Jlec, 3emmble ghopmbl
Okoro 1917
PackpanieHHbIi
IepEeBsIHHBIN penbed
32,5 x 19,5
HaL[PIOHaJ'lLHaﬂ ranepes
HUCKYCCTB, BammHrron
@oup Duppro Y. Memnona

Forest, Earthly Forms
Around 1917

Wood relief, painted
32.5x19.5 cm

NGA Washington:
Andrew W. Mellon Fund
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TlepBbIit pazaen
9KCIIO3UIAN

¢ «KOHKpeTHbIMH
penbedamu»

Ha JlaJIbHeM IIaHe

View of the First
Section of the
Exhibition with
“Concrete relief”
in the background

Actpup ¢pon Acren

«MckyceTrBO m ectb Apiry

«Jlss1 Apmna MCKyCcCTBO M €CThb ApIl», — IPOBO3IIACUI B
1949 rony Mapcens [ToiiaH, oObIrpbIBast co3Byune amu-
JINU XY-JOXKHUKA U CIIOBA «apT». JTa CEHTEHIUSA UHTPUTY-
eT: KaK K€ IOHMMall UCKyccTBO cam Apn? OTBET jaer
BbICTaBKa, OTKpbIBIIasica B amnpene 2009 roga B My3see
Apna B Ponanjseke®.

* OrkpbiBumiica B 2007 rofly eAMHCTBEHHBI B [EpMaHuu «My3eil, COeIMHEHHBII C BOK3aJI0M» IPEfCTa-
BJIsIeT cO00M HEOOBIYHOE COUETAHME: JKEIIE3HONOPOXKHbIA BOK3ajl Ha Gepery PeiiHa, OCTPOEHHEI B
XIX Beke B CTHIIE KJIACCHIN3M, M aBAaHTAPANCTCKOE COOPYKEHNE, BO3BE[ICHHOE IO IIPOEKTY N3BECTHO-
TO aMEepPUKAHCKOTO apXxuTekTopa Puyapyia Mariepa Ha BepIIMHE PACHOIOXKEHHOTO PsAoM XoaMma. st
TOrO 4TOOBI COCIMHATS /B 31aHNs1, Maiiep IpeJIoKuI BBIPHITH TOHHENb, BEAYIWH B IITyOHHY X0JIMa.
W3 Hero mocetutenu Ha nugTax NOFHUMAIOTCA Ha BhICOTY 40 METPOB, B KOHHYECKYIO CTEKIISTHHYIO
6alllHIO0 HOBOTO Kopryca. My3elHbIi KOMILIEKC, U3 KOTOPOTO OTKPhIBAETCS MPEKPACHBIN BUJ Ha I0JTH-
HY U TOpHbIE BepIIMHbI 3H0eHreOupre, yHUKaieH He TOJbKO CBOMM PAcIOJIOKEHHEM, HO U IPOCTPaH-
CTBEHHBIMHI BO3MOYKHOCTSIMHU IIPEJICTaBIICHNs] PAa3HOOOPAa3HBIX KyJIbTYPHBIX Mporpamm. ITomMnmo mnoka-
3a XyJ0KECTBEHHOTO HacyIe/[usi 4eThl ApII, 3eCh IIPOBOJIATCS BEINKOJEIHbIE BRICTABKH NMPOM3BEfe-
HUH COBPEMEHHBIX XY[OXKHNKOB, IIPOXOAAT KOHIEPTHI M3BECTHBIX MY3BIKAHTOB, OPIaHN30BBIBAIOTCS
3aMedaTesIbHbIE TATEPAaTyPHbIE BCTPEUH.

C‘{I/ITaeTCH, YTO XYOOXHUK, CKYJbII-
Top u 1031 Xanc (XKamn) Apm (1886—
1966) — omaMH U3 TeX, KTO OKasajl Hau-
OoJiblllee BAMSHUE Ha MCKYCCTBO XX Be-
Ka, U MOBOIOB /IS TAKOTO YTBEPXKIECHMS
Hemauo. B 1916 romy BMecTe ¢ XyIOXKHU-
kamu Xyro bannem, Puxapnom Xiojib3eH-
o6exkoM u Tpuctanom Tirapa Apm ocHoOBasI
B Lltopuxe rpynmy «dana». OH cTaim omHAM
W3 3aYMHaTeNlell mamaM3Ma — aBaHTap-
JIACTCKOTO HaIlpaBJIeHUsI, BhIPAXKAIOILIETO
IPOTECT IIPOTUB BOWHBLI M AECIIOTU3MA.
W306upast XxynoKeCTBeHHbIM CPEICTBOM BbI-
paXkeHHsI IeP30CTHYIO, MHOTA Iy TIUBYIO
WPOHUIO, MPOBOKATUBHOCTD, OAJaMCThl
MBITAJTUCh Pa3pYIIUTh CYIECTBOBABIINE
HOPMBI COLIMATBHOTO TIOBEICHUST M 3CTE-
THUKU U1 32 KOPOTKUIA CPOK MOJTHOCTHIO U3~
MEHWIN KAPTUHY XyI0XKECTBEHHOM XKI3HIL.
Crosib XapakTepHbIe IUISI COBPEMEHHOTO
HMCKYCCTBA XCMICHUHTY U ITephOpMaHChI
OepyT CBOE HAyal0 HEMOCPEACTBEHHO M3
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Myseit Apna
doro: Xoper
Bepuxapn

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

“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 influential 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 despot-
ism. With mostly provocative, sometimes playfully-ironic
artistic means of expression, the Dadaists tried to sur-
mount 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
a

s 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 con-
nection’; having opened in 2007, poses an unusu-
al combination of a classicist 19th-century rail-
way station with the new, avant-garde building
by American 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 addi-
tion to superb exhibitions, the program includes
concerts with famous musicians and excellent
literary events.

The connection of the three units consisting of
railway station, pavilion, and new building pres-
ent 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.



OmKpouimule u 3aKpbimule
2na3a. 1962

JlepeBsiHHbBII pesbed

96 x 62 x 5

®onp Mapreput Apm, JlokapHo
®doro: © 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
Constructivism 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 Bepuxapn

View of the exhibi-
tion

“Light on Arp”
(shown in 2008)
Photo: Horst Bernhard
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Yenosex-pyuna. Tpup. 1961
Bponsa (ornmmska B 2/5,
Macrepckast KapBuiianu)
Bricora 11

Mys3eit Apna B 31aHul

BOK3aja POHaHIBeK

©VG Bild-Kunst, Bonn 2009

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

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

1. 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 himself to 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,



120006t coghopbt Ha uawe
OTiIMBKA U3 IIEMEHTA
25,7 x 42 x 31,2

Myseit Apna B 3laHAH BOK3aj1a
Ponanpzex

©VG Bild-Kunst, Bonn 2009

Pagoda Fruit on Bowl
Cement Cast
25.7 x 42 x 31.2 cm

Arp Museum Bahnhof Rolandseck

©VG Bild-Kunst, Bonn 2009

nmanau3ma. To ke MOKHO CKa3aTh ¥ O KOH-
KPETHOU TI0331H1: OHA IIETUKOM U TIOJTHO-
CThIO CYILIECTBYET B paMKax MO3TUYECKUX
Tpaauiuii Apra.

Bonee Toro, ero mMpu3HAOT NEPBBHIM
¥ B OPTraHNYECKON abCTPaKLMK, HalleJIeH-
HOI1 Ha MeTaMopdO3bl, HEMPEPBIBHBIE MTPO-
IIECCHI POXKICHUS Y U3MEHEH WS B TIPUPOJIE,
KOTOPBIE OH CeTIaNl «<MEPOii BCEX BEIIei».
M3meHumnBast, MOXXHO 1axe cKa3athb, «iio-
WIHAS» TUIACTUKA SIPKO TTPOSIBIISIETCST B TPEX-
MEPHBIX KOMITO3UITUSIX MacTepa, CUNTaIO-
LIMXCS LIEHTPATbHBIMUA B €r0 MCKYCCTBE.
Okono 1930 roga Apm, KoTopoMy ObUIO
noutu 40 JeT, co3man neppble MIaCTUYC-
CKHUe paboThl, OAHAKO XapaKTePHBIN ISt
Hero s13bIK (POpM yke YeTKO MpocMaTpu-
BaJicsl B Oosiee paHHUX KOJITaXaX, pelibe-
dax u pucyHKax (OH MPOCIECKUBACTCS Ha
BCEM MPOTSKEHUU TBOPYECKOTO MYTH XY-
noxHurka). [lepexoabl OT OMHON TEXHUKHU
K Ipyroit, Oyib TO B U300pa3UTEIbHOM UC-
KYCCTBE WJIH B [T033UH1, OTJINYAIOTCS IJI1aB-
HOCTBIO. 3a4acTy1o ApIT KPYKUT OKOJIO TeX
WJTM UHBIX MOTUBOB, BO3BPAIIASChH K Tep-
BOHAYaJIBHBIM WZIESIM TOIbI crrycTsi. Mo-
JKeT TI0KAa3aThCsl, YTO €ro MCKYCCTBO 3aM-
KHYTO Ha cebe, XOTs B TO e BpeMsi OHO
TOpaxaeT CBOeil MHOTOTPAaHHOCTBIO.

Apn HUMKOTAA HE OrpaHUYMUBAJICS
pamMKaMU KaKoTro-JTM00 HaIlpaBieHuUsI, O/~
HOTO M3 MHOTOUYUCIIEHHBIX «M3MOB», HU-
KOT/1a He TIpUHAaIeXall K KaKOH-TO oTpe-
JIEJIEHHOM TPYIINe XyA0XHUKOB: MOT BeC-
TU auaior c cioppeanucrtamu B [lapuxke

U OTHOBPEMEHHO OOIIATHCS C KOHCTPYK-
TuBMCcTaMU. [1o cI0BaM ero MmaprKCcKoTo
ranepucta JleHus PeHe, «OH ObUI caMbIM
a0CTPaKTHBIM U3 CIOPPEATNCTOB U CAMBIM
CIOpPETMCTUYHBIM M3 abCTpPaKIIMOHU-
CTOB», TIOTOMY KaK «ApIT — HaTypa Lejb-
Hasl, OH BCerja ocTaBajcsl BepeH cele...
[porite roBopst, ApIt OBUL... ApTIOM»'.

Ha BrictaBke «MckyccTBO U ecTh
Apr», coCcTOsILIENl U3 BOCbBMU Pa3/iesioB,
TBOPYECTBO XyHOXHUKA TPENCTABIEHO B
Pa3TUYHBIX aCTeKTaX.

1. ITopwbiBatomuii ¢ TpamuIMei

C HactyrieHreM XX BeKa CTal OYeBUI-
HBIMU TEHIEHIIMM K OCBOOOXIECHHMIO MC-
KYCCTBa OT COLMAIbHON M 3CTETUYESCKOM
MpeIoNpeaeIeHHOCTH, XapaKTePHOl IJIs
Mpenbplaymux crojetuii. IlapanieabHo
1IeJT TIPOIIECC «CBEPTHIBAHUST», PEAYLIMPO-
BaHUs, KOTOPbIA CpeIy IIPOYETO BHUIMJICS
B BOJIbHOE OOpaleHue ¢ GopMoii U 1Be-
TOM, 3a4acTyl0 — B IIOJTHOE OCBOOOXKIE-
HHME OT OTOOpaXkeHUsI OOBEKTUBHOW pe-
aJIbHOCTH.

ITo monomoctr Apr, 6ymyun B Ctpac-
oypre, [Tapuke u Beitmape, oTkasanicst ot
TPaaAULIMOHHBIX METOHOB OOY4YEeHHsI, BO
MHOTOM OTOIIIEJI OT aKaJIeMUIECKHUX TeX-
HuK. [Tepron, TpoBeIeHHBII B 3aTBOPHM -
yecTBe B Berruce Hemaneko ot JlonepHa,
[Ie OH IO3BOJIUII ce0e ClIeI0BaTh B TBOP-
YeCTBE MPUPOIE, OKA3aIcsd ISl HETO HU-
YyTh HEe MEHee 3HAYMMBIM, HEXeJI! ITepH-
OJl TECHOTO OOILEHMS C aBaHTapAUCTAMU.

MEXXOYHAPOAHASA MAHOPAMA

B 1912 rony B MionxeHe Apm MTO3HAKO-
mwicd ¢ KanmuHckuM u Tpymmoii “Blaue
Reiter”, B bepiiviHe BBICTaBISICS B raje-
pee xypHana “Der Sturm”, OCHOBAHHOTO
XepBapToM BanbneHom, He Tepsisi, oqHa-
KO, BCE 3TO BPEMSI CBSI3U C TAPVKCKUMU
aBaHrapaucramu. OTXol OT WLTIOCTPATUB-
HOI MaHepbl N300paXXeHMs COBIIA C Ha-
YaJioM WCITOJIb30BAHUST TPOCTHIX HETpa-
MULIMOHHBIX MaTePUAJIOB.

B 1915 romy Apn mo3HaKOMWIICS
¢ Cocu TayGep, cTaBIIIeii TO3MHEE €TO JKe-
Hoi. BMecTe oHM ¢ 9HTY3Ma3MOM B3sUTHCh
3a M3y4yeHUEe IeOMeTPUYECKUX (POopM, To-
PU30HTAIBHEIX U BEPTHKAIBHBIX (DUIYD.
JInst 000MX 3TO cTajao OCBOOOXACHUEM OT
Kakux Obl TO HU OBbUIO TPagULIMOHHBIX
XyIOXECTBEHHBIX IIPUEMOB, CTPEMJICHU-
€M K HCKYCCTBY, IO OOJbIlIei YacTh aHO-
HUMHOMY. OTKa3 Apria OT TpaauLIMOHHOMI
JKMBOITMCH MACJIOM Y BCEro TOro, YTO OHA
MpeacTapsuia (UBUIA3AINIO, OCHOBAH-
HyI0 Ha Ype3MEepHOM COCPEIOTOYCHUY Ha
MaTepUabHBIX LIEHHOCTSIX M XaxIe Bia-
CTH, BEeIYLIUX K BOMHE), TAKXKE ITPOSIBIISLI-
Ccsl B KCIIOJIb30BAHWUU HOBBIX CPEICTB
BBIDAXKCHUS: KOJIaXKed, MHOTOCIOMHBIX
penbedoB U3 nepeBa. BBoms B KauecTBe

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

2 o
«CuHuil BcaiHUK» (HeM.). 30eck u danee — npum. nep.

3 «Byps» (Hem.)
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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 himself to 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.

III. 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,
Benjamin 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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U3 cmpanbt enomos
1949

Mpawmop. BeicoTa 25
Mys3eit Apna B 31aHuH
BOK3alila POJ’[aH}IBCK

©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-APII
BTropoii npoekT
odopmitenns 6apa
«O6eTT». 1927-1928
Mys3eit CoBpeMeHHOro
uckyccrsa, CtpacGypr

© VG Bild-Kunst, Bonn 2009

Sophie
TAEUBER-ARP
Second project for
‘Aubette Bar” 1927-28
Musée dArt Moderne et
Contemporain de Strasbourg
© VG Bild-Kunst, Bonn 2009

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 Taeuber-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



Martepuajia TeKCTWIb, API TeM CaMbIM
pa3MbIBajJl TPAHUIIBI MEXIY HCKYCCTBOM
U PEMECIIOM.

Ero tBOpeHuMsI, He CBSI3aHHBIE C OK-
pyXatolleii (BHEILHei) peaJlbHOCTbIO, CTa-
JIM KOHCTPYKIUMSIMU U3 JUHUM, TUIOCKO-
creit, popM U 1BETA.

I1. OTKpbITHIE U 3aKPBITHIE ITIa3a
Eme co BpeMeH yBiiedeHHUs Hanan3MOM
ApTI CTpEeMWIICS YMAJIUTh POJIb XyTOXKHU -
Ka, B TOM WM UHOM CTENEHM OCJIabJsst
KOHTPOJIb Hal TBOPYECKUM ITPOLIECCOM.
3avacTyto, paboTas Haj PUCYHKaMU Iie-
POM U TYIIBIO, OH OTAABAaJICSl BHYTPeHHE-
MYy UyBCTBY: JIMHUU TOJYYaJIUCh CITIOHTaH-
HBIMM, HENPOM3BOJbHBIMM, HAITOMUHA-
OIIMMU TIpUpOIHbIe. To Xe TTPOUCXOIu -
JIO M C pacKpallleHHBIMU pelibehaMu 13
JIepeBa: OH ONpeNe/sul UX KaK «3eMHbIe
(GopMBI», CBOETO pola «CBEPHYTHI» Ba-
pUaHT TIPUPOTHOTO HAavasIa.

TIpucrynas K paboTe Hag KOJIaXeM,
Apn 1o OosbliIeil yactu odoxomwics 0e3
3apaHee 00JyMaHHO KOMITO3ULIVH, TTPH -
3HaBasi OCHOBOI CBOMX TBOPEHMI CTydaid.
Takum obGpa3om, Ha CMEHY KOMIO3ULIMU
MPUIIUIU «3aKOHBI CJIydaifHOCTEN» 1 «Oec-
co3HareJibHOoe». UMeHHO 3ToMy 00si3aHbI
CBOMM TIOSIBJIEGHUEM DeJibe(bI-CO3BE3AUS
Havyasa 1930-x romoB, cCO3MaHHBIE IMyTEM
KOMOWHUPOBAaHUS 3JIEMEHTOB, 1O CyTH
CBOCil OIMHAKOBBIX. ADPIT BIOXHOBJISIICS
CKOIUICHUSIMU 3Be3l, 00J1aKOB, KaMHE.
OH 0OBSBIISIT OBAJI HEPOBHBIX KOHTYPOB —
«KOCMUYECKYIO (hOpMY» — OCHOBHBIM (hop-
MaJIbHBIM 2JIEMEHTOM.

I11. Arpoétique
CroBo «Arpoétique» npuayma Xya0KHUK
Kamunbs bpuaH, moguepkrBasi TeM caMbiM
TECHYIO CBsI3b ApIia ¢ moa3ueit. CBou mep-
BBbIe CTUXOTBOPEHMSI OH OITyOJIMKOBAJ eIl
B 1903 romy, BIOCAEACTBUM €r0 COUYMHE-
HWSI TTOSIBUJIMC B 3KypHaJiaX, BOIILIU B aH-
tonoruu. Iloatnueckuit map Apna pac-
KpbUICS M B WJUTIOCTPALIMSIX K TEKCTaM
Puxapna Xwonb3en6eka, Tpucrana Tuapa,
benmxamuna [lepe u MBana lonna.
Onb3acel; Apn nucajl Ha HEMELIKOM
U (ppaHIly3CKOM, OHAKO Mo3aHee (paH-
Ly3CKUUI B €r0 COYMHEHWSX, KOTOpbIe
YacTo TPEACTaBsid COOOi CiydyallHbIi
Habop CJIOB BHE JIOTUKU U COAEPXKaHMUSI,
cran npeobnanars. B 1940-e ronsr Bo3HU-
KJIM TEKCTOBBIE KOJUIaXW, HE CBSI3aHHBIE
HMKaKUM CHUHTaKCHCOM, B KOTOPBIX ApIl
BO3BpalIaJICcsl K IEPBOPOJHOI cUJle CIoBa
1 3ByKa. Tak OH KPUTUKOBAI <MHCTPYMEH-
TaJIM3aII0» SI3bIKA TTOJIUTUKOM 1 KypHa-
nuctukoii. YTo ke Kacaercsl Ipyrux ac-
MEKTOB €r0 TBOPUYECTBA, TO UX TIOHUMaHUE
3a4acTylo 3aTPyIHEHO OTCYTCTBUEM Ka-
KUX-JTM0O0 TOSICHSTIOILIAX TEKCTOB.

IV. A3bIK 00BbEKTOB

IMonas B Ilapuxke mon BAUSIHUE ClOppe-
anucToB, Apn B mepuon Mexay 1920 u
1929 rogamu pa3paboTaj COBepIIeHHO HO-
BbIi1, 0€301IMO0YHO Yy3HAaBaeMblii HaOOp
¢opM. B 3TOM «sI3bIKE 0OBEKTOB», KOTO-
phIii OKa3ajcsl YHMKaJbHBIM IJISI UCKYC-

CTBa TOTO BPEMEHHU, YEJIOBEK, IIPUPOIA 1
BEIY HAaXOMATCS Ha OTHOM IOHSATUIAHOM
ypoBHe. XapaKTepUCTUKU OTHUX TOIOJI-
HSIIOTCS JIMOO 3aMEINalOTCs XapaKTepUC-
TUKaMU JPYTUX: B 00pEeTarOT MpU3Ha-
KU «4€JIOBEYECCKOI0», JIIOAU CTAaHOBITCS
«BemamMu». FOMopucTudecku, OIHaKoO, He
0e3 omnpeaeIeHHOM KPUTUKU, APT BbIpa-
XaJI MIeI0: YeJI0BeK OOJIbIlle He SIBISIeTCS
«MEPWJIOM BCEX BellIeil», KaK 3TO IIPOBO3-
[JIAIIAJIOoCh ellie ¢ 310Xy BospoxneHus.

CUMBOJIMYHO, YTO apITOBCKHE OOBEK-
Thl WIK Teja, Oyaydd peaylrpoOBaHbl 10
CBOUX CaMbIX OCHOBHBIX, 3JIEMEHTAPHBIX
¢dopM, yale Bcero CBOOOIHO MapsT Ha
(boHe HMYEM He OrpaHMYEHHOIO IIPO-
CTPaHCTBA.

V. CoBmecTHbIE padOTHI

[To mpuMepy cpeaHEBEKOBBIX CTpOUTEEN
c000pOB ApI CTPEMUJICS K aHOHUMHOMY
U KOJUIEKTUBHOMY TBOPYECKOMY TIPOIIECCY.
Ocoboe 3HaYeHue OH TMpUIaBal COBMECT-
HOIl paboTe C XymOXHUKAMU-IPY3bSIMU,
npu 3ToM coTBopuecTBO ¢ Copu Taybdep
0Ka3aJioch HarboJjiee MHTEHCUBHBIM 1 TIJIO-
IIOTBOPHBIM. B MX KoJjutaxax, pHCyHKax
U CKYJIBITYpax He TMPUCYTCTBOBAJIO U Te-
HW WHIVBUIYAJIBHOTO CAMOBBIPAKCHUSI.
Okosio 1920 roma Makc OpHcT U Apn
BMECTE CO3MaJd KOJUIAXW U3 KapTUH W
TeKcTa, Ha3BaB ux “Fatagaga: FAbrication
de TAbleaux GAsométriques GArantis™*. B
1937 rony Apn npunsin ydactue B Ca-
davres exquis®. B mipouiecce 310l croppe-
anuctudeckoit urpsl Aprn, Cogpu Tayoep,
Mapcenb XKan, Ockap Jlomunrec u Payib
XaycMaHH BMECTE PHMCOBAJIM Ha JIUCTE,
CcKJaapIBasi Oymary Takum o0pa3om, 4To-
Obl PMCYHOK KaXXIOTO OCTaBaJiCs CKpbI-
TBIM OT OCTaJIbHBIX.

B 1941—1942 ropax, ciacasiCh OT T'MT-
nepoBlieB B [pacce Ha tore @paHium, Apm
¢ Coneit [lenoHe u Anboepro MaHenau
coznanu ceputo u3 10 pucyHKOB KapaH/a-
1IOM U Tyaibto. Ham onHoit u Toii xe pa-
00TOI XYTOXXHUKU TPYIUIUCH 10 OUEPEIM.

VI. Crpemienne
K KOHCTPYMPOBAHUIO
OTx0[ OT MOHKMMAHUS UCKYCCTBA B paMKax
TpaAULIMOHHON 3CTETUKU ObLI 1Ji1 XaH-
ca Apna u Codu Taybep He camollebio,
a ckopee MpearnocbUlKoit K GopMUpoBa-
HUIO HOBOTO, YTIOPSITOYEHHOTO U, HECOM-
HEHHO, XYIOXECTBEHHOTO sI3blka (hopM,
KOTODPBII BOCTOPXECTBOBaJl OBl Cpeau
Xaoca BOWHBI U TTIOMCKOB HOBOTO PaBHOBE-
cust. CtpemiieHre K KOHCTPYUPOBAHUIO OT-
pa3smiIoCh B MCIIOJNIB30BaHUM B KOJITaxkax
reoMeTpuIeckux (Guryp, Takux Kak KBa-
IIpaT U TPSIMOYTOJIBHYK, & TAKKe OPTOTO-
HaJIbHOW CETKU.

B nieprion mexxy 1926 u 1928 romamu
B cooTBeTcTBUM ¢ 3ambiciom Codu Tay-
o6ep-Apn, XaHca Apna u Teo Ban Iyiic-
Oypra (ocHoBaTeJsisl TOJUIAHICKOIM TPYIIIbI
XymoxXHUKOB “ De Stijl”®) B CtpacOypre Obl-
JIV OCYIIECTBIIEHBI TIEPECTpoiika 1 odop-
MJIEHME UHTephepoB “Aubette” — 3maHuvie
MpeBpaTUIM B DPa3BJIEKATEJbHbI KOMII-
Jekc ¢ 6apoM u maHcuHrom. Ilmox yHu-

MEXAYHAPOOHAA NMAHOPAMA

ITlecmux. 1950

Bpomusa (ornuBka B 4/5,
Ulgetmapwus, 1959)
Myseit Apna B 3aHum
BOK3aja PonaaneK

©VG Bild-Kunst, Bonn 2009

Pistil. 1950

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

©VG Bild-Kunst, Bonn 2009

4
«®Pararara: U3roTOBJICHIE
ra30MeTPHYECKHX KapTHH,
c rapanTuei» (¢p.).

o

HOCHOBHOZ «M3BICKAHHBII
Tpym» (¢p.). Vrpa abeyp-
na, IpUHsITast CPEiu CIop-
PEannCTOB, CTPEMUBIINXCS
OTKIIKOYUTH JTIOTHYECKOE
MBIIIJICHUE U CO3HATEb-
HOE, 3a/IelICTBYs CIyyaii-
Hoe, 6ecco3HaTelbHOE.

® «Crune» (ampep.).
«O6etT» (p.).
8 Topsaut, morpe6ok (¢p.).

9 o
«AMepuKaHCKui 6ap»

(dp.)-

TPETbAKOBCKASA TAITEPEA

KaJIbHOTO CHHTE3a XXUBOITMCU U apXUTEK-
Typbl “Aubette” cTajl OTHUM W3 TMEPBbIX
aBaHrapauctckux Gesamtkunstwerke —
MPOU3BEACHUI UCKYCCTBA LIETUKOM U TOJI-
Hocthlo. Kpome “Caveau®-dancing” v “Bar
américain”®, oPOpPMJICHHBIX B GHOMODPGd-
HOM CTWJIe Apria, OCTaIbHbIE KOMHATBI Obl-
JIM BBIIEPKAHBI B 9CTETUKE KOHCTPYKTH-
BU3Ma. B BeJIMUYECTBEHHBIX KOMITO3UIIUSIX
TPU XYHOXHHKA TIPEXKAE BCEr0 CTPEMU-
JIUCh CHEJIaTh TaK, YTOOBI HA 3pUTEIST TTPO-
W3BEJIM BIieUaTJIeHUE 1IBET U CBET.

VII. CtpemiieHne K pa3pynieHHI0

B navane 1930-x romoB Apm oOHapyXuUI,
YTO HEKOTOPbIC KOJIIaKW, XpaHUBIIHECS
Ha yepiake, MCMOPTUIUCH. DTO HaBEJO
€ro Ha MBICJIb O TOM, YTO ILIOABI TPYAOB
TPEXOISIIH, TIOABEPKEHBI Pa3pyIIeHUIO
u cmeptu. Oco3HaHUE UX TIIEHHOCTH 3a-
CTaBUJIO MacTepa yCOMHUTBCS B TIPOTIOBE-
JIyeMO#t MOJICPHUCTAMHU YTOITUU — COBEP-
1IeHHOM Mupe. YToObI caenaTh Hen30ex-
HbI/ MPOLECC TICHUsI YaCThlO CBOEIO
TBOpPYECTBA, ApI MYCTWJI B XOJA CTapbie
KOJUTaXK¥, 9CKU3BI, PUCYHKU (CBOU U IPY-
3eli-Xya10XHUKOB). OH pBajl UX U paccChi-
Maj Ha TIOBEPXHOCTU M3HAYAIBHO Heil-
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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 2payuu. 1961
ANOMUHNI
(ornueka B 1/5,
MacTepckast
MyHbepa)
Bricora 575

Mys3eit Apna B 31aHuH
Bok3aia Posanizexk
©VG Bild-Kunst, Bonn
2009

Three Graces. 1961
Aluminium

(1/5, Mounier)

575 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.
Surfaces were sometimes worked over sub-
sequently, 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.
Accordingly, 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 doc-
uments, catalogues, 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.
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ppanas Gymara (p.).

TPaJIbHOTO 1IBETAa, CMa3aHHOW KJeeM —
ToTyYwinach “papiers déchirés”'®. Tlona-
Yajry paboThbl POXIATUCH UCKITIOUNTETBHO
MoJ, BO3JEMCTBUEM CIYyYaHOCTH U TOJ-
CO3HAHUS, OTHAKO MHOT/AA ADIT BIMSUT Ha
pe3yJIbTaT, CIBWUTasl OTHAEIbHBIE KIIOYKU
Oymaru. Tak B X0Jie TBOPYECKOTO MPOLEC-
ca paspylieHUe OaBajlo XU3Hb HOBBIM
TBOPEHUSIM.

VIII. Ilpoussenenue /
Bocnpou3ssenenue
Oco3HaBasl ce0sT Kak XyIToXXKHUKa, ApIT He
clieoBall HEKoeMy 3apaHee 00JayMaHHO-
My 1uiaHy. PBan Gymary, roTOBUJI TUIIC U B
TO Xe€ BpeMsI CTPeMWICS IUCTaHIIMPO-
BaThCsl OT CBOMX TBOPEHMIA, TTOpyvast Apy-
TMM M3TOTOBJICHWE W pacKpallrBaHUE
penbedoB, JeTKy cKyIbnTyp. BaxHo, uTo,
B OTJIMYME OT MHOTUX KOJUIET, OH He TIpH-
JaBaj COOCTBEHHOPYYHOMY H3TOTOBIIE-
HUIO paboT ocoboro 3HaueHus. Pazmmu-
HBIE TTOXOBI («pyKa XyJTOXHUKA BOIU3N
¥ Ha OTIAJIEHUW») ObUTA OCOOEHHO 3aMeT-
HbI B 00JIACTU CKYJIBIITYPbI, KOTOpasi Ha-
yuHas npuMepHo ¢ 1930-x romoB crama
LEHTPaJIbHO TEMOU TBOpPYECTBAa MacTepa.
Apr nipearnounTtan rurnc. birarogapst
3TOMY HEUTpPaIbHOMY, JIETKO TOA/Iao1Ie-

Mycsi (HOpPMOBKE Marepuaty XyIOKHUK
MOJTy4yasl TJIafKue TMOBEPXHOCTH, POBHBIE
s, OH WHOTHA TiepeaebiBal pabo-
Thl, U TUIIC JaBajl BO3MOXHOCTb YTO-TO
yopaTh Wi 106aBUTh. 3a4acTyr0 ApI MO-
pydJajl IIOMOITHUKAM M3TOTOBUTH CIIETIKU
CO CBOMX CKYJBITYp, HEOOXOIUMBIE ISt
TOT0, YTOOBI, Ka3aJI0Ch Obl, 3aBepIlIEHHAs
Belllb CTajla OTIIPABHOUN TOYKOW TSI HO-
Boii. MHOTma menuin CKyJBITYphl Ha Cer-
MEHTbI, KOMOMHHMPOBAT WU BbIpe3al U3
HUX HoByl ¢opmy. [lopoit st (par-
MEHTHI TIPEeBPAIAJIUCh B CAMOCTOSITEITh-
HbIe MPOU3BEACHUSI, XUBILINE COOCTBEH-
HoIi xu3Hb10. Tak, us «[lTonemes» momy-
yunuch  «JdadpHa» m «Umriss eines Le-
bens» («OuepTaHus KU3HU»).

Kpowme Toro, mist Apna HeMaioBaXx-
HBIMM ObUTM TIOMCKHM COOTHOIICHMIA pa3-
MEPOB M Pa3IMIHBIX MaTepUaJoB (iepeBa,
OpOH3bI, MpaMoOpa, U3BECTHSIKA, TPAHUTA,
amomuHus). B 1953 rogy ero mnomMoiHuk
AntyaH [loHce yBenmnuun 39-caHTUMET-
poByo cKynbnTypy «Gnomenform» («®op-
Ma THOMa») 1O TUTICOBOTO MOHYMEHTA BbI-
COTOI1 BoJiee TPeX METPOB, MOJYYMBLIETO
HasBaHue «Wolkenhirt» («[lactyx o6ma-
KOB»).

B ckynbnrypax Apra oT4eTIMBO OT-
paXkeHO HOBOE OTHOIIeHHE K mpupoae. Ha
CMEHY MHOTOBEKOBOMY CTPEMJICHUIO XY-
TIOXXHUKOB €€ «M300pa3uTh» MPUIILIO XKe-
JaHKe «(popMUPOBaTL» B MaHEpe, aHAJIO-
TUYHOI TIPUPOIHEBIM TIporieccaM. B aToit
cBsi3u Apn ¢ 1931 roga uMeHOBa CBOU
paboThl «<KOHKPETHBIMUY», a HEe «a0CTPaKT-
HBIMHU» . AOCTPAKTHOE UCKYCCTBO OTTAJIKH-
BaeTcs OT 4ero-aubo (o0beKTa, yeioBeKa,
MPUPOIBI), IIpeBpallias ero B HEYTO OT-
BiaedyeHHOe. KOHKpeTHOE K€ MCKYCCTBO,
HaAIpOTWB, HE 3aBUCUT HU OT KaKoOu
MOJIEIH.

TBopuecTBO Apria He MOXeT ObITb
BTHCHYTO B paMKH TOTO WJIM MHOTO OIIpe-
TIeJIeHVs, CTUJIS, TEXHUKW; K HEMY HEeTIpH-
MEHHMMa OJHOMEpHas 100 06o01IatoIIask
TpakTOBKa. TakoBa ¥ BBICTaBKA: OHA HE
MMOTYMHEHA KaKoMy ObI TO HU OBITIO XpO-
HOJIOTMYECKOMY ITOPSIIIKY, B €€ OCHOBE JIe-
JKUT BHYTPEHHSIs Joruka. 115 npoussemae-
Huii, 6omee 80 TOKYMEHTOB, KaTajlOTH,
WUTIOCTPUPOBaHHBIE M3AaHUsI, dhoTorpa-
(uu mpeacTaBisIIOT TaHOpaMy modtu 60-
JIETHEX paboThI, IEMOHCTPUPYIOT 3pUTE-
JII0 TBOpUYeCTBO XaHca Apria BO BCeii ero
rIyouHe.
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