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tion included sixty-two pieces of Arman's representative works
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n\,u.\ = o = Y] = VE A |- e )

1950s, particularly in Europe and America, an "Allover-style"
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@%Eg AN ;:EE]EEE ?IJ = l=:,1F became a trend. This "Allover-style" appeared to have been de-

veloped from Piet Mondrian's "Pluses and Minuses" style or Joan

Miro's "Constellation Chart" style of painting. However, connec-

Poetic senti m ent co mes tions can be made easily between Arman's "Tubes de Gouaches"

series and America's master of Abstract Expressionism, Jack-

Fro m D i a Iog u es Of son Pollock, especially the unique layout arrangement with spread
- - = out of interweaving parts that makes up a symmetrical space.
Social Living
= & s - Arman was also a collector who loved to collect all sorts of de-
I h e Ar ril Va I Of AI’ m a l‘l S P u bl IC serted artificial objects. The starting point for Arman'’s "Accumu-

),c u I ptu re i K Ta iwa i lation" wgs the concep_l "Majority"—taking a good number of the
- same object and showing them together in a tight space. In this

TP space, the object's own texture, color, or shape, creates a pic-
ture with commonness in front of the viewer's eyes. Within this
commonness, it engages a strong visual expression to the viewer
Other than that, "Accumulation" is also a kind of conceptual
creation. However, the meaning of repetitiveness in "Accumula-
tion" is different from Andy Warhol's Pop Art. In Warhol's works,
the figures and goods have "lost" their original character during
the reproduction process of the entire set; in turn, they have lost
its real self value whether it is to be a person or an object. On the

Arman was the leading figure of the'New Realism movement, signifi- other hand, in Arman's accumulation works is to let every object
1 within the whole speak for itself, Due to the fact that each of the

gant to the history of art even before his passing. His final art piece
) ) [FRIEERYFE /Cavalleria , y T - imilar ki £ Ui
as a public artwork designed for Taiwan's High Speed Railway (HSR)  Eroica], 2004, -imames objects contains its original character, the similar kind of voice

On October 22nd 2005, the American-born French sculptor Arman
Fernandez passed away in New York at age of seventy-six.

w Zuo-Ying Station called "Halt, Look and Listen"” PRIIEE® (Shanghai Multiplies after accumulation and also increase the importance
Nanjing West Road Canfer-  of the object itself.
ence Center)

Arman Plerre Fernandez was born in Nice; France in 1928. He was 2 3
awarded Cavalryman's Metal of Honor and the French National Honor [~ & - IBH{FREER The act of taking these unwanted objects and gathering them in
batch. Arman's first large personal exhibition in Taiwan was spon- FMEERERGEE /De- 3 way similar to saving the files of the remains of our society,

2 sign skelch and simulation . h f
sored by the National History Museum of Taiwan in 2000. The exhibi-  of Hait, Look and Listen" artists seems to have put on the lenses of sociologist or an-

Dialogue Magazine 2006 | 1 1 3



FIEERARR

4
[AE4 XCHEE /Cellophilia). 1994, The Broward Performing
Arts Center, Fort Lauderdale, Floride

5
[ 26072 8 / Music Power], 1985, Acropolis, Nice




thropologist to examine art. This behavior
in the 20th century resulted what is known
to be "New Realism" that is different from
Natural Realism or Social Realism in the
19th century. The truth is that artists are
not sociologists or anthropologists; a real
artist should be beyond sociology or anthro-
pology that only observe and translate from
symbols and numbers. Therefore, Arman
mentioned in an article in April 1989, "...|
am still a sculptor, a painter. But before we
describe ourselves and our culture, the vi-
sion of a sculptor, painter is to produce a
piece of work, a sculpture, a painting, or a
collage of sculptures and paintings, a piece
of work was made for the soul purpose of
visual beauty."

Besides the New Realism of accumulation,
Arman's most known works has to be the
"Empreintes de Violons" series. In the cut-
ting of violin series, Arman took several vio-
lins and cut them into sections, he then re-
arranged these sections horizontally with
equal spacing between each section. The
final picture made up with these sections
has a continuous movement created by the
different angles of the violins. The curva-
tures of the violins themselves contain a
kind of attraction that is similar to that of a
female body. The artist dissected the whole
and carefully rearranged them, allowing the
ruined violins regain life elegantly unlike the
ordinary piece of decorating craft.

In the process of destruction and
construction, detach and rebuilt, Arman al-
lowed his works as instruments to stir up
dialogues within the daily lives in the real-
ity ol the society. In turn, the beauty and
poetic aspects of art flow out in between
these dialogues. Even though there are al-
ready many standing sculptures created by
Arman throughout many plazas in Europe
and America, we should still ask ourselves
this question: Can a piece of artwork be
placed in a white elegant space also suit-
able to appear on a chactic city street and
become what is known "Public Art"?

On July 1st, 1892, Taiwan officially promul-
gated a "Cultural Art Subsidize Regulation"”,
Article 9 sub-paragraph (1) to (3)
mentioned: sub-paragraph (1) "Public build-
ing owner shall place artwork to enhance
the beauty of the building and its
surroundings, and it shall not worth less
than one percent of the entire building's
construction fee."; sub-paragraph (2) "If the
owner, manager, or user of a building that

allows accessible to the general public place
artwork within the building that enhances the
beauty of the building and its surroundings
and it worth more than one percent of the
entire building's construction fee, the govern-
ment shall foster the action."; sub-paragraph
(3) "All the government's large public con-
struction projects shall place artwork to en-
hance its surroundings." When the one per-
cent public art work concept has become part
of Taiwan's architecture code, how should we
treat "Public Art"? Is "Public Art" the same as
landscape art or outdoor sculpture? Is it talk-
ing about "Art in the city"? Or is it "Art that
engages the general public" in the city?

If we view public art as using public space to
put art into practical action, then, what is "Pub-
lic Space"? Does "Community Art" include
anything other than sculpture, painting, and
other visible objects? Does "Public Space"
have to be an actual space? Our main source
of media information comes from the images
of television, movies and advertisements; do
we consider this information space as a pub-
lic space?

We have a tendency to hope that "Public Art"
not only allows for art to become public that
the public would become art. However, who
should be responsible for the selection of the
public art that is to "enhance the beauty of
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the building and its surroundings"? Who is
the owner of the public art? Is it the owner
of the building that allows access to the gen-
eral public place? Or the manager? Or the
user? Or the central government? Or the
local government? Or the expert and
scholar? Or the local residents? When we
begin to adopt public art to enhance the
environment of our city, have we ever con-
sidered that public art might become the
very assassin that butcher the beautiful
landscape of our city and become city gar-
bage that is similar to those memorial
sculptures? If a piece of art is really treated
as public art and placed in a public space,
we not only need to consider the visual
quality of the artwork, but we also need to
take its surrounding landscape into
consideration; the size of the space, and
the scale of the artwork in relation to the
space. Moreover, we should take into ac-
count the historical development of the
area, the geographical appearance, as well
as the social humanity. With all these fac-
tors in mind, we then can create dialogues
between the public space and the artwork.

Taiwan Is going to house Arman's final work
"Halt, Look and Listen", which is made with
accumulating railroad crossing signals and
placed at Taiwan's HSR New Zuo-Ying
Station. Arman's works are widely collected
by well-known historic museums and art
museums around the world. The philosophi-
cal meaning of Arman's works, whether ar-
tistically or socially, undoubtedly has set an
example in the history of art. However,
when this example was set up merely from
the aspect of fine art that is leaving the
doors of the enclosed art museum and
heading towards the public system, we still
cannot grant it the special privilege that al-
lows it to go beyond the judaments of the
public territory. Shall we wait and see how
Arman's work will show his usual distinc-
tive expression socialistically and artistically
with this piece of public artwork in Taiwan?
How does the plaza of the Taiwan's HSR
New Zuo-Ying Station, space and its
environment, offer this artwork its artistic
meanings related to the region? We truly
look forward to see the complete installa-
tion of the artwork by this internationally
known artist who was also a profound art-
ist in the history of art to stimulate discus-
sions regarding public art in Taiwan. The
artwork not only relates to the site, the com-
munity and its culture, it is not only artistic,
it is also public and it is the "general
public's" public art. m

[Translated by Georgia Wang|
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