Jlec, semmvie ghopmut
Oxono 1917
PackpartenHslit
JIepeBsIHHbII pesbed
32,5%x 19,5
Hﬂnl/l()HaJ'Il:Haﬂ ranepes
MCKYCCTB, BammHrron
Donyt Buppio Y. Mennona

Forest, Earthly Forms
Around 1917

Wood relief, painted
325x195cm

NGA Washington:

Andrew W. Mellon Fund

Iepsoit paszpen
SKCMO3ULUI

¢ «KoHKpeTHbIMUI
penbedamm»

Ha JIATbHEM TITTaHe

View of the First

Section of the Exhibition
with “Concrete relief”

in the background
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Actpup pon Acten

«VckyceTBO M ecTthb Apiny

«JInst Apna ucKyccTBO M ecTb Api», — npoBo3riacui B 1949
rogy Mapcens [romaH, oObIrpbiBasi cCO3ByuMe (amuinuu xy-
JIO>)KHUKA U CJIOBA «apT». DTa CEHTEHUMsI UHTPUTYET: KaK >Ke
NoHMMaJ UckyccTBO cam Apn? OTBET AaeT BbICTaBKa, OTKPbIB-
wasicss B anpese 2009 roga B My3see Apna B Ponanizeke™.

* OrkpbiBumiicst B 2007 rofy eIMHCTBeHHbIN B [epMaHum «My3eil, COCJIMHEHHBIN C BOK3aJIOM» MPEJICTABIISET
c00011 HeOOLIMHOE CoueTaHNe: JKeJIe3HOJIOPOXKHBII BOK3al Ha Gepery Peitna, mocTpoennsiit B XIX Beke B cTune
KJIACCHIN3M, M aBAHTapAMCTCKOE COOPYXKEHNME, BO3BE/ICHHOE MO MPOEKTY M3BECTHOTO aMEPUKAHCKOTO apXUTEK-
Topa Puyapyia Mailepa Ha BepILMHE PACIONOXKEHHOTO PsioM XonMa. JIJist Toro uyToObl COSIMHUTD [IBA 3[aHUs,
Maiiep npeasioKui BbIPbITh TOHHEIb, BEAYLLMI B [ITyOuHYy Xonma. M3 Hero noceTurtenu Ha audrax NOAHUMA-
10TCsl Ha BbICOTY 40 METpOB, B KOHMYECKYIO CTEKJISIHHYIO OalllHIO HOBOro Kopmyca. My3eiiHblil KOMILIEKC, U3
KOTOPOI'O OTKPbIBAETCS MPEKPACHBII BIJL HA JIOJIMHY U FOPHbIEe BEPIIMHbI 3MOEHrebupre, yHUKaIeH He TOJIBKO
CBOWM PACMOJIOXKEHNEM, HO ¥ IPOCTPAHCTBEHHBIMKY BO3MOXKHOCTSAMU NPEJICTABIIEHNs] Pa3HOOOPA3HbIX KYJIBTYP-
HbIX nporpamm. ITomMnMo mokasa XyJ0XKECTBEHHOTO Haclefusi YeThl ApI, 371eCh MPOBOJSATCS BEJMKOJIEIHbIE
BBICTABKY PON3BE/ICHIIT COBPEMEHHbIX XY/0KHIKOB, IIPOXOISIT KOHLEPThI N3BECTHBIX MY3bIKAHTOB, OPIaHU30-
BBIBAIOTCS 3aMEUATENbHBIE TUTEPATYPHbIC BCTPEUH.

C‘II/ITaeTCFI, YTO XYIOXHUK, CKYJbII-
Top 1 1oaT XaHc (XKan) Apm (1886—
1966) — oavH M3 TexX, KTO OKasal Hau-
OoJiblllee BIMSHUE Ha UCKYCCTBO XX Be-
Ka, U MOBOJOB /ISl TAKOTO YTBEPKACHUS
HeMmasio. B 1916 rony BMecTe ¢ XymoKHU-
Kamu Xyro bannem, Puxapnom Xiob3eH-
oekoM u Tpucranom Tuapa Apr ocHoBal
B Lropuxe rpynmny «/lana». OH cTaja otTHUM
W3 3auMHATeNeil maman3Ma — aBaHTap-
JIMCTCKOTO HAIpaBJICHUSsI, BIPAXKAIOIIETO
MPOTECT MPOTUB BOHHBI U JECMOTU3MA.
M36upas xymoxxecTBeHHBIM CPEACTBOM BbI-
pakeHUsl IeP30CTHYIO, WHOT/IA Iy TJINBYIO
WPOHHUIO, MPOBOKATUBHOCTD, JalaMCThl
MBITATUCh Pa3pPYyLINUTh CYIIECTBOBABILIME
HOPMBI COLIMATTLHOTO TIOBEEHUS U ICTe-
TUKU Y 32 KOPOTKUIA CPOK MOJHOCTBIO U3-
MEHWJIU KapTUHY XyHT0XXeCTBEHHOM XKU3HU.
Crosib XapakTepHbIE UISI COBPEMEHHOTO
MCKYCCTBA XeTTEHWHTU U TIepOOpPMaHCHI
0epyT CBOE Havyajlo HEMOCPEACTBEHHO U3
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Myseii Apna
®doto: Xoper Bepuxapp

View of the
Arp Museum
Photo: Horst Bernhard
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Astrid von Asten

"Art 1s Arp”

“For Arp, art is Arp” — this proclamation made by Marcel
Duchamp in 1949 arouses a curiosity to get to know Arp’s
understanding of art, presented at the exhibition in the Arp
Museum Bahnhof Rolandseck™.

There are many reasons to consider the painter, sculptor, and
poet Hans (Jean) Arp (1886-1966) to be among the most influ-
ential artists of the 20th century. In Zurich in 1916, together
with his artist colleagues Hugo Ball, Richard Huelsenbeck, and
Tristan Tzara he founded Dada, a protest movement against
war and human despotism. With mostly provocative, some-
times playfully-ironic artistic means of expression, the
Dadaists tried to surmount existing social and aesthetic norms,
and in doing so, revolutionized the art scene in only a short
time. “Happenings” and “performances”, significant forms of
expression even in today’s art, are directly rooted in Dadaism,
and “concrete poetry” is wholly in the tradition of the poet Arp
as well.
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What is more, Hans Arp is recognized
as being the pioneer of organic
abstraction, which is oriented to the meta-
morphosis, the constant processes of birth
and change in nature — something he
made the “measure of all things”. The
fluid transformation of forms is something
we may witness especially clearly in the
three-dimensional sculptures. It is chiefly
for this reason that Arp’s fully plastic works
are considered as being central to his artis-
tic creation. Before Arp ever created his

* Germany’s only “museum with a railway connec-
tion”, having opened in 2007, poses an unusual
combination of a classicist 19th-century railway
station with the new, avant-garde building by Amer-
ican star architect Richard Meier on a hill above the
Rhine. A museum complex that is not only unique
for its idyllic location on the Rhine and its view to
the beautiful silhouette of the Siebengebirge range
of hills, but also for the diversity of all the things it
has to offer. In addition to superb exhibitions, the
program includes concerts with famous musicians
and excellent literary events.

The connection of the three units consisting of rail-
way station, pavilion, and new building present a
forum for showing works by Hans Arp and Sophie
Taeuber-Arp, for whom the museum is named, as
well as internationally-recognized contemporary
artists.

OmKpbvimble U 3aKpbimole
2nasa. 1962

JlepeBsiHHbI penbed

96 x 62 x 5

Doup Mapreput Api, JIokapHo
®oro: © VG Bild-Kunst, Bonn 2009

Open and Closed
Eyes. 1962
Wood Relief
96 x 62 x 5 cm
Fondazione Marguerite Arp, Locarno.
Photo: © VG Bild-Kunst, Bonn 2009
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first fully-plastically-sculptured works
around 1930 at the age of about 40, how-
ever, his characteristic language of forms
had already been distinct features in his
collages, reliefs, and drawings. This lan-
guage of forms runs serially throughout the
artist’s entire oeuvre. The transitions
between the techniques, be they in his art-
works or in his poetry, are fluid. Often he
circles around motifs, coming back to
original ideas years later. Because of this,
his oeuvre seems to be an entity unto itself,
though at the same time it surprises us by
its many facets.

Arp never restricted himself to any
one direction in art, to any of the numer-
ous “-isms” of his time, and neither did he
ever join any one art group exclusively.
Thus, he was able to engage in dialogue
with the Surrealists in Paris, as well as with
the artist groups that were pursuing Con-
structivism in art. As his Paris gallerist
Denise René put it, “he was the most
abstract of the Surrealists, and the most
surrealistic of the Abstract artists”, for
“Arp is the man of continuity, who
remained true to himself... He was, very
simply, Arp.”"

Consequently, the exhibition “Art is
Arp” deals with the various aspects of his
art, divided into eight sections:

' Denise René, Arp ist Art, in: Hans Arp. Eine Ubersicht.
Arbeiten aus den Jahren 1912-1965, Exhibition Catalogue
Museum Wiirth, Kiinzelsau, 1994, p. 25.
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“Light on Arp”
(2008)
®doro: Xoper Bepuxapj

View of the exhibition
“Light on Arp”
(shown in 2008)
Photo: Horst Bernhard
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Yenosek-pyuna. Tpup. 1961
Bponsa (ornmBka B 2/5,
macrepckas Kapsunnann)
Beicora 11

Mys3eit Apna B 31aHUN

BOK3aja POJ'laHlISeK

©VG Bild-Kunst, Bonn 2009

Tower Man, Trier. 1961
Bronze (2/5, Carvillani)
11cm Height

Arp Museum Bahnhof Rolandseck
©VG Bild-Kunst, Bonn 2009

I. Materials Breaking with Tradition
At the onset of the 20th century tendencies
became visible that liberated art from the
predetermined social and aesthetic pur-
poses of previous centuries. This develop-
ment went hand-in-hand with processes of
reduction, which among other things
resulted in the autonomous treatment of
form and colour and a complete liberation
from concrete objectivity.

Also the young Arp rejected the tra-
ditional teaching methods in Strasbourg,
Paris, and Weimar and largely detached
himself from academic techniques. A peri-
od when he lived in reclusion in Weggis,
near Lucerne and allowed himselfto be led
by nature turned out to be just as decisive
for his development as was his intensive
contact with the avant-garde. In 1912, he
got in touch with Kandinsky and the
“Blaue Reiter” (Blue Rider group) in
Munich and with Herwarth Walden’s
gallery Der Sturm in Berlin, while being in
contact with the Paris avant-garde at the
same time. The break with illustrative
depiction coincided with the use of simple
and unconventional materials.

Together with Sophie Taueber, whom
he met in 1915 and who later became his
wife, a time began of intensely studying
geometric forms and horizontal and verti-
cal structures. Both saw in this a possibility
for liberating their works from any artistic
hand in a traditional sense, in order to cre-
ate an art that was, for the most part,

I1200b1 cogpopul Ha yawe
OTnBKa 13 HEeMEHTa
25,7 x42x 312

Mys3eit Apna B 3[1aHMH BOK3aa
Ponanjzex

©VG Bild-Kunst, Bonn 2009

Pagoda Fruit on Bowl
Cement Cast

257 x 42 x 31.2cm

Arp Museum Bahnhof Rolandseck
©VG Bild-Kunst, Bonn 2009

nanausma. To e MOXKHO cKa3aTb U O KOH-
KPETHOU TM023UU: OHA IEJINKOM U TIOJTHO-
CTBIO CYIIECTBYET B paMKaX TTO3TUIECKUX
Tpaauluii Apra.

Bonee Toro, ero mpu3HaoT NepBbIM
U B OPraHUYECKOM abCTpaKIMU, HalleJIeH-
HOI Ha MeTaMopGO3bl, HEMPEPBIBHBIE TPO-
LIECChI POXK/IEHUS M U3BMEHEHUSI B IPUPOJIE,
KOTOPBIE OH C/eIall «<MEpOii BCeX BEIEi».
M3meHumBasi, MOXKHO Jlaxke cKasath, «iro-
WIHAsT» TUIACTHKA SIPKO MPOSIBIISIETCS B TPEX-
MEPHBIX KOMITO3UIIMSIX MacTepa, CUNTAIO-
IIUXCST TIEHTPAIBHBIMU B €TO MCKYCCTBE.
Oxkoso 1930 roma Apr, KOTOpoMy ObLIO
noutu 40 jeT, co3aan rnepBble MIacTUYe-
cKkue paboThl, OMHAKO XapaKTepHBIN s
Hero SI3bIK (DOPM yKe YeTKO IMPOCMaTpy-
BaJicsl B Oosiee paHHUX KoJUIaxax, peibe-
dax 1 prcyHKax (OH MPOCICKUBACTCS Ha
BCEM TPOTSKEHUU TBOPUYECKOTO ITyTH XY-
noxHMKa). [lepexoabl OT OTHON TEXHUKU
K IpYToii, Oyab TO B U300pa3UTEIbHOM UC-
KYCCTBE WIN B TI093UU, OTINIAIOTCS TITaB-
HOCTBI0. 3a4acTyI0 ApI KPY>KUT OKOJIO TEX
WJIM UHBIX MOTUBOB, BO3BPALLIASICh K Mep-
BOHAYaJIbHBIM UZESM TOIBI cIrycTsi. Mo-
JKET TI0OKA3aThCsl, YTO €r0 MCKYCCTBO 3aM-
KHYTO Ha cebe, XOTs B TO Xe BPeMsl OHO
TopaxaeT CBOeil MHOTOIPaHHOCTBIO.

Apmn HUKOTJA HE OTPAaHUYMBAJICS
paMKaMM KaKOro-JImOo HarpaBJIeHUs], OJl-
HOTO M3 MHOTOYUCIIEHHBIX «M3MOB», HU-
KOT/1a He TIPUHA UIeXall K KaKOM-TO OTpe-
NIEJIEHHOU TPYIIe XyITOXKHUKOB: MOT Bec-
TU auajor c cioppeanucramu B [lapuxke

M OJHOBPEMEHHO O0ILAThCS ¢ KOHCTPYK-
tuBrcTamMu. 1o c10BaM ero maprKCKoro
rangepucra Jlenus PeHe, «oH ObUT caMbIM
a0CTPaKTHBIM M3 CIOPPEATMCTOB M CaMbIM
CIOpPEATMCTUYHBIM U3 a0CTPaKIMOHM-
CTOB», TIOTOMY KaK «ApIT — HaTypa LeJib-
Hasi, OH BCeraa ocTaBajicsl BepeH cele...
IIpoiiie roBopst, ApIt ObLI... ApIIOM»'.

Ha BowicTaBke <«McKyccTBO U ecTh
ApIi», COCTOSIIE M3 BOCBMU Pa3leiioB,
TBOPYECTBO XYHIOXKHHUKA IMPEICTABICHO B
pa3IMYHbIX acIIeKTaX.

I. ITopbiBaromumii ¢ TpaguUei

C HacTyrieHreM XX BeKa CTajlu OYeBU/I -
HBIMUA TEHIEHIINU K OCBOOOXIEHWIO UC-
KyCCTBa OT COLIMAJIBHON M 3CTETUYECKOM
MpenonpeaeeHHOCTH, XapaKTepHO st
npenpinymux crogeruil. [lapamrenbHo
TIIeJT TIPOIIECC «CBEPTHIBAHUST», PEIYIIPO-
BaHUsI, KOTOPBI Cpeiy MPOYETro BbUIMIICS
B BOJIbHOE oOpailiieHue ¢ (popMoii 1 1Be-
TOM, 3a4acTyl0 — B TIOJTHOE OCBOOOXKIE-
HUE OT OTOOpaxkeHUs OOBEKTUBHOM pe-
AJIbHOCTH.

ITo momonoctu Apri, 6ymyun B Ctpac-
oypre, [Tapuxe u Beitmape, oTkazaicst oT
TPaIULIMOHHBIX METOJOB OOYYEHMs, BO
MHOTOM OTOILIe] OT aKaJeMUYeCKUX TeX-
HUK. [lepron, MpoBeaeHHBII B 3aTBOPHU-
yecTBe B Berruce Hepaneko ot JlrouepHa,
r7e OH MO3BOJIKI cebe clieoBaTh B TBOP-
YecTBe TIPUPOJIE, OKA3aJICs IS HEro HU-
YyTh HEe MEHee 3HAUMMBIM, HEXEeTH TTepH-
OJ1 TECHOTO OOIIEHUS C aBaHTapANCTAMU.

MEXOYHAPOOHAA MAHOPAMA

B 1912 rony B MioHxeHe ApIl MO3HaKO-
mwics ¢ Kannuackum u rpynmoit “Blaue
Reiter’?, B bepiHe BBICTABIISUICS B Tajie-
pee xypHana “Der Sturm™, 0CHOBAaHHOTO
XepBapToM BanbaeHoM, He Tepssi, oaHa-
KO, BCE ITO BPeMs CBS3U C MapUXCKUMU
aBaHrapauctamu. OTXo OT WITIOCTPATUB-
HOI MaHepbl M300pakeHMST COBMAJ C Ha-
YajJiOM WCITOJb30BaHUS TIPOCTBIX HETpa-
TMUIMOHHBIX MaTepPUAJIOB.

B 1915 romy Apn mno3HakoMUJCs
¢ Codu Tayb6ep, craBiieii TO3IHEE €TO Ke-
Holi. BMecTe oHU ¢ 9HTY3Ma3MOM B3SUTHCh
3a U3yYeHHEe TeoMeTpuYecKux Hopm, ro-
PU3OHTAJIBHBIX M BEPTUKAIBHBIX (Uryp.
1 060ux 3TO cTano 0CBOOOXKIEHUEM OT
KakuX Obl TO HU OBUIO TPaTUIIMOHHBIX
XYJIOKECTBEHHBIX MPUEMOB, CTPEMJICHU-
€M K HMCKYCCTBY, 110 OOJIbIIICH YacTU aHO-
HUMHOMY. OTKa3 Apra OT TpaAuIIMOHHON
JKMBOMUCHU MacjOM M BCEro TOro, 4YTo oHa
npeacTapisia (LIMBUIM3AIMIO, OCHOBaH-
HYIO Ha Upe3MEpPHOM COCPEIOTOYCHUN Ha
MaTepuaTbHBIX [IEHHOCTSIX W KaXIe BJa-
CTH, BeIYIIMX K BOMHE), TAKXKE MPOSIBJISLI-
csl B HCIIOJB30BAaHUM HOBBIX CPEICTB
BBIPAKEHUST: KOJUTAXKEH, MHOTOCIONHBIX
penbedoB U3 nepeBa. BBoas B KauecTBe
MaTepuasia TeKCTUIb, API TeM CaMbIM

' René Denise. Arp ist Art // Hans Arp. Eine Ubersicht. Arbeiten aus
den Jahren 1912-1965. Museum Wiirth. Kiinzelsau, 1994, p. 25.

2 .
«CuHuil BcaIHuK» (HeM.). 30ech u danee — npum. nep.

3 «Bypst» (Hem.)
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‘ AUBETTE

anonymous. His rejection of traditional oil
painting and everything it stood for — a civ-
ilization run by a human overestimation
and thirst for power that led to war — also
manifested itself in new means of expres-
sion such as collages, and multi-layered,
screwed wood reliefs. By using textile
materials, the border between art and crafts
had become blurred.

His creations, with no relationship to
external reality, were now constructions of
lines, surfaces, forms, and colours.

I1. Open and Closed Eyes
Since his Dada days, Arp had been trying
to play down the role of the artist by begin-
ning to more or less exclude any control of
his art. In many of his pen-and-ink draw-
ings he allows himselfto be led by his inner
feeling: The course of the lines is sponta-
neous, automatic, and reminds us of natu-
ral forms. Also his coloured wood reliefs,
which he designated as “earthly forms”
may be seen as “contractions” for nature.
With his collages Arp for the most
part dispensed with intentional composi-
tion. He declared chance to be the princi-
ple of his creations. The “laws of chance”
and the subconscious thus came to replace
composition. Closely related to this were
the constellation reliefs dating from the
beginning of the 1930s, which came about
by arranging variations of elements that
were formally the same. He took his inspi-
ration from the natural constellations of
stars, clouds, and stones. He proclaimed
the lively oval, perceived as a “cosmic
form” to be a basic formal element.

II1. Arpoétique

“Arpoétique” is a word coined by the artist
Camille Bryen, that makes clear Arp’s
close ties to poetry. Already in 1903 he
published his first poems, and later his
texts were published in magazines and
anthologies. Arp left his mark on dadaist,
surrealist, and concrete poetry, writing
both in German and later, increasingly, in
French. His gift for poetry was also
revealed in illustrations for texts by
Richard Huelsenbeck, Tristan Tzara, Ben-
jamin Péret, and Ivan Goll.

For his own texts, Arp frequently
chose a random concoction of words over
the logic of the contents. Text collages
came about — detached from any syntax —
where he returned to the primal power of
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Us CMPAambl 2ZHOMOB

1949

Mpamop. Beicora 25

Myseit Apna B 31aHn

Bok3asa Ponansek

©VG Bild-Kunst, Bonn 2009

From Gnomeland. 1949
Marble. Height 25 cm

Arp Museum Bahnhof

Rolandseck

© VG Bild-Kunst, Bonn 2009
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the word and its sound. In this way, he crit-
icized the instrumentalization of language
by politics and journalism. As with his
other art, for these texts there are no state-
ments describing their content or mean-
ing.

IV. Object Language

Influenced by the Surrealists in Paris, Arp
developed a completely new, unmistakable
repertory of forms between 1920 and 1929,
one that would prove to be unique for the
language of forms in modern art: the
“Object Language”. In this language
man, nature, and things are all on the
same level. They are crossed with or take
on characteristics of the respective other
things: Objects become “human”, humans
become “things”. At once humorous and
critical, Arp managed to convey that man

Codu TAYBEP-APIT

‘ Bropoit npoekT
ocopmIteHust 6apa
«O06eTT>». 1927-1928
Mys3eit coBpemMeHHOrO
uckyccrsa, CtpacOypr
© VG Bild-Kunst, Bonn 2009

TAEUBER-ARP
Second project for
“Aubette Bar”. 1927-28
Musée d’Art Moderne et
Contemporain de Strasbourg
© VG Bild-Kunst, Bonn 2009

‘ Sophie

is no longer “the measure of all things”
that he had declared himself to be since
Renaissance times. Symbolically, objects
or bodies have been reduced to their most
basic elementary forms, which most of the
time float freely before a frameless back-
ground.

V. Cooperative Works

Following the model of medieval “cathe-
dral builders”, Arp demanded an anony-
mous and collective creative process. He
placed special emphasis upon working
jointly with artist friends, in which the
cooperation with Sophie Taeuber was the
most intensive and productive. With their
collages, drawings, and sculptures, all
traces of individual expression have been
removed. In conjunction with Max Ernst,
Arp made pictures and text collages around
1920 called Fatagaga, “FAbrication de
TAbleaux GAsométriques GArantis”.
Around 1937 Arp took part in the Cadavres
Exquis. For this surrealist game, Arp,
Sophie Taeuber, Marcel Jean, Oscar
Dominguez and Raoul Hausmann cooper-
ated on drawings, folding the paper in such
a manner that each respective contribution
would first remain hidden from the other
players.

Between 1941 and 1942, during his
exile in Grasse in the south of France,
together with Sonia Delaunay and Alberto
Magnelli, he created a collection of ten
pencil and gouache drawings. All of the
artists took turns working on the same

page.

VI. The Desire to Construct

The distancing from a traditional aesthetic
understanding of art was not an end in
itself for Hans Arp and Sophie Taeuber,
but rather the prerequisite for a new, struc-
tured, and clearly artistic language of
forms, which prevailed in the midst of the
chaos of war and on the search for a new
balance. The desire to construct found its
correlation in the use of the square, the
rectangle, and the orthogonal grid in the
collages.

Between 1926 and 1928, according to
plans by Sophie Tacuber-Arp, Hans Arp,
and Theo van Doesburg (the founder of the
Dutch group of artists “De Stijl”), a
remodeling of the “Aubette” took place in
Strasbourg, converting it into an amuse-
ment complex with a bar and dance hall. In

pa3MbIBall TPaHUIIBI MEXIY HMCKYCCTBOM
W PEMECIIOM.

Ero TBopeHUsI, He CBSI3aHHBIC C OK-
pyXarollieit (BHEIlIHel) peallbHOCTbhIO, CTa-
JIM KOHCTPYKIUSIMHU W3 JIMHUIMA, TTOCKO-
creit, popM U LBeTa.

II. OTKpeITHIE H 3aKpBITHIE IT1a32
Ente co BpemeH yBJeueHUs Naman3MoM
ApIT CTPEMUJICST YMAJIUTh POJIb XyITOXKHU -
Ka, B TO WM MHOWM CTENEeHM OCJIabJsist
KOHTPOJIb HaJl TBOPYECKUM TIPOIIECCOM.
3avacryio, paboTasi HaJl pUCYHKaMU Tie-
POM U TYLIbIO, OH OTAABajCsl BHyTPEHHE-
My YYBCTBY: TUHUU TIOTYYaJIUCh CTIOHTaH-
HBIMU, HETPOU3BOJLHBIMU, HATIOMUHA-
OLMMHU TIpUpoaHbIe. To Xe Mpoucxoamn-
JIO U C pacKpalleHHbIMU pelnbedaMu U3
JiepeBa: OH OIpeNesisy X KaK «3eMHBIe
GopMBI», CBOETO pona «CBEPHYTHIN» Ba-
PUAHT NPUPOJHOTO HaYaIa.

ITpucrynas K padoTte Ha KOJIaKeM,
Apn no Oosbliieil yactu obxoawics 6e3
3apaHee 00 yMaHHO! KOMIO3ULUU, TIPU-
3HaBas OCHOBOI CBOMX TBOPEHUN CTy4yai.
Takum 00pa3oM, Ha CMEHY KOMITO3UIUN
MPUILLJIY «3aKOHbI ClTydaitHOCTe» U «bec-
co3HaTesibHOe». VIMEHHO 3TOMy 00sI3aHbI
CBOUM TIOSIBJIEHUEM DeJTbebI-CO3BE3 MM
Havana 1930-x rofoB, co3gaHHbIE MyTeM
KOMOMHUPOBAaHMSI 2JIEMEHTOB, MO CYTU
CBOEll OJWHAKOBBIX. APM BIOXHOBIISICS
CKOIUIEHUSIMU 3Be3/, 00JaKOB, KaMHEM.
OH 00BSIBJISIIT OBAJI HEPOBHBIX KOHTYPOB —
«KOCMUYECKYIO (hOpMY» — OCHOBHBIM (hOp-
MaJTbHBIM 3JIEMEHTOM.

I11. Arpoétique
CoBo «Arpoétique» IpumayMai XyI0KHUK
Kamwe Bpuan, momuepkuBast TeM caMbIM
TECHYI0 CBsI3b Apria ¢ noa3ueii. CBou nep-
BbI€ CTUXOTBOPEHMSI OH OITyOIMKOBAJI eI
B 1903 romy, BIOCTENCTBUU €TO COUMHE-
HUS ITOSIBUJIMCH B 3KypHaJaX, BOIIUIU B aH-
Tojjoruu. Iloatnueckuii gap Apra pac-
KpBUICS WM B WUTIOCTPALIMSIX K TEKCTaM
Puxapna Xionb3eHn6eka, Tpucrana Tiiapa,
benmxamuna INepe u MBana lonna.
Dnp3acel] ApI Mcal Ha HEMEIIKOM
¥ (ppaHIly3CKOM, OTHAKO TO3aHee (hpaH-
IY3CKUI B €ro COYMHEHUSX, KOTOpBIe
4acTo TPEACTABISIM COO0OM CcayyalHbIA
HaOOp CJIOB BHE JIOTMKU U COICPXKAHUS,
cral ripeoosnanatb. B 1940-e ronbl BO3HU-
KJIM TEKCTOBbIE KOJUIaXU, HE CBSI3aHHbIE
HUKAKUM CHUHTaKCHCOM, B KOTOPBIX ApIT
BO3BpAIIaJICs K TIEPBOPOTHON CUJIe CTOBa
¥ 3ByKa. Tak OH KpUTUKOBAJT «<MHCTPYMEH-
Taan3alni0» sI3bIKa MOJUTUKOM U XKypHa-
JTUCTHKOM. YTO ke Kacaercs APYrux ac-
ITEKTOB €r0 TBOPYECTBA, TO MX ITOHUMaHNe
3a4acTyl0 3aTPYyIHEHO OTCYTCTBHMEM Ka-
KUX-JTU00 TOSCHSIONINX TEKCTOB.

IV. A3bIK 00bEKTOB

Ilonas B Ilapuke moa BIMSIHUE ClOppe-
anucToB, Apn B mepuon Mexay 1920 u
1929 rogamu pa3paboTali COBepILLIEHHO HO-
BbI, 0€30LIMO0YHO Yy3HaBaeMblii HaOOp
dopm. B aTOM «s13BIKE OOBEKTOB», KOTO-
pBIif OKa3aJicsl YHUKAIBHBIM [UTSI MCKYC-
CTBa TOTO BPEMEHM, YEJIOBEK, MpuUpoaa u

BElY HAXOMSATCSI HA OMHOM IOHSATUIAHOM
ypoBHe. XapaKTepUCTUKU OTHMX OO~
HSIIOTCSl TUOO 3aMEIaloTCsT XapaKTepyrc-
TUKaMU JAPYTUX: BEIIX 00PEeTaOT MpU3Ha-
KU «4eJI0BEYECKOIrO», JIIOAU CTAHOBSITCS
«Bemamm». KOMoOpucTHUecKH, OIHAKO, He
0e3 onpeaeaeHHOM KPUTUKU, ApIT BbIpa-
JKaJl UIOEI0: YeJIOBEK OOJIbIIIe HE SIBJISIETCS
«MEpPUJIOM BceX Bellleii», KaK 3TO IPOBO3-
[IAIIagoch emie ¢ 3rmoxu Bo3poxmaeHus.

CHMBOJIMYHO, YTO apIIOBCKUE OObEK-
THI WIN Teja, Oyaydd peayLlupOBaHbl 10
CBOMX CaMbIX OCHOBHBIX, 3JIEMEHTapHBIX
¢opM, yaiile Bcero CBOOOMHO MapsiT Ha
(oHe HMYEM HE OrpaHUYEHHOIO IIPO-
CTpaHCTBA.

V. CoBmecTHbIE PaOOTHI

[To mpuMepy cpemHEeBEKOBBIX CTPOUTENEi
co00poB ApIT CTPEMUJICSI K aHOHUMHOMY
U KOJUIEKTUBHOMY TBOPUYECKOMY MPOILIECCY.
Ocob60oe 3HaUeHNE OH TTPUIaBaJl COBMECT-
HOIi paboTe ¢ XyTOXKHUKAMU-APY3bSIMU,
npu 3ToM coTBopuecTBO ¢ Codu Taydep
0Ka3aJ0ch Hanbosee MHTEHCUBHBIM U TUIO-
MOTBOPHBIM. B MX Kosmaxkax, pucyHKax
M CKYJBITYypax He TIPUCYTCTBOBAIO U Te-
HM WHIWMBMIYaJbHOTO CaMOBBIPaKEHUSI.
Oxkono 1920 roma Maxc OpHcT u Apn
BMECTe CO3Mai KOJUIAXW W3 KapTWH U
TeKcTa, Ha3BaB ux “Fatagaga: FAbrication
de TAbleaux GAsométriques GArantis™*.
B 1937 rony Apm nipunsin yuactue B Ca-
davres exquis®. B mipoliecce 3TOi croppe-
anuctuyeckoir urpsl Apn, Cocdu Tayoep,
Mapcens 2Kan, Ockap Jlomunrec u Payinb
XaycMaHH BMECTEe PUCOBAJIM Ha JIKCTE,
CKJIaJbIBasi OymMary TakuM o0pa3oM, 4TO-
OBl PUCYHOK KaXXKIOTO OCTaBaJiCs CKpbI-
TBIM OT OCTAJTbHBIX.

B 1941—-1942 ronax, cnacasich OT TUT-
neposLeB B [pacce Ha 1ore @paniyu, Apn
¢ Comneit [enone u Anpbepro MaHesn
co3aanu cepuio u3 10 pucyHKOB KapaHaa-
1LIOM M Tyauiblo. Han onHoit u Toii ke pa-
0OTOI XYTOXKHUKHU TPYIUIUCH TTO OUEPEIH.

VI. Ctpemienue
K KOHCTPYHUPOBAHMIO
OTX01 OT MOHMMAaHMS UCKYCCTBA B paMKax
TpaAMLMOHHON 3CTETUKM ObLT 11 XaH-
ca Apna u Codu Taydep He camolebIO,
a CKopee TIPeANOoChUIKO K (hopMHUpOBa-
HUIO HOBOTO, YIIOPSIIOUYEHHOTO W, HECOM-
HEHHO, XYIOXECTBEHHOIO s3bika (opM,
KOTODPBI BOCTOPKECTBOBaJ OBl Cpenn
Xaoca BOWHBI U TIOUCKOB HOBOTO PaBHOBE-
cust. CTpeMiieHre K KOHCTPYMPOBAaHUIO OT-
pasuIoch B MCIOJb30BaHMM B KOJUIaxkax
TEOMETPUUYECKUX (PUTYp, TaKMX KaK KBa-
JPaT U MPSIMOYTOJIBHKK, @ TAKKe OPTOTO-
HaJIbHOM CETKU.

B nepuon mexxy 1926 u 1928 ronamu
B cooTBeTcTBUU ¢ 3ambicioMm Codu Tay-
o6ep-Apn, XaHca Apna u Teo BaH lyiic-
Oypra (ocHOBaTessI TOJUTAHACKOM TPYIIIbI
XyHOXHUKOB “ De Stijl”®) B CtpacOypre ObI-
JIX OCYIIECTBIIEHBI TIepecTpoiika 1 ohop-
MIJIEHUE UHTEPbepOB “Aubette”” — 3naHue
MpeBpaTWIA B Pa3BJICKATEIBHBI KOMII-
Jlekc ¢ 6apom U maHcuHrom. Ilnox yHu-
KaJIbHOTO CHMHTE3a XUBOMUCU U apXUTEK-

Tecmuxk. 1950

Bponsa (otnuBka B 4/5,
HIBeituapusi, 1959)
Mys3eii Apna B 31aHUN
BoK3asa Pomamjizex

©VG Bild-Kunst, Bonn 2009

Pistil. 1950

Bronze (4/5, Susse 1959)
Arp Museum Bahnhof
Rolandseck

©VG Bild-Kunst, Bonn 2009

4
«®dararara: n3roToBJIeHHE
Ta30METPUICCKUX KAPTHH,
¢ rapanTuein» (¢p.).

JIOCJIOBHO: «U3bICKAHHBII
Tpyn» (¢pp.). Mrpa abeyppa,
TIPUHATAS CPEI COppeai-
CTOB, CTPEMMBILINXCS OTKJTIO-
YHTh JIOTHYECKOE MbIIILIEeHHEe
1 CO3HATENIbHOE, 3a/IeHCTBYS
clyyaitHoe, Gecco3HaTe b
Hoe.

6 «Cruib» (HUjEP.).

~

«O6err» (p.).

Tlopsas, norpe6ok (p.).

«Amepukanckuii 6ap» (¢p.).

TPETbAKOBCKAS FANEPES

MEXKAYHAPOOHAA MAHOPAMA

Typbl “Aubette” cTal OAHUM U3 TEPBBIX
aBaHTapaUCTCKUX Gesamtkunstwerke —
MPOM3BEAEHUI MCKYCCTBA LIETMKOM U TOJI-
Hocthio. Kpome “Caveau®-dancing” v “Bar
américain”®, ogopMiIeHHBIX B OrOMOp(d-
HOM CTHJIe Apria, OCTabHbIe KOMHATBI ObI-
JIX BBIIEPKAHBI B 3CTETUKE KOHCTPYKTHU-
BU3Ma. B BeMYeCTBEHHBIX KOMITO3UIIUSIX
TPU XYJIOXHHUKA TIPEXJIE BCEr0 CTPEMU-
JIVCh C/IEJIaTh TaK, YTOOBI Ha 3pUTEJIS TTPO-
W3BEJIM BIIEYATICHUE LIBET U CBET.

VII. Crpemiienue K pa3pyiieHu o

B navane 1930-x ronoB Apn oOHapyKuI,
4TO HEKOTOPbIE KOJUIAXU, XPAHUBILKECS
Ha 4Yepiake, UCIOPTUIUCH. DTO HaBEJIO
€ro Ha MBICJIb O TOM, YTO TIIOABI TPYIOB
MPEXOSIIN, MOABEPXKEHbI Pa3PYIICHUIO
u cMmeptu. Oco3HaHUE UX TIIEHHOCTH 3a-
CTaBWJIO MacTepa YCOMHUTBCS B TIPOTTOBE-
JyeMOi1 MOJICPHUCTAMU YTOTIMM — COBEP-
1eHHOM Mupe. YToObI caenaTh Hen30eXK-
HBI TPOIECC TIEHUSI YacCThblO CBOETo
TBOpYECTBa, ApPH IYCTWJ B XOJI CTaphie
KOJIJIaXH, 9CKU3bI, PUCYHKU (CBOU U JIPY-
3eii-XynmoxXHUKOB). OH pBajl UX U PacChl-
Iaj Ha TIOBEPXHOCTU WM3HAYaJIbHO Heii-
TPaJIbHOIO 1IBETa, CMa3aHHOI KlieeM —
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a unique synthesis of painting and archi-
tecture, the “Aubette” was one of the first
avant-garde “Gesamtkunstwerke”, overall
works of art. With the exception of
“Caveau-dancing” and “Bar Américain”,
both of which expressed Arp’s biomorphic
vocabulary, all of the other rooms were in
keeping with constructivist aesthetics. The
monumental compositions of the three
artists had the goal above all to make colour
and light exert an effect upon the viewer.

VII. The Desire to Destroy

At the beginning of the 1930s Arp discov-
ered that some of his collages stored in the
attic had been damaged. This made him
aware of the fact that all work is transient,
subject to decay and death. It was a real-
ization that caused him to doubt the mod-
ernistic utopia of a perfect world. In order
to integrate this irreversible process in his
works, Arp used old collages, etchings, and
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drawings (his own or those of artist
friends). By tearing them up and scattering
them upon an initially neutral-coloured
ground covered with paste, the result was
the “papiers déchirés” (“torn papers”).
Only chance and the subconscious were
initially responsible for the spontaneous
order, but Arp sometimes influenced the
works by subsequently shifting certain
individual paper scraps. Thus, on the basis
of destruction, new works came about in a
creative process.

VIII. Producing/Reproducing

In his conception of himself as an artist,
Arp did not follow any predetermined
plan: on the one hand, he used his own
hands in order to tear paper and form plas-
ter; on the other hand he created distance
to the authorship of the artist by placing
the execution and painting of his reliefs as
well as the carrying out of his sculptural

#2'2009

Tpu epayuu. 1961
Antomunmit

(orymBka B 1/5,
Macrepckast MyHbepa)
Bricora 57,5

Mys3eit Apna B 31aHUK
BOK3aja PO![EIHJISCK

©VG Bild-Kunst, Bonn 2009

Three Graces. 1961
Aluminium

(1/5, Mounier)

57.5 cm Height

Arp Museum Bahnhof
Rolandseck

©VG Bild-Kunst, Bonn 2009

works into the hands of a third party. It is
fundamental that Arp did not allot his own
handmade execution the same importance
many of his artist colleagues did. The vari-
ous approaches — the “close” and the
“distant” hand of the artist — became
apparent above all in the area of the sculp-
tures, which have occupied a central posi-
tion in his work since around 1930.

Arp preferred plaster — for the most
part, a neutral material that is easy to work
with. He took advantage of its formability
to attain smooth and even contours. Sur-
faces were sometimes worked over subse-
quently, and he made use of easily adding
or removing forms. Frequently, Arp
instructed his assistants to make casts of
his own plaster sculptures. These were
used in order to make a supposedly fin-
ished sculpture the departure point for a
new sculpture. Sometimes he divided
them into several segments, which he
combined anew, and other times he cut a
form out of them. These fragments some-
times became individual sculptures on
their own: for example, out of “Ptolemy”
came both “Daphne” and the “Umriss
eines Lebens” (Outline of a Life).

Likewise, Arp devoted great atten-
tion to the changed relationships of size
and the use of various materials (wood,
bronze, marble, limestone, granite, and
aluminium). In the production of these
sculptures as well, Arp used assistants. In
1953, for example, Antoine Poncet
enlarged the sculpture “Gnomenform”
(Gnome Form), 39 cm high, to a monu-
mental plaster sculpture 320 cm high,
which now bore the title “Wolkenhirt”
(Shepherd of Clouds).

For Arp it was an integral component
of his process of creation to vary the way
his own works were executed. As with his
sculptures, often two, or even three reliefs
result, sometimes over a period of several
years and with or without variations.

In his sculptures, Arp’s modern rela-
tionship to nature becomes obvious. In
place of the age-old desire to “depict”
nature, there was now a desire to “form”
in a manner analogous to nature and natu-
ral processes. Arp reacted to this problem
by referring to his art as “concrete” and no
longer “abstract” from 1931 on. Abstract
art departs from something (an object, a
person, or nature), which is then abstract-
ed. By contrast, concrete art comes about
independent of any model.

Arp’s oeuvre may not be limited to
any one definition, one style, or one tech-
nique, and thus denies any one-dimen-
sional or overall interpretation. According-
ly, the exhibition foregoes any strictly
chronological order in order to concentrate
on the inner logic of the works. With the aid
of 115 works and over 80 documents, cata-
logues, illustrated books, and photographs
a panorama develops from around 60 years
of artistic creation, leading the visitor to
the very heart of Hans Arp’s art.

Translation from the German by Elizabeth Volk.

Siiya u 0ocku

762 %965 x5
PackpartieHHbIit
JIepeBsIHHBIN pesbed
YacTHast KOMIEKIUst
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Egg Board

762 x 96.5 x 5 cm
Wood relief, painted
Private collection

© VG Bild-Kunst, Bonn 2009

wPBaHaﬂ Gymara (¢p.).

nosiyuyuiach “papiers déchirés”'. ITona-
qamy pa6OTLI POXKIATUCH UCKITIOUYUTEIBHO
noJA BO3IEUCTBUEM CIYYaHOCTH U TIOI-
CO3HaHMs, OJHAKO MHOT1a Apl'[ BJIVAT HaA
pe3yabTat, CcaABUTasd OTACJIbHBIC KIIOYKU
Oymaru. Tak B Xx0/ie TBOPYECKOTO MPOIIEC-
ca paspylleHHE TaBajio XU3Hb HOBBIM
TBOPEHUSM.

VIII. IIpoussenenue /
Bocnpoussenenue
Oco3HaBas cebs KaK XyIoXXHHUKa, ApIT He
cJienoBall HEKoeMy 3apaHee 00MyMaHHO-
My TiaHy. PBan Gymary, ToTOBUMII TMIIC U B
TO X€ BPEMSI CTPEMWICS AUCTAHLMPO-
BaThCsI OT CBOMX TBOPEHMUIA, TTOpyYast Ipy-
T'MM UM3TOTOBJICHWE W pacKpaliuBaHUe
peabedoB, IenKy cKyJabnTyp. BaxkHo, urto,
B OTVIMYME OT MHOTUX KOJUJIET, OH HE MPH-
naBajl COOCTBEHHOPYYHOMY W3TOTOBJIE-
HUIO paboT ocoboro 3HaueHus. Paznny-
HbIE TIOIXOIBI («pyKa XydI0XKHUKA BOJIM3U
¥ Ha OTHAJICHUW» ) ObUTA OCOOEHHO 3aMeT-
HBI B 00JIaCTH CKYJIBIITYPBI, KOTOpasi Ha-
yuHas npuMepHo ¢ 1930-x romoB crasa
LIEHTPAJIbHOI TeMOI TBOpYECTBA MacTepa.
Aprt ipearnounTan runc. biaromapst
3TOMY HEUTPAJIBbHOMY, JIETKO MOJIatolie-

Mycst (HOpMOBKe MaTepuany XydOKHUK
TOJTy4yasl TJIaJKie TTOBEPXHOCTHU, POBHBIE
qvHuM. OH MHOTIa mepeaesbpiBal pado-
Thl, ¥ TUIIC aBaJl BO3MOXKHOCTb YTO-TO
yopaTh Win 100aBUTh. 3a4acTyr0 ApI Mo-
pydJas MOMOIIIHUKAM M3TOTOBUTH CIIETIKU
CO CBOMX CKYJBITYp, HEOOXOAMMBIE ISt
TOTO, YTOOBI, Ka3aJ10Ch Obl, 3aBeplIeHHAasI
BEIIb CTajla OTIPABHOW TOYKOW IUIST HO-
Boii. MHOTHA nenut CKyJbITYphl Ha cer-
MEHTbI, KOMOMHUPOBAI WIKU BbIpe3aa U3
HUX HOBYI ¢dopmy. [lopoit 3t ¢par-
MEHTBI TpPEBpAIlAIUCh B CAMOCTOSITENIb-
Hble TTPOM3BENEHMUsI, KUBIINE COOCTBEH-
HOM1 XXu3Hb10. Tak, u3 «Iltonemes» moy-
ymwinch «JdapHa» u «Umriss eines Le-
bens» («OuepTaHus KUZHU»).

Kpowme Toro, mist Apna HeMaoBaX-
HBIMU OBUTM TIOMCKU COOTHOLIEHUN pa3-
MEpOB U pa3IMYHbIX MaTEepUAIOB (IepeBa,
OpOH3bI, MpaMOpa, U3BECTHSIKA, TPAHUTA,
amomuHust). B 1953 rony ero momouiHuk
Awntyan [lonce yBenmuuwmn 39-caHTumer-
poByIo cKyIBITYpYy «Gnomenform» («®op-
Ma THOMa») 10 TUTICOBOTO MOHYMEHTA BbI-
COTOI OoJiee TpeX METPOB, TIOTYUUBILIETO
Ha3BaHue «Wolkenhirt» («[TacTyx obGsa-
KOB»).

MEXKAYHAPOOHAA MAHOPAMA

B ckynbnTypax Apra OTYETIMBO OT-
paXkeHO HOBOE OTHOIIIEHHUE K rpupoae. Ha
CMEHY MHOTOBEKOBOMY CTPEMJICHUIO XY-
JIOXKHUKOB €€ «M300pa3UTh» MPUIILIO XKe-
naHue «(opMUPOBATL» B MaHepe, aHAJIO-
TUYHOI TIPUPOIHBIM TIporieccaM. B aToit
cBsi3u Apn ¢ 1931 roma uMeHoBasl CBOU
PpaboOThl «<KOHKPETHBIMU», @ HE «a0CTPaKT-
HBIMM». AOCTPAKTHOE MCKYCCTBO OTTAJIKM -
BaeTcsl OT Yero-Jinbo (00beKTa, YeaoBeKa,
MPUPO/IbI), TpeBpalias ero B HeUYTO OT-
BieyeHHoe. KoHKpeTHOe e MCKYCCTBO,
HAIlpOTWB, HE 3aBUCUT HU OT KaKOi
MOJIEJTH.

TBopuecTBO Apria He MOXET OBIThb
BTUCHYTO B paMKH TOTO WJIX UHOTO OIIpe-
NIeICHUST, CTUIIS, TEXHUKW; K HEMY HEITpU-
MeHMMa OJHOMEepHasi 1100 00o01atoLIast
TpakToBKa. TakoBa M BBICTaBKa: OHa He
MOAYMHEHA KaKOMY Obl TO HU OBLIO XpO-
HOJIOTUYECKOMY TTOPSIAKY, B €€ OCHOBE Jie-
JKUT BHYTPEHHSIsI Jloruka. 115 npoussene-
Huii, 6osee 80 ITOKYMEHTOB, KaTajoTH,
WUTIOCTPUPOBaHHBIE M3IaHus, (oTorpa-
buu peacTaBIsgIOT MaHopaMy moutu 60-
JIETHE pabOoThI, TEMOHCTPUPYIOT 3pHUTE-
JII0 TBOpUecTBO XaHca ApIia Bo Bceil ero
rJIyouHe.
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