3ax,
MOTOMY 4YTO 9 XOTeNn 3anedyaTfieTb TONbKO WX, 6e3 BMewaTenbcTBa
TpeTbero nuua. Ecnu kpaTko, 3Ta cepud cTpemunacb pa3buTb
npencTaBfieHNe 0 TPaAULUMOHHOW «XEHCTBEHHOCTW» . 9 He cTapalcg
coenaTtb nopTpeTbl. Y cTapajicya nopeaTb CO CTEPEOTUMHbIMU
N306paXeHUAMUN XeHWUH» T,

«P030Bble [eBYLKN» CTAHOBATCS YacTbl rpadudecknx paboT Exo,
N B BONbLINHCTBE CNy4YaeB XEHCKWA obpas3 byaeT pewéH B TOM Xe
Knwodye. B 1990-e, korga XyooXHWK obpauwiaeTcs K TeMe namaTu,
BO3HMKAET KOMMO3ULMA Kynanblul, CBA3aHHAY C LETCKUAMU
BOCMOMUHAHWEMMN aBTOpa 06 YBUAEHHOW ClLeHe B XEeHCKoW 6aHe.
3TN XEHLLMHbl TEM HE MeHee JNNWEHbl MHOWBUAYANbHbIX 4YepT

N HAMNOMUHAKT QUrypbl HA XWUBOMUCHLIX CBUTKAX W rpaBrpax.
MofobHO fekopaTMBHbIM MaHHO «TaHeu» U «My3blka>» AHpWK
MaTtucca (o06a — 1910 r.), B 9TOI KOMMNO3ULWWN F1aBHOE —
XUBOMUCHbIA putM. C 2005 no 2007 r. TapgaHopu Eko noceTtun
24 ropaunx UCTOYHUKA B AMOHWUM, 4YTOObI HanMMcaTb O HUX CEepuio
cTaTeil, u Kynanbliuubl BEepHYJUCb B €ro KapTWHbl B pa3HbIX
WHTepnpeTaundax, B TOM 4yuCNe B BUAE PEaSINCTUYHO HaMUCAHHbIX
buryp, HanoMWHaKLWUX MOAENeil 3poTUYECKUX XypHasioB. B Takom
BUOE OHWM NOAO0OHbI COBMAa3HUTESIbHBIM CUpEeHaM, MUpaxaM, U UX
NpUCYTCTBME HAMOMWHAET 0 MOoACTeperawllein onacHocTu.

9 Takayo Iida Tadanori Yokoo, p. 122
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NpoBokauuga, NMpaMoe obpaleHne K MHCTUHKTaM N B0JIe3HEHHbIM
daHTa3UaM, C LpPYrol cTopoHbl — o0606WeHne 1 ngeann3aung —
BOCXOOAT K TPpaAULMN 3POTUYECKON rpaBlopbl CHHra, OTCbINKU

K KOTOpOW o4yeBUOHbl U B BbiGope mMaTepuana nng paboTbl.

B 1969 r. Eko co30aéT WecTUYACTHY Cepui Lenkorpaduyeckux
noctepoB «[lbITKa>», C KOTOpbIMA BbiUrpbiBaeT FpaH—npu LlWecTton
BblCTaBKM MONOOEXHON BueHHane B Mapuxe. B noctepax
UMUTUPOBAaHa Kcunorpadguyeckada nedaTb: n3obpaxeHue

OOHOW CLUEHbl pa36buTo Ha 3Tanbl, HAMOMWHAlLWLEE OTTUCKM

C rpaBupoBasibHbIX A0COK pa3HOro useta. Kaxpablil TUCT o6paMnéH
GpnU30M M306paXeHNn Cc urpanbHbiX KapT xaHagyaa. O6WMin ToH
paboT — KpacHblli, HO B 3aBUCUMOCTWU OT 3aMOSIHEHUG LLBETOM
NPOABAYATCS pa3Hble geTann KOMNo3uuum, BbiABNASA Gurypy
CBYA3aHHOW XEeHLLHbI, OAeTol B TOHKWA XanaT Ha rojioe Teno.

Mo eé oTcyTCTBYKUWEMY B3rnsgay HEBO3MOXHO TOYHO OMpPenennTb,
XuBa oHa uUam meptea. Mexpy TeM M306paxeHue ckopee
NpUTArMBaeT CBOEN U3bICKAHHOCTbK W CTPaCTbH, YEM OTTaSKMBAET.
(JecaTtnneTtnem cnycT4 3Ty Temy MOABELIEHHbIX 0BHAXEHHbIX XEHLLNH
6yneT pa3BMBATb AMNOHCKUIA doTorpad Apaku Ho6yecv| )

B xusonucu TapaHopu Eko V|306pa>KeH|/|e reHuTanuin unm

CLLeH COBOKYMIEHUS JIMLLEHO 3PpOTUYECKOW GYHKLUM U CBA3aHO

C TeMoli pOXAEHUa U NPOAOMMKEHNS poaa. Hepeako XymoXxHUK
n306paxaeT Kapna, BbiNbiBalLWeEro 3 tTasobeapeHHol KOCTW, Kak
MeTadU3nNYecKnii CUMBOJ XU3HU U OyWwn. OCMbICNAS COBCTBEHHYIO
cynbby, Eko obpaljaeTcs k 3B&34HOMY HEGY — K CuUNe BEYHOCTHU,
0CO3HAaBa9 CO6CTBEHHbIA NpUxopd B 3TOT MUP 0CO6bIM MYyTEM.

B ooHON M3 KapTWH C pas3BépHYTbiIM HA3BaHWMEM OH MULIET O TOM,
YTO ero NpUémHble pPOaWUTENM roBOPUNIM, 4YTO HALWAW ero nog MoCcTOoM,
N B 3TOWN KapTuUHE XYL OXHUK U306paxaeT oTua W MaTb, NbIBYLLUX

B nogke. Bonpocbl camMoupeHTugukaumm 4yepes TemMy KOCMU3Ma
XYOO0XHUK BygeT pasBMBaTb B MHOMOYMCIIEHHbIX «KpPACHbIX KapTUHaXx>» ,
Ha3BaHHbIX TakK UCCrepoBaTendaMn U3—3a CXOXero HebecHoro ¢oHa.

Boob6paxaemas peanbHOCTb )
26 deBpang 1972 r. y TagaHopun EKO OTKpblBaAEeTCH MepcoHasbHas
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BbiCTaBKa B Hbl—OPKCKOM My3ee COBpPeMeHHOro mckycctea. «<Eko
abCoONKTHO packpenouwéH, [N9 Hero HeT HWYero HeBblipa3uMoro, —
nucan kypatop [OXOH [appuraH B npecc—pennse K BbICTaBKe
«padunka TapgaHopu Exko». — OH CTONb Xe LUOKMPYeT W Bbi3blBaeT
oTBpalleHne, CKONb YAUBNGET U o4apoBbiBaeT»**.

B 370 xe BpeMsi Eko paboTaeT Hafg HECKONbKMMU MexXAyHapomHbIMU
3aKas3aMu, KOTOopble MPOCNaBHAT €ro Kak XyAoXHWKa non-—apTa

B CWWA. 3710 noctepbl «The Beatles» (1972) wu rpynn «Emer-
son, Lake & Palmer» (1972) n «Earth, Wind & Fire» (1976);
06N0XKa anbboma JloHOOHCKOro ¢GMNapMOHUYECKOro OpKecTpa

K CUMpOHUYECKON clonTe «lnaHeTtbl» [ycTaBa Xoncta (1979),
odpopmneHnsa nnactnHok Kapnoca CaHTaHbl («Lotus», 1974)

n Mannca Ossuca («Agharta», 1975). PaHee — cepus NocTepos
ana ¢unbma «Tpun>» (1968) Popxepa KopmaHa. HenameHHa
CTUNNCTUKA 3TUX rpaduyeckux paboT — Ha MNPenMyLLECTBEHHO
YEPHOM <«KOCMM4YECKOM>» (OHE pa3BOpayYMBaOTCH CLUEHDI

B MCUXOLEeNMYecknx LBeTax.

CepuNHOCTb U TOHWUPOBAHWE — XapaKTepHble NpuemMbl ON4
rpaguueckoro gusaiiHa Eko B 3To mecsTunetve. PaspaboTka opHoM
TEMbl B KOHTEKCTAX pa3HblX 3aKa30B OTBeYyasia BHYTPEHHMM Mouckam
XYO0XHNKA , BbIBLUEr0 Ha MNWKe MPU3HAHUA U NCKABLUEro BbIXO[,

N3 UOEenHon cucTembl non—apTa. JlIMdHble nepexmsaHua 1970-x,

B YaCTHOCTM aBTOKaTacTpoda, 3aTeM CMepTb Apyra u Koaneru
lOkno Mucmmbl — TONKAKT ero K nouckam ugeasbHoro mupa,
«yTonun>, 6naropapsd 4Yemy B €ro UCKyccTBe nogsngeTcd obpas
paickoro nensdaxa. C Apyroil cTopoHbl, TapaHopu Eko yBne4déH
MUCTULU3MOM, 3KCTpaceHcopukoil n HAO. MHorokpaTHble Moe3nku

B IHOWIO CrNoCOGCTBYT 06paLLeHND K AYXOBHbIM U PESIUTNO3HbIM
TeMaM, 0[HAKo CTOUT OTMETWUTb, 4TO M 0b6lMe coumnasbHble
HacTpoeHUa Havyana 1970-x noporpeBatT OaHHbIA UHTEpec.

C koHua 1950-Xx 4yesoBeYECTBO 3aHATO UCClepoBaHUWEM KOocMoca —
K KoHUY 1960-x BO3MOXHbl MOMAETHI Ha JlyHy; KynbTypa 0OCTpO

** [pecc-penus sBbicTaBkn. URL: https://www.moma.org/momaorg/shared/pdfs/
docs/press_archives/4794 /releases/MOMA_1972_0023_20.pdf?22010
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pearupyeTt Ha 3TOT NpopbiB. B 1968 r. BbIXOAUT NOSHOMETPAaXHbIi
dunbm C. Kybpuka «2001: Kocmuyeckad oguccea», B 1972 r. —
«Congdpuc>» A. TapKoBCKOro; WHTEpPec K Hay4yHoW daHTacTukKe
orpomMeH. KynbMuHaUMOHHAH cueHa «KocMuW4Yeckol oguccen>,

TakKk Ha3blBaeMble «KOCMUYECKMe BpaTa>», CHATbl MPU MOMOLLN
cnmTckaH—-doTorpadum n TOHMPOBAHUS MOCPELCTBOM Nponycka
yepe3 ¢unbTp Aybnb—HeratTuBoB. [loxoxue BuayanbHble 3 deKThl
nHTepecyT TapaHopn Eko npu cospgaHum cepuii nocTepoB AAs
LoCcTuxkeHnda addekTa BbIxOoLa 3a npefesbl peasibHOCTU, U TeXHUKa
wenkorpadun rnossofigeT 3anofIHATb pa3HbIM LBETOM 04HO U TO Xe
n3obpaxeHne B oTnedyatkax. C Apyrod CTOPOHbl, MOTUB BKJIOUYEHUS
B KOCMWYECKWI KOHTEKCT cakpaJsibHbiX 3HEPTUiA Takxe obbeguHaeT
TPEX YNOMAHYTbIX XYOOXHUKOB — 3a TEM UCKIKYEHUEM, 4TO

B 1970-x Exko ewd He cTaBuUT nepef coboli 06LLeYeNoBeYeCKMX
BOMPOCOB 0 HPAaBCTBEHHOCTW MO3HAHUA U 3BONKUUKN YenoBeka. Ero
BOMPOC TakKoB: KTO Mbl B 3TOM MUPE WU CMNOCOOHbI I Mbl YIOBUTb
6oxecTBeHHble aHeprun? OH obpalaeTcs K cakpasibHbIM CUMBOJS1IaM
KakK K «b6araxy» MUPOBOI KyNnbTypbl: UMEHHO C 3TOr0 BpeMeHu 6epérT
Ha4aslo NepeocMbICNieHNe XYO0XHUKOM 3HAKOBbIX CUCTEM U3 UCTOPUU
ncKkycctea, M obpa3bl HOXeCTB U KaHOHMYECKUX cueH n3 CBALEHHOrO
NMncaHng HeobxopuMbl eMy KaK 3/1eMeHTbl OEeKOHCTPYKUUN.
PacwunpeHne TBOpPYECKOro MeToga OT MPOBOKALWM U UPOHUU [0
ocMmbic/ieHns dunocodckux BONPOCOB MPOUCXOOUT C CepenunHbl
1980-x. TOUKOW K 3TOW NMEpPEMEHe CUYUTAETCH MocelleHune
TapaHopu Eko peTpocnekTWBHOW BbicTaBku Ma6no Mukacco B Mysee
COBpPEMEHHOro UCKyccTBa B Hmo—l7|opn<e B 1980-m rTt.

tt B TenenporpamMme «Huunbu>» npuBeféH GparMeHT gHeBHUKa TapgaHopwu Exo
CcOo cnepywuweil 3anucbi: «He nmeTb Tembl. He nMeTb cTung. He cos3pnaBaTb
COBpEMEHHOro uckycctea>». 3anucb gatmpoBaHa 19-20 anpena 1987 r.;
paTta Bblxoga Tenenporpammbl Hem3secTHa. URL: https://www.youtube.com/
watch?v=1nMi4EEiA-o0.
Yauie Bcero uccrnegosatenu TagaHopu EKo ynoMUHAalT 0 «Tak Ha3biBaeMoli
neknapauum xygoxHuka» Kak o6 abcTpakTHOM CBUAeTeNnbCTBE TBOPYECKOro
nepexofa W3 OAHOW CTE3W B ApYryl. Tak HasBaHbl M3AaaHHble AHEeBHUKM Eko
1980-1983 rr. TemM He MeHee «TaK Ha3blBaemas feknapauud» [0 CuUX nop
ocTaéTca B 6onblieli cTeneHn ¢urypoil peyn, NUWEHHON [OKYMEHTASIbHOW OCHOBbI.
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3TOT nepexopn CONPOBOXAAETCH LONTUMMUA CTUTUCTUYECKUMN
MOMCKaMM: MHTEPEC K SKCMPEeCCUOHU3MY, CIIOXHbIM AUHAMUYHLIM
CHXEeTaM N WNPOKUM, CBOBOAHbLIM Ma3KaM MOCTEMEHHO CMEHHeTCH
6osiee ypaBHOBELIEHHbLIMW XUBOMUCHbIMKU KOMOO3NungmMm. 4Yacto
XYIOOXHUK Bbl6paeT MaructpalibHblil CHXET U pa3BUBAET ero MHOro
neTt nopgp«n, npmqu NOoes MOXeT 3BONIKLNOHMPOBATL B YUCTO
neKopaTuBHbIi MoTMe. C 1988 no 1993 r. TapaHopu Eko cospadT
ceputo M3obpaxeHuii BOAOMNALOB, & B TeyeHue roga c 1993 no
1994 r. paboTaeT B TOM Xe CHXeTe Cc TexHamauunein (XxaHpoM
COoBMelleHNs cBeToBblX 3ddeKkToB N Xusonucu). [JaHHble paboTbl
HaMOMWHAKT MNOABUXHBIA FTNTY—apT U NPencTaBndrT Cob0oll camble
KapouHanbHble A9 XYOO0XHWKA CTUMCTUYECKME pELUEeHUS —
nanee oH bygeT 6oflee TpaAuUUMOHEH B Bbibope TexHUKKM, paboTad
B OCHOBHOM B XWBOMWCWK, C KOonnaxamm uam — pepko —
p3oMMang—obbektamu. Bogonapg 6bi1 019 XYAO0XHWKA CUMBOJSIOM
OTKPOBEHWA, CBOEro poja sMaHalueli 60XeCTBEHHOW 3Hepruu,

a TakXe O0TOBpaXeHMeM Mnmapbl <KMYXCKOE—XeHCcKoe» ¥,

B 2000 r. B xmBonucu TagaHopu Eko nosensetcs Y-o6pa3Hblii
nepekpEcTok — L[PYro yCTon4mBbiA o6pa3. Bupg pacxondumxcd
LOpOr N CTOYLWEro Ha rnMepekpecTke TpaneuuweBULHOro B njaHe
3[0aHNUg pa3pabaTbiBaeTCcd XYyLOXHMKOM 6osiee NATHA[LATU

neT B pa3HblX KOHTekcTax. [loceTus poOHOW ropon Hucueakwu,
Exko cdoTorpadupoBan 04HO3TAXHYH MOCTPONKY, B KOTOpPOW BO
BpeMeHa ero geTcTBa HaxXxogwacg Maras3uH mMopaenein gng xobéu,
B TEMHOE BpPEeMd CYTOK CO BCMbILWKOW: Takum o6pa3oM, camo
3[,aHMEe 0Ka3asoCb BbIXBa4eHO CBETOM, a pacxofswmecs poporu
yBOOWNN B TEMHOTY. 104 06HbIE PA3BUNIKN XapaKTepHbl N4
ropoAcKkoro naHpawadTa AnoHWKM, ON9 TUXUX XWUbIX painoHoBs,

B KOTOPbIX NMPakKTUYECKN OTCYTCTBYET VyM4YHOE ocBelleHune. Ecnm
00 2000 r. KoMno3uuum xmsonucm Exo pa3BopaudnmBaniucb Bcerga
BOKPYr aHTPOMNOMOpP®HbIX dUryp N 6blIM HEPA3PbIBHO CBA3aHbI

C OMbITOM MepexmBaHWii camMoro XygoXHWKa, TO C MOABJIEHUEM

t ¢ Bogonaj Kak CUMBOJT MYXCKOW 3HEPruMm v BOLOEM Kak CUMBON XeHcKoli, no Yokoo
Tadanori. ALl the Things in the Universe, p. 122.
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cepun «Bcnbllka TEMHOW HOo4Yblo: ropod NO 1» XymdoXHUK

CTPEMUTCHA K nMpepnesibHol 0606WEHHOCTU U 06€3/MYEeHHOCTH,
TEeXHUYEeCKoONn nMutaumm cdotorpadun, o6o3Hayaq OCHOBHOW TeMON —
oTcyTcTBUe. PasBuika cumMBonuM3upyeT coboil UNAw3ut Bbibopa,

HO eABa v B LAHHOM cjy4ae AWNXOTOMWA UrpaeT 3HAYUMYH poJb.
V- 06pa3Hble nepekpecTku nHTepecynT Eko no gpyrum npnynHam:

C OOHOI CTOPOHbI, KakK HalUWoHaNbHbIA Nelizax; c apyroi —

KakK OTCTYMJSIeHUe 0T XWUBOMUCHbLIX pednekcuin, 3aHUMaBLINX

ero nocnepgHue NaTHaguUaTb NIeT; HaKOHEel, Kak BapuaHT

VHUBEpCAM3aLnnm CBOUX XYO0XECTBEHHbIX Ka4ecTB — B3rngn
BOBHE, a He BHYTpb CO3HAHWUA, Aywu v namatm. Cemmotmyeckas
CBYA3b NepekpecTka C C06CTBeHHbIMI/I MHULManamMm — «Y» —

ona Exo Takxe ouyeHb BaxHa, OH Hepenko MOAMUCbIBAET pab6oThbl
OOoHOW 3Tol BykBoi. OUYEeBWAHO, UYTO Ha MepBOM 3Tamne U3NULIHE
HALENATb OAHHYI CEPUD TEMU CMbICSIOBbIMW OCOBGEHHOCTAMU,
KOTOpbIMM 06flagaeT o0bpal3d «nepenyTbsa». OH cKkopee nNpu3BaH
co3faTb HEKOH(IMKTHOE UCKYCCTBO — 3T0 XWBOMUCHOE WUCMbITaAHUE
ON9 XYOOXHWKa, CTOSIb MHOrO BPEMEHU YO ENdBLIEro BHMMAHUE
nepexnBaHNK IMYHOTO OnbiTa.

Co BpemMeHeM (YHKLMOHAN OAHHOr0 nemaaxa 3HaAYUTENbHO
pacwumpgeTcs, U pasBuiaka, a TakXe camMo 34aHue no LeHTpy

6e3 0603HAYEHHbIX YUl MO CTOPOHAM BKKYAETCH XYOOXHUKOM

B CKOHCTPYMPOBAHHYK XWBOMUCHYK peanbHOCTb. OH BHOBb
obpalwaeTcya K obpa3am Kynasnbliuy, aBTonopTpetam, alflo3ngM Ha
TEMY CMEpPTU, MMEHaM U U306paxXeHUaM XYAO0XHWUKOB WU nucaTenemn,
OKa3aBLUMX Ha HEro BAWSHMWE; OTCbIIKAM K UCTOpUW UCKycCTBa,
TakuM KakK MONFAUIMECH KPECTbAHE C KapTUHbl «AHXENHC>»

X.—d. Munne (1857-1859), v nonyngapHoin KynbTypbl —
Hanpumep, o0bpasy daHTOMaca B TOM BuUAe, Kak ero naobpasun
HEW3BECTHbIA XYOO0XHWUK 09 06JI0XKM MepBoro U3gaHua KHUTK

M. AnneHa wu . CyBecTtpa (1911). K cepegunHe 2000—-X KapTUHbI
B cepunm Y—o06pasHbiX NMepekpEcTKOB MNpeLCcTaB/Igl0T CO60M COXHble
BU3yalibHble KOHCTPYKLWM, 3a4aCTyl COBMellarline HEeCKObKOo
YPOBHEN WHTepnpeTauui.

B TeuyeHne 2009-2012 rr. XyAoXHUK pa3pabaTbiBaeT Ceputo
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HOUYHbIX MEepPeKpECcTKOB, CTpPeMdACb 0T06pa3nTb NUWb TO, YTO BUAUMO
yesloBe4YeCckoMy rfasdy, U CKpblTb TO, 4YTO MOXHO BOCCO3faTb

B BoobpaxeHun. OOHaxXAbl YBUOEB 3apl Cpa3y nocje npobyxaeHud
B camonéte, Eko uHTerpupyeT gaHHOe BneyaTneHWe B <YEPHYH»
ceputoss Kak CUMBOS MNOrpaHu4YHoro. B ooHOW u3 paHHbIX paboT

XYL OXHUK MoMellaeT MporpamMMHy0 Hagnucb: «He o ToMm, 4To
nncaTb, He 0 TOM, KakK nnucaTb. 3T0 0 TOM, KakK XUTb>» («It’s
not what to paint, it’s not how to paint. It’s how to live»,
2012). CTtonb npaMmoe obpalleHUe K «XMUBOMUCHOMY Kpepno>»
CTUNMCTMYECKN BO3BpalLaeT Hac Kk pa6otam TagaHopu Eko

B rpadunke, a UMeHHO K nocTtepy 1965 r. «[JOCTUrHYB KynbMUHaULUU
B BO3pacTe 29 fneT...» — 3TO TOXe 006 OCMbIC/IEHUN CBOEro 49 Kak
XYO0XHMKA .

AHnMmauunsa

Ha BbicTaBke nMpepncTaBfieHbl TpW 3kcnepumeHTa TagaHopu Eko

C aHMMaluueln: KopoTKoOMeTpaXHble BULeo «AHTonorus NO 1>
(1964), «Kiss Kiss Kiss» (1964) n «Kayn-kauym ama»
(1965). OHM No—-cBOEMY [L0MONHAKT rpadudecknin matepmuan u,
YBUOEHHble B OJHOM MpPOCTPaHCTBE, 3HAMEHYHT co6oil nepexopn

OT MOOEPHUCTCKOro feKageHTCKOro cTunis XygoxHuka 1964 r.

K non—-apTty 1965-ro. ®unbMm «AHTONOrng N° 1» ewé oTnuyaet
KOJINAXHbI/A MOAX0H: OCHOBA BU3yalibHbiX 06pa30B — GparMeHThbl
paHHUX NocTepoB N adunw, B TOM 4yncne c «My3blkafbHOrMo coeeTa
pabounx Kuoto, peryngdpHoe cobpaHume N°33» 1963 r. c durypamu
NTuy C aHTponomopdHbIMK ronoBamn. «Kiss, Kiss, Kiss» —
napadpas3 Ha TeMy o6pas3oB Pod JluxTeHwTelHa .

Hanb6onee uHTepeceH aHUMAUWUOHHbLIA GuUNbM «Kadym—kauum ama»,
Mo OAQHOUWMEHHbI/I AMOHCKOW CKAa3Ke O 3/I0M eHOoTe TaHyKu,

KOTOPbIAi 06MaHOM XWBUICA Ha O0CTATKe Jitofeil, noka ero He
BblKypuna 3a4u. Ounbm Exo ckopee abcypAHbli U NOCTpPOEH Ha
nwbéosHOM TpeyrofsbHuke bpugxnt bappo ¢ AneHom [enoHom

§§ W3 oHNallH—[AHEBHMKa XypoxHuka, 21 pekabpa 2012.
URL: http://www.tadanoriyokoo.com/vision/2012/12.html
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n npecnegywwmm nx Punyappom BéEpToHOM. B 4yacTHOCTM, MNOroH4
NPOUCXOAUT B aMepukaHCKOW NycTbiHE pPaAoOM C ropoii «Kauum-—
Kaun» («Tpeckydyell ropoli», Kak B AMNOHCKOW ckas3ke), a BEpToH
pacnueaeT nuBo «Ycaru» («3adu», an.) VWHGopMaLMOHHbIN
doH cogepxuTt dpasy ma3 lMpapgxHanapamuTa—cyTpbl «llycTtoTa
ecTb dopma, dopMa eCTb MycToTa» U KOCBEHHYH OTCbINKY

K pa3BopaynBatolLMMCyd Ha TOT MOMEHT BOEHHbIM [EeNCTBUAM

Bo BbeTHame BO ¢ppa3e «Viet, viet, viet». OkaHumBaeTcs
GUNbM xapakTepHol Ana TapaHopu Eko HauuoHanbHOW HOTOA

B CTWUie non—apT CO CLEeHOW Bocxoaduiero Ha ropy ®dynsu
noesfa CUHKAHC3H C rNaBHbIMWA reposiMm B HEM. ABCYpAHOCTb

N MHOXECTBEHHOCTb KYyJIbTYPHbIX OTCbINIOK OCTaBASEeT LMPOKOoe
NpPoOCTPaHCTBO AN WUHTepnpeTauuin dunbma, KoTopblhi B 60nblUein
CTeneHn CMOHTaHEH W UPOHWYEH MO OTHOLUEHUID K MOMNynapHon
aMEepUKaHCKON KyNbType, HEXEenu CHXeTeH. My3blka nocTpoeHa
Ha 4YepenoBaHWU TPALWULWUOHHbBIX AMOHCKMX MECEH W aBTOPCKOro
MaTepuana komnoautopa Tocu WtusHaru, ¢ koTopbiM Eko
HEeOOQHOKpPATHO COTpyAHMYan (BMOCNELCTBUM OH MNOCBATWA XYL O0XHUKY
uenbii anbbom) 1,

99 Ichiyanagi Toshi «0Opera from the Works of Tadanori Yokoo» (The End Record,
1969)
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Tadanori Yokoo. The Art of Meanings

In the 20th century Japan underwent a series of social and
political shocks that had a great impact on the nation’s mind-
set. The surrender in WWII and the humiliating terms of the
Potsdam Declaration, preceded by destructive air raids and
the atomic bombings of Hiroshima and Nagasaki and followed
by years of occupation, plunged the nation into depression.
Post—war Japan saw economic growth, but continuous student
protests as well. The new generation of the 1960s survived
the war at an early age. Their country developed from a tra-
ditional society into one of the leading economic powers that
launched the first super express train shinkansen and invented
portable cameras. The need for self-identification and in-
dependence spurred impressive statements that used art as a
critical perspective of reality. Contemporary art in the 1960s
was highly social, in Japan as well.

Post—war Japanese art made its long way from social realism
to contemporary forms; from the collectivism of various art
groups to the rise of individuals; from the urge to transcend
locality and enter the international contemporary scene to the
conscious acceptance of the national cultural tradition.
Tadanori Yokoo was one of the first artists in Japan to in-
troduce the pop art vocabulary into graphic design and re-—
cover the visual motifs of national identity considered archaic
in the 1960s. Those are: the national flag, the view of Mt.
Fuji, sakura flowers, The Great Wave off Kanagawa by Katsu-
shika Hokusai (1760-1849) and others. Having gained recog-
nition both in Japan and the US, he earned the reputation of
the «Japanese Andy Warhol», known for numerous assignments
and collaborations with artists, actors, writers, film direc-
tors and other personalities. He became the first artist of
Japanese origin to hold a solo exhibition in MoMA, New York,
in 1972.

In the early 1980s, a renowned graphic designer, Yokoo re-—
nounced commercial work to become a painter. By now, his
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oeuvre includes thousands of paintings, different in style, im-
agery and semantics. Most of them are deposited in the art-
ist’s museum in Kobe, Hyogo prefecture. In December 2015
Tadanori Yokoo received the Praemium Imperiale prize for out-
standing contributions to Japanese art.

The State Museum of Oriental Art proudly holds the first solo
exhibition of Tadanori Yokoo in Russia. It is timed to the 80th
anniversary of the artist in 2016, and commemorates the 60th
anniversary of the Soviet-Japanese Declaration of 1956 which
restored diplomatic relations between our countries and en-
abled the fruitful cultural exchange of the following years.

We express our sincere gratitude to the Japan Foundation for
their support during the preparation and implementation of this
exhibition, as well as to our partners in Japan — the Yokoo
Tadanori studio, the Yokoo Tadanori Museum of Contemporary
Art in Kobe and the National Museum of Art Osaka for providing
the works of the artist, for several useful consultations and
support during the preparation of this project.

From Graphic Design to Paintings

Tadanori Yokoo was born on June 27, 1936 in Nishiwaki, Hyogo
Prefecture. After his parents’ death in an accident, he was
adopted by his uncle. Since his early years Yokoo showed in-
terest in drawing and won prizes in numerous art contests.
Shortly after reaching adulthood he got a job at the prefec-
ture newspaper Kobe Shinbun at the advertising department and
later moved to Tokyo to start work in a design bureau. Early
graphic works of Yokoo are made in a modernist style typical
of the 1950s which involves a single color background, inclu-
sion of images into the text, and the palette of three basic
colors. The earliest known prints by Yokoo are dated 1963—
1964. Among them are the series of posters for the Music La-
bour Council of Kyoto (Kinrosha Ongaku Kyogikai).

In 1965 Tadanori Yokoo turned to the technique of silkscreen
printing, the most widely used media in pop art in the 1960s.
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Silkscreens are relatively easy and inexpensive to produce, at
the same time giving a clear and colorful image. Unlike offset
printing, silkscreen printing involves manual rolling of paint
over the stencil which makes it similar to ukiyvo—e woodblock
prints and easy to include graphic quotes from this renowned
art tradition.

Yokoo’s first silkscreen was entitled with the artists name.

It was made for the «Persona» group exhibition organized by
Japan’s leading graphic designers led by Tanaka Ikko. Each

of the art pieces dealt with the representation of the artist’s
personality, and Yokoo announced his «death» in terms of re-
valuation of artistic views and principles in the inscription
«Having reached the climax at the age of 29, I was dead.»
He develops the composition from generalization to personal-
ization. The red-blue sun on the background, Mt. Fuji and the
shinkansen train on the top, as well as the central inscrip-
tion «Made in Japan>» indicate the national. The central figure
of the hanged man is impersonal. The foreground reveals the
individual: the artists writes his name on the top and puts two
photo collages of himself in the bottom sides. Personalization
was alien to graphic design: nothing but the message adver-
tising the product, event or brand was to be provided. Howev—
er, this work advertises the artist himself, thus conveying the
pop art idiom.

Since then, national symbols became part of Yokoo’s vocabu-
lary. In the 1960s art was no longer aimed at narrow avant-
garde and bohemian circles, but tended to reach to ordinary
people on the streets. Taboos vanished, and products of the
consumption era became pieces of art. In one of the often
quoted interviews Roy Lichtenstein said that pop art «is an in-
volvement with what I think to be the most brazen and threat-
ening characteristics of our culture, things we hate, but
which are also powerful in their impingement on us. I think
art since Paul Cezanne has become extremely romantic and un-
realistic <...>. It has had less and less to do with the world,
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it looks inward — neo Zen and all that. This is not so much a
criticism as an obvious observation. QOutside is the world; it’s
there. Pop Art looks out into the world; it appears to accept
its environment.»"

Not only did the «oriental look» distinguish Yokoo’s works from
those of the American Pop Art. Originally, Pop Art avoided the
perspective and often employed the simplicity of two-dimen-—
sional forms. Even the densest compositions of Roy Rauschen-
berg, for instance, unfold horizontally. Tadanori Yokoo
preferred the perspective rather than the posterized decora-
tiveness, characteristic of Pop Art in general. Meanwhile, his
style is different from the cubism of Tanaka Ikko and optical
illusion of Shigeo Fukuda.

First experiments in pop art led Yokoo to vivid and arrest-

ing colors and complex compositions as on the Koshimaki Osen
poster (1965) which is built around a giant peach — an image
from matchboxes sold in postwar Japan.

After 1966, saturation and contrast decrease in Tadanori Yo-
koo’s design. Carmine blue gradient is often used in his back-
grounds shading off the collages and bright accents. In the
poster to Nagisa Oshima’s film «Diary of a Shinjuku Thief»
(1968), where Yokoo played the leading role of the book klep-
tomaniac nicknamed Birdey Hilltop, the color palette is harmo-
nized with green and golden. The sketches of the poster reveal
how thoroughly the composition was thought out, up to the odd
hand-walking figure of the actor of the situation theatre Juro
Kara (the poster merely shows his lower torso).

In the 1960s Yokoo occasionally worked on paintings; yet they
were of minor importance. After 1966 he created numerous
portraits of the so-called Pink Girls (see more in Erotism)
which were later integrated into posters. In 1967 he worked

t G. R. Swenson, What is Pop Art? // ArtNews. 1963
URL: http://www.artnews.com/2007/11/01/top—-ten—-artnews—-stories—the-
first-word-on-pop/
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on a series of interpretations of Henri Rousseau (1844-1910)
adding references to death and eroticism. For Yokoo it was

a matter of exploring the method and technique of one of his
favorite artists, as well as an attempt to modify the mean-
ing of the piece with minimal stylistic intervention. According
to Yokoo, his biggest influences also include Francis Picabia,
particularly his transparencies (1927-1930), and Giorgio de
Chirico.

In the 1970s Yokoo’s graphic design started to feature reli-
gious motifs which lost their sacral meaning, but remained a
symbolic link between the other world and reality. Tibetan god
of war Jamsaran can be seen next to the smiling Marilyn Mon-
roe on a typical monochrome landscape of Northern Song China
(«Marilyn», 1968) emphasizing the iconic status of the Hol-
lywood actress.

After the mid-1980s Yokoo worked increasingly in paintings.
He studied the style of the Old Masters by interpreting clas-
sical motifs in a manner similar to expressionism, with great
care, addressing compositions by Albrecht Durer, or explor-
ing the possibilities of Fra Angelico’s Annunciation altar-
piece (1450, Prado Museum). Yokoo’s early paintings retained
the same treatment of space as in his posters: frequent in-
scriptions, graphic qualities, a compound nature of the im-
age. Yokoo continued to interpret Henri Rousseau (Lion and the
Green Moon, 1996) and did not abandon the style of naive art.
Besides that, some paintings are arranged expressively and
freely and look like studies: Lisa Lion in Nishiwaki, Maurizio,
Nicolas and Sandro in Varese (both 1984) or Self-portrait in
Aokigahara (1983) show nude figures in forest landscapes.
As dynamic as the Neue Wilde, a number of works from 1986,
entitled «Catastrophe» by researchers of Yokoo’s art after one
of his paintings, directly refers to compositions of Peter Paul
Rubens and baroque art, but also anticipates his surrealistic
painting of the 1990s with the motifs of death and the bor-
derline.
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With all apparent adherence to the traditional figurative rep-
resentation, Yokoo’s oeuvre exists in the postmodern idiom,
where perception obeys multiplicity of meanings. The images
duplicated all over the canvas form a rhythm and ornament
that have no binding to time and space. We have no clue as

to the space coordinates of the painting, or to the purported
narrative; the images do not suggest associations with the
past, or the future — or the present, for that matter. The
layering of plans and abundance of fantastic images, often
isolated from one another, bring the viewer into non-existent
space and time. The reality is only relevant insofar as it is
manifested in ‘earthly’ forms — in themes of death and birth,
in images of memory, in the feelings of curiosity and fear.
Themes are developed in archetypal images that include dei-
ties, skulls and skeletons, women and kids. However, most
human figures in Yokoo’s paintings are travelers. They find
themselves in the painting quite like the viewer’s eye explores
their place on the canvas and their meaning in the given en-
vironment. The multiplicity of meanings evoked by this way of
perception builds certain thematic connections which encourage
us to view each painting in a bigger perspective, as part of a
series, a thematic cycle, or the art of Tadanori Yokoo in gen-—
eral.

Eroticism

Many of Yokoo’s works address eroticism as a psychological
state revealing the borderline nature of Life and death. Erotic
elements emerged in the 1960s in various contexts but never
as pure admiration of the nude. They inconsistently point both
to the primitive man and the superhuman. Provocative poses of
the nude female figures and straightforward depiction of geni-
tals or, on the contrary, their concealment whenever we ex-
pect them to be denuded, dramatized by the choice of contrast
colors — all this works to establish a personal conversation
between the image and the viewer.
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In the 1960s the artist worked on a series of female portraits
which continued to come up in his later art. The so-called
Pink Girls, named after the color of their skin, are often
large figures in provocative poses and with enhanced features.
The series was made in acrylic paint on canvas and included
various genre scenes, some of them later repeated in graphic
design: a slobbering girl (Drooling, 1966), nude girls riding
motorcycles, jumping out of the burning window or an air-
plane, single figures in the bathroom, a bather in front of the
Himeji Castle. One of the girls appeared on the cover of the
artist’s book Posthumous Works, 1968.

During the 1990s Yokoo often interpreted the scene of nude
women in a bathhouse which refers to one of his childhood
memories. These women, however, are featureless and gen-
eralized. Much like characters of Henri Matisse’s decora-

tive panels Dance and Music (both 1910), they form a visual
rhythm. From 2005 to 2007 Tadanori Yokoo visited 24 hot
springs in Japan as a reporter, and bathing women returned to
his paintings like models of men’s magazines, seductive and
revealing. They are like unpredictable sirens, mirages.
Provocation, appeal to instinctive forms and fantasies on the
one hand, and idealization on the other hand, are reminiscent
of the tradition of the shunga erotic art. The genre is also
guoted in the use of media. In 1969 Yokoo worked on a six-—
part series of silkscreens entitled Torture which took the Grand
Prix of the Sixth Youth Biennale Exhibition in Paris. Woodblock
printing process is imitated here: each image is split be-
tween stages that look like prints from different blocks. Each
sheet is framed with a frieze of hanafuda, Japanese playing
cards. The general background is red, but, depending on the
color placement, each next print reveals some of the image

of a tortured woman in a thin robe. It is difficult to say if
she is alive or dead. Nevertheless, rather than disgusting the
viewer, this image absorbs their imagination with delicacy and
passion. (A decade later, the theme of tortured women will be
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developed in Nobuyoshi Araki’s photography.)

In Yokoo’s paintings acts of sex are devoid of erotic conno-
tations and refer to the idea of birth and procreation. Often
the artist depicts a carp fish swimming through the hip bone
as a metaphysical symbol of Life and death. Reflecting on his
distinctive childhood, Yokoo remembers his adoptive parents
telling him they had found him under the bridge. The questions
of identity are addressed in the so-called red paintings with
a common red cosmic background.

Imaginary Reality

On Feburary 26, 1972, Yokoo’s solo exhibition opened at the
Museum of Modern Art, New York. «Yokoo is completely unin-
hibited— for him nothing is unspeakable,» noted John Garrigan
in the Graphics by Tadanori Yokoo press release. «He is as
likely to shock and repel as to amuse and delight.»

Meanwhile Yokoo worked on a number of international assign-
ments which brought him fame in the United States. Those
were posters of The Beatles (1972), Emerson, Lake and Palmer
(1972), Earth, Wind & Fire (1976); and the album covers for
the London Philharmonic Orchestra’s performance of the Plan-
ets suite, Carlos Santana’s Lotus (1974) and Miles Davis’s
live recording Agharta (1975). Before that, he designed post-
ers for Roger Corman’s Trip (1968). These graphic works
share a black cosmic background and psychedelic colors in the
foreground.

Serialization and toning were two main methods of Yokoo’s

art in the 1970s. Exploring one theme in various assignments
reflected the artist’s urge to transcend the Pop Art idiom
which had already reached its climax. Personal experiences

of the year 1970 — a car accident, injury and finally Yukio
Mishima’s death — led him to a fantasy of an ideal world, the
Utopia. An imaginary heavenly landscape appeared in his art.
On the other hand, Yokoo was influenced by mysticism, extra-
sensory perception and UFO, which then became prominent in
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the mass culture. At the end of the 1950s humanity made «a
giant step» in exploration of space, and the social culture
gave a warm response. In 1968, Stanley Kubrik’s 2001: Space
Odyssey was out on screens; 4 years later, Andrey Tarkovsky
made a screen version of Stanislaw Lem’s Solaris. Science
fiction was at its peak. The culmination scene of the 2001:
Space Odyssey, the so-called space gates, was filmed using
the technique of slit-scan photography and toning with photo
filters. Tadanori Yokoo aimed at same effects in his prints in
order to make an illusion of the escape from reality, and silk—
screens gave an opportunity to fill the same image with dif-
ferent colors. The three mentioned artists pondered on sacral
forces possibly leading the humanity, though Yokoo was not yet
interested in the ethics of knowledge and of human evolution.
He was asking, who we are and how we communicate with the
extramundane and extraterrestrial. The sacral images inter-
ested him the same way Pop Art icons did — it was the vocab-
ulary of world culture that he eagerly deconstructed.

In 1980s Yokoo’s art expanded from irony and provocation to
reflection on philosophical questions. The turning point was
said to be Yokoo’s impression from the Pablo Picasso retro-
spective exhibition in the Museum of Modern Art in New York in
1980.

The decade was marked with stylistic explorations: attempts in
expressionism, dynamic and complex subjects, free brushstrokes
eventually led to harmonic and calm compositions. Often the
artist chose a basic story and developed it for years until the
image evolved into a merely decorative motif. From 1988 to
1993 Yokoo was exploring the theme of waterfalls, and during
1993 and 1994 used this idea for his technamations (paint-
ings over lighted backgrounds that create an illusion of water
flow). The waterfall was a symbol of revelation, emanation of
divine energy, reflection of the pair male—-female®.

t According to Yokoo Tadanori. ALl the Things in the Universe, p. 122.

56 HE BRI



57 tadanori yokoo



Another major image for Yokoo’s work is a Y-junction. The
scene of two diverging roads and a building in the middle has
been developed by the artist since 2000. During a visit to his
hometown Nishiwaki Yokoo saw a building where there used to
be a model hobby shop, a desirable place for all boys back in
the days, and he took a picture of it with a flash. The build-
ing was highlighted while the junction of two divergent roads
led into the dark. Y—junctions are typical for small towns

and residential districts in Japan with practically no street
lighting. Before 2000s Yokoo’s paintings involved human fig-
ures with a conflict of self-reflection, and the Y-junctions
gave the artist an environment to abandon self-reflection
completely. Then Yokoo favored generalization and neutral-
ity, sometimes imitating photography and stressing the main
idea of art in absence. The junction is often a symbol of il-
lusion of choice, but in this case it might be merely a na-
tional landscape, the absence of reflections, the sight out
of, not into, the consciousness. The connection between the
Y—-junction and Yokoo’s name is also significant. Over time
the role of the Y-junction expanded and the landscape became
part of a bigger construction of metaphors. Yokoo employed
the image of bathers again, self-portraits, allusions to the
death, names of artists and writers who influenced him. He
addressed iconic images of art history like the praying peas-
ants on Jean-Francois Millet’s Angelus (1859), and popular
culture, for example Fantomas as depicted by an unknown art-
ist for the book cover of the first edition of the M. Allain and
P. Souvestre (1911). By the mid-2000s works with Y—junctions
became complex compositions with multiple levels of perception
and interpretation.

During 2009—-2012 the artist made a series of night junctions
by aiming to depict merely what is seen with an eye and to
conceal what is built by imagination. Having once had an expe-
rience of seeing the aurora after waking up on the plane, Yokoo
included that impression into the night series. In one of the
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works the artist wrote: «It’s not what to paint, it’s not how
to paint. It’s how to live» (2012). Such a direct statement
reminds us of Yokoo’s earlier work from the mid-1960s, the
Tadanori Yokoo poster, which also focused on the artist’s self.

Animation

At least three experiments in animation art by Tadanori Yokoo
are known. Anthology #1 (1964), Kiss Kiss Kiss (1964) and
Kachi-kachi Yama (1965) are short animation films shown at
the Sogetsu Art Center on a festival. They mark the shift in
Yokoo’s style from the decadence of modernism to the cheer-
fulness of Pop Art. Anthology #1 is made as a collage of
earlier posters, including the «Regular Kyoto Roon Meeting No.
33» from 1963 with figures of bird-Llike heads. Kiss, Kiss,
Kiss is a short interpretation of Roy Lichtenstein’s canvases.
The most interesting work is Kachi—kachi Yama based on an old
Japanese story tale about the evil raccoon tanuki who profited
on a grandpa and a grandma’s farming until he was smoked
out by a rabbit usagi. Yokoo’s film is more absurd than the
narrative and is built on a love triangle of Brigitte Bar-

dot and Alain Delon chased by Richard Burton. The case takes
place in a North American desert near the Kachi—kachi Yama,
the “cracking mountain’. The story features a phrase from the
Heart Sutra, «void is form and form is void», and a reference
to the Vietnam conflict in «Viet, Viet, Viet». The film ends
on a characteristic national note with the characters riding

a shinkansen train up Mt. Fuji. The absurdity and multiplicity
of cultural references give a vast ground for interpretations
which is rather ironic towards mass culture than anecdotal.
The music is written by composer Ichiyanagi Toshi with whom
Yokoo worked for years (later the composer wrote an album «on
the works of Tadanori Yokoo»)$

§ Ichiyanagi Toshi «Opera from the Works of Tadanori Yokoo» (The End Record,
1969).
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006 TapaHopu Eko Ha 6ankoHe cBoeii
ctyaum B Catarasa, Tokno. Anpenb 2016
r. ®oto . ®apmakosckon Tadanori Yokoo
on the balcony of his studio in Setagaya,
Tokyo. April 2016.

Photo by D. Farmakovskaya

008 A la Maison de M. Civecawa.
Wenkorpadua, 6ymara. Konnekuusa
XYAOXHUKA (XxpaHutcsa B Mysee
cCOBpeMeHHOro mckyccrtea, Tokuo).

A la Maison de M. Civecawa. Silkscreen on
paper. Artist (Deposited in the Museum of
Contemporary Art, Tokyo)

1965. 103x72.8

010 TapaHopu Eko (Mauys) . llenkorpadus,
6ymara. Konnekuus xypoxHuka (xpaHutcs

B Myzee coepeMeHHoro uckycctea TagaHopu
Eko). Tadanori Yokoo (Matsuya). Silkscreen
on paper. Artist (Deposited in the Museum of
Contemporary Art, Tokyo)

1965. 103x72.8

012 bannapa uepeMoHUM oTpe3aHuUa
Mu3uHua. lllenkorpacdusa, 6ymara.
Konnekuusa xypoxHuka (xpaHutcs B Mysee
coBpeMeHHOro nckycctea, Tokuo).

Ballad for a Little Finger Cutting Ceremony.
Silkscreen on paper. Artist (Deposited in the
Museum of Contemporary Art, Tokyo)

1966. 103x72,8

014 [HeBHUK Bopa U3 CuHA3KOKY
(Cops3oca). Wenkorpadua, 6ymara.
Konnekuusa xypoxHuka (xpaHutcs B Mysee
coBpeMeHHoro nckycctea, Tokuo). Diary of
a Shinjuku Thief (Sozosha). Silkscreen on
paper. Artist (Deposited in the Museum of
Contemporary Art, Tokyo)

1968. 103x72.8

016 JleB n 3eneHaa nyHa. XoncT, akpun.
Konnekuusa xypoxHuka (xpaHutca B Mysee
coBpeMeHHOro umckyccrtea TapaHopu Eko).
Lion and a Green Moon. Acrylic on canvas.
Artist (Deposited in YT MOCA)

1996. 227.3x181.8

018 Kartactpoda. Xoncrt, macno. My'sel‘/'l
coBpeMeHHOro uckycctea TapaHopu Eko.
Catastrophe. Oil on canvas. Yokoo Tadanori
Museum of Contemporary Art

1986. 227.3x145.5

020 Kocumaku—0c3aH. TeaTp [ 3éké
MNknas3é. Wenkorpacdua, 6ymara.
Konnekuna xypoxHuka (xpaHutca B Mysee
cCOBpeMeHHOro mckyccrtea, Tokuo).

Koshimaki—-0Osen. Gekidan Jokyo Gekijo. Silk—
screen on paper. Artist (Deposited in the
Museum of Contemporary Art, Tokyo)

1966. 102.2x72.5

022 MNepexonHblii okeaH (Bonwe6Has
cTpaHa). XoncTt, macno. lopopckoii mysei
nckycctea Xumapgsu. Ocean of Transition
(Wonderland). Qil on canvas. Himeji City
Museum of Art

1986. 197x278.4

024 Y poauncsa B TOT Xe AeHb, 4YTO

n XeneH Kennep, 27 nwHa, B ceMbe
Mnapwero 6pata Moero oTua U ero XeHbl

N 6bln YyCbIHOBAEH cTapwum Eko. Monu
NpUEMHbIE POAUTENMU paccKa3blBanau MHe,
4YTO HalWAM MeHs nop MocToM. C manbix
NeT f 4YacTo JIOXWUIICA U CMOTpen Ha
3BE3Abl, NPpeACcTaBNAd CBOK CYAb6Y;

n 9 accouMupoBan ceb6sa co cBeTNAYKOM,
KOTOpbliA MepuaeT, Kak 3se3fa. f TOYHO
3Hal0, YTO HEBUAUMBIA aHren—xpaHuTenb

n Kpbica B KMTaliCKOM ropockone Bcerga
6bIIN MOUMU CNYTHUKAMU B [ONFOM NyTU.
XoncTt, akpun. Konnekuuss Konnekuus
XyAOXHUKaa (xpaHutca B Mysee
coBpeMeHHOro uckyccrtea, Tokuo).

I was born on the same day as Helen Keller,
June 27, to my father’s younger brother
and his wife, and adopted by the main Yokoo
family. My adoptive parents told me they
found me under a bridge. Since small, I
often lay beneath the stars imagining my
destiny; and I likened myself to a firefly,
which twinkles like a star. I know clearly
that an invisible guardian spirit and the Rat
of the Chinese zodiac have been my compan-—
ions on my long voyage. Acrylic on canvas.
Artist (Deposited in the Museum of Contem-—
porary Art, Tokyo)

2001. 227.3x181.8

026 The Beatles (My3blkanbHasi KOMNaHus
Toshiba). OdpceTHasa neyaTb Ha 6Gymare.
I}flyseﬁ coBpeMeHHOro mckyccrtesa TapgaHopwu
Eko. The Beatles (Toshiba Music Industry).
Offset on paper. Yokoo Tadanori Museum of
Contemporary Art

1972. 103.2x73.9

028 BneuatneHusa o Tautu II-

B. Wenkorpadusa, 6ymara. Mysei .
coBpeMeHHOro uckycctea TapaHopu Eko.
Impression of Tahiti II-B. Silkscreen on
paper. Yokoo Tadanori Museum of Contempo-
rary Art

1973. 84x59.4



030 CoH, KOoTOpbliAi 9 BUAEN HOUYbK nocne
npocMoTpa cnekTakna Teartpa Takapapa3yka.
XoncTt, macno. Konnekuus XymoXHUKa
(xpaHuTca B My3ee coBpeMeHHoro
nckyccrtea TapaHopu Eko). A Scene I
Dreamed in the Night I Saw the Takarazuka
Spectacle. 0Oil on canvas. Artist (Deposited
in YT MOCA)

2004. 130.3x162.1

032 YepHas BnaguHa. XoncTt, akpun.
Konnekumna xypoxHuka. Black Cavity. Acrylic
on canvas. Artist

2014. 130.3x162.1

034 3Byk Hor He6ec. XoncT, akpun. Myseii
coBpeMeHHOro uckycctea TapaHopu Eko.
Sound of Heaven’s Feet. Acrylic on canvas.
Yokoo Tadanori Museum of Contemporary Art
1996. 227.3x181.8

036-039 N3 cepumn «<lWambana>.
Wenkorpadusa, nurtorpacdpuna, ymara.
Konnekuusa xypoxHuka (xpaHartcs B Mysee
coBpeMeHHOro nckycctea, Tokuo). Sham-
bala Series. Silkscreen and lithograph on
paper. Artist (Deposited in the Museum of
Contemporary Art, Tokyo)

1974. 86x57.3

041 MenaHxonua. XoncTt, Macno.
Konnekuusa xypoxHuka (xpaHutca B Mysee
coBpeMeHHOro uckycctea TapaHopu Eko.
Melancholy. Oil on canvas. Artist (Deposited
in YT MOCA)

2001-2012. 53x45.5

043 MysbiKanbHbll coBeT pabounx

Kunoto, perynapHoe co6paHue N° 48,

cepus B. OdpceTtHas neyatb Ha bymare.
Konnekuusa xypoxHuka (xpaHutcs B My3ee
coBpeMeHHOro mckycctea, Tokumo). Kyoto
Ro-on Concerts, Series B, No0.48 (Kyoto
Workers Music Council). Offset on paper.
Artist (Deposited in the Museum of Contem-—
porary Art, Tokyo)

1964. 72.7x51.3

045 TeKCTUNbHbLIA NABUAbOH HA BbiCTaBKe
9kcno-70 (MaBuUNbOH SMNOHCKOW accouuauumn
TekcTunen). OdceTHas neyaTtb Ha 6ymare.
Konnekuna xypoxHuka (xpaHutca B Mysee
coBpeMeHHOro nckycctea, Tokuo). Textiles
Pavilion at the Expo ‘70 (Japan Association
for Textiles Pavilion). Offset on paper. Art-
ist (Deposited in the Museum of Contempo-
rary Art, Tokyo)

1969. 104x77.2

047 doTosbicTaBka ko Xoco3,

Tauymun XupsukaTtbl U anoHueB (canoH
HukoH) . llenkorpadusa, 6ymara.

Konnekuna xypoxHuka (xpaHutca B Mysee
coBpeMeHHOro mckyccrtea, Tokumo). Photo
Exhibition of Eikoh Hosoe, Tatsumi Hijikata
and the Japanese (Nikon Salon). Silkscreen
on paper. Artist (Deposited in the Museum of
Contemporary Art, Tokyo)

1968, 103x72.8

049 Koctb. Xonct, macno. Konnekuyuna
XYAO0XHUKA (xpaHutcsa B Mysee B
coBpeMeHHOro umckyccrtea TapaHopu Eko).
Bone. 0il on canvas. Artist (Deposited in
YT MOCA)

1998. 163x130.3

051 MNpuBepn MeHs K KOHWY 3emnu. XoncT,
akpun. Konnekuus xypoxHuka (XpaHutcs

B Mysee coBpeMeHHOro uckycctea TapaHopu
Eko). Take me to the End of Earth. Acrylic
on canvas. Artist (Deposited in YT MOCA)
1994, 181.8x227.3

053 BneuyatneHus o Tantn I-A.
Wenkorpadua, 6ymara. Mysei .
coBpeMeHHoro uckyccrtea TapaHopu Eko.
Impression of Tahiti I-A. Silkscreen on
paper. Yokoo Tadanori Museum of Contempo-
rary Art

1973. 84x59.4

055 NocTtep anga rpynnbl Earth, Wind &
Fire. OdpceTHaqa neuyaTb Ha 6ymare. _I_Vlysel‘/'l
coBpeMeHHOro uckycctea TapaHopu Eko.
Earth, Wind & Fire. Offset on paper. Yokoo
Tadanori Museum of Contemporary Art
1976. 00x00

057 Mynbcauua semau. TexHamauus. My3zen
coBpeMeHHOro uckycctea TapaHopu Eko.
Earth Beat. Technamation. Yokoo Tadanori
Museum of Contemporary Art

1993. 86x120

059 Bcnbiwka TEMHOW Houblo (AHBSA

Kopo): ropopg N I. Xonct, akpun. M_)_[3el7|
coBpeMeHHOro uckyccrtea TapaHopu Eko.
Anya Kouro: N city I. Acrylic on canvas. Yo-
koo Tadanori Museum of Contemporary Art
2000. 73x91

061 MNpepaHHocTb Kauymn. OdcetHaqa
neyatb Ha 6ymare. Konnekuus xypoXHuka.
Katsumi Devotion. Offset on paper. Artist
1997. 103x72.8
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