Bunaxeam XamHpux O1o Aukc (2 poekemBpu 1891 - 25 toar 1969) e repmMaHcku
XUBOMUCEL, U FPaduK, U3BECTEH C BE3MUAOCTHUTE CU U CYPOBO PEAAUCTUUHM
1306paxeHnst Ha repmMaHcKoTo 06LLECTBO Npe3 BaimapckaTa penybavka u
6pyTanHoCTTa Ha BolHaTta. Hapea ¢ leopr lpoc 1 Makc BekmaH, Tov e cuuTaH 3a eAvH
OT Hal-BaXKHWTE XyAOXHUUM Ha Neue Sachlichkeit (HoBa obekt1BHOCT).

Mexay 1906 1 1910 unpakyBa npu xyAoxHUKka Kapa CeH 1 3anousa pa pucysa
mbpBwHTe c1 neinsaxu. Mpes 1910 noctbnea B Kunstgewerbeschule B Ape3aeH, cera
AkapemusiTa 3a U3ALWHK U3KYCTBA, KbAETO Pryapa [yp e cpea HerosuTte yuuteau. Mo-
roarsimarta yacT OT paHHWUTE TBOPOU Ha AMKC ca Neirsaxu U NopTPETH, HanpaBeHW B
peanrcTyYeH MaHuep, KOMTO NO-KbCHO MPEMUHA KbM EKCNPECUOHU3bM.

Korato u3byxsa MbpBaTa cBETOBHA BOMHa, AMKC AOBPOBOAHO CE NPUCHEAUHABA
KbM HeMcKaTa apMusi. HazHaueH e B MOAeBU apTUAEPUICKM NOAK B Ape3aeH. Mpes
eceHTa Ha 1915 Toi e Ha3HaueH 3a NoAodULIEP HA KapTeyHULa Ha 3anapHus

®POHT 1 yuacTBa B 6uTKaTa npu Coma. Mpe3 HoemBpu 1917 HErOBOTO 3BEHO €
npexBbpAeHO Ha M3TouHUs GPOHT A0 Kpasi Ha BOEHHWTE AencTBUSA ¢ Pycus, a npes
deBpyapy 1918 e pasnonoxeHo BbB OraHapus. 06paTHO Ha 3anapHWs GPOHT, TOM
ce 61e B repMaHckaTa npoAeTHa odaHauBa. Meuenn XKeneseH KpbCeT (BTopa CTeneH)
M AOCTUra paHr Ha cepxaHT. [1pe3 aBrycT cbllaTta roAnHa € paHeH B LWWATa U MaAKo
CAEA TOBa B3WMa ypoLM 3a NMAOTHO 0byueHme. YuacTsa B Fliegerabwehr-Kurs (,Kypc
no NUAOTUPaHe*) U CAeA NpeMUHaBaHe Ha MEAUMLMHCKUTE TECTOBE € NPEXBbPAEH B
aBuaLMOHHO-3aMecTUTeAHKS oTaeA Schneidemihl B Mo3eH. YBOAHEH € OT cayxba Ha
22 pekemspun 1918.

AVIKC € CUAHO 3acerHar oT yxacuTe Ha BoiHaTa. Tol NpeACTaBs CBOUTE TPaBMaTUYHK
NPeXvBSABaHUA B MHOIO NOCAEABALLM NMPOU3BEAEHUS, BKAKOUUTEAHO NOPTHOAMO

oT neTaeceT opopra, HapeueHu Der Krieg (BoHata), nybankyBaHo npe3 1924.
BnocaeacTBHE TOV OTHOBO Ce N030BaBa Ha BOWHaTa BbB ,BOEHHUAT TPUNTUX®,
pucyBaH ot 1929-1932.

B kpas Ha 1918 AuKc ce 3aBpblua B [epa, HO Ha CAeABaLLATa rOAMHa ce MpemMecTBa
B Ape3aeH, kbaeTo yun B Hochschule fir Bildende Kiinste. Toi ctaBa ocHoBaTeA

Ha rpynata Ha Ape3AeHCKUs ceuecuoH npes 1919, B nepuoa, korato paborata My
npemMuHaBa Npe3 ekcnpecuMoHnUcTYHa dasa. MNpes 1920, nosansaH oT Aaaa, 3anoysa
Aa BKAKOUYBA EAEMEHTU Ha KOAAX B CBOWTE MPOU3BEAEHMUS.

Mpes cbLiata roaMHa yyactBa B U3AOXKEHWETO Ha HEMCKWUTE EKCMPECUOHWUCTU B
Aapmuiart.

Oto Aukc / Otto Dix

Toter Sappenposten / Dead
Sapper at his Post / MbpTbB
canbop Ha nocra cu

1924

19,8 x 14,7
© (Otto Dix) VG Bil
Bonn

Wilhelm Heinrich Otto Dix (2 December 1891 - 25 July 1969) was a German painter

and printmaker, noted for his ruthless and harshly realistic depictions of German society

during the Weimar Republic and the brutality of war. Along with George Grosz and Max
Beckmann, he is widely considered one of the most important artists of the Neue
Sachlichkeit (New Sobriety).

Between 1906 and 1910, he served an apprenticeship with painter Carl Senff, and be
painting his first landscapes. In 1910, he entered the Kunstgewerbeschule in Dresden

now the Dresden Academy of Fine Arts, where Richard Guhr was among his teachers. The
majority of Dix’s early works concentrated on landscapes and portraits which were done in

a stylized realism that later shifted to expressionism.

When the First World War erupted, Dix volunteered for the German Army. He was assig|
to a field artillery regiment in Dresden. In the autumn of 1915 he was assigned as

a non-commissioned officer of a machine-gun unit on the Western front and took part

in the Battle of the Somme. In November 1917, his unit was transferred to the Eastern
front until the end of hostilities with Russia, and in February 1918 he was stationed in
Flanders. Back on the western front, he fought in the German Spring Offensive. He ear
the Iron Cross (second class) and reached the rank of vizefeldwebel. In August of that

year he was wounded in the neck, and shortly after he took pilot training lessons. He

took part in a Fliegerabwehr-Kurs (“Defense Pilot Course”) in Tongern, was promoted to
Vizefeldwebel and after passing the medical tests transferred to Aviation Replacement
Unit Schneidemuhl in Posen. He was discharged from service on 22 December 1918 and

was home for Christmas.
Dix was profoundly affected by the sights of the war. He represented his traumatic
experiences in many subsequent works, including a portfolio of fifty etchings called De

Krieg, published in 1924. Subsequently, he referred again to the war in The War Triptych,

painted from 1929-1932.

At the end of 1918 Dix returned to Gera, but the next year he moved to Dresden, where
he studied at the Hochschule fur Bildende Klnste. He became a founder of the Dresden

Odoprt / etching opus VI,

MNpe3 1924 ce npucbeanHABa KbM bepAMHCKMA ceLecroH; No ToBa BpeMe pa3BuBa
BCE MO-PeaAUCTUUEH CTUA Ha pucyBaHe. Heroata kapTuHa ot 1923 ,0kon”,
n306pasnBalla pas3yAeHEeHU U Pa3AOXEHU TeAa HA BOMHWUM CAeA BUTKa, NpeAn3BuKa
TakbB pypop, ve MmyseaT Yonpad-Puxapu, pasnonara kaptuHaTta 3aa 3aBeca. lNpes
1925 ToraBalLHUAT KMET Ha KboAH KoHpaa AaeHayep OTMEHS 3aKynyBaHEeTO Ha
KapTMHaTa U NPUHYXAABa AMPEKTOPa Ha My3es Aa MOAAAE OCTaBKa.

B pabotute cv OTO AMKC € UBKAKOUUTEAHO KPUTUYEH KbM CbBPEMEHHOTO HEMCKO
o6LLectBo. Toi 06pblia BHUMaHWe Ha MpadyHaTa CTpaHa Ha XMBOTa, U306passiBarikv
NPOCTUTYLMSATA, HACUMAMETO, CTAapOCTTa U CMbPTTa. B €AHO OT MAaAKOTO CU U3SIBAEHUS,
nybAMkyBaHo npe3 1927, Aukc 3anBsBa: ,006eKTbT e Boaell v popmaTa e
WHCNUpUpaHa oT Hero*“.

Korato HauucTuTe MABaT Ha BAAcCT B [epmMaHus, Te cumtat AMKC 3a ynaabyeH
XYAOXHUK U O YBOAHSIBAT OT NOCTa My Ha YYMTeA Mo U3KYCTBO B Ape3seHcKaTa
akapemus. KaptuHute ,,0konst” v ,BoEHHU MHBAAMAM® Ca UBNOXKEHM B
crnoHcopupaHata oT AbpXaBaTa M3noxba 3a ,M3POAEHO" M3KYCTBO B MIOHXEH Npe3
1937. No-kbcHo TBOpbaTa ,BoeHHW MHBaAnAM® e u3ropeHa.

AVKC, KaTo BCUUKM APYTY NPaKTUKyBaLLM XYAOXKHWLM, € MPUHYAEH Ad CE NPUCHbEANHU
KbM Kamapara Ha U3ALLHUTE M3KYCTBa Ha HaLMCTKOTO npaBuUTeAcTBO (Reichskammer
der bildenden Kienste), noapasaeneHme Ha MMHUCTEPCTBOTO Ha KyATypaTa Ha
Ibobenc (Reichskulturkammer). YAEHCTBOTO € 3aAbAXKMTEAHO 3@ BCUUKM XYAOXKHMLIM
B Paixa. AvKkc TpsbBa pa obeluae pAa pycyBa camo 6e306MaHK neridaxu. Bee nak
TOV pUCyBa €AHa aneropuyHa KapTuHa, KOSITO KPUTUKYBa HaLMCTKUTE MAEaAW.
HeroBute pereHepatvBHU KapTUHK ca OTKpWUTH Npe3 2012 r. cpea 1500-Te naaTHa,
CKPUTH OT TbProBeL, Ha U3KYCTBO U HEFOBUS CHH.

Mpe3 1939 r. e apecTyBaH No 06BUHEHME, UYe € y4acTBaA B 3aroBOp CpeLLy XUTAep,
HO MO-KbCHO € 0CBOBOAEH.

Mo Bpeme Ha BropaTta cBeToBHa BOMHa AMKC € 3anucaH BbB Volkssturm
(HaumoHanHa muanums). TR e 3aA0BEH OT PPEHCKUTE BOMCKM B Kpasi Ha BOMHATa U
ocBobopeH npes dpespyapu 1946 T.

B kpalHa cmeTka AMKC ce 3aBpblia B ApPe3AeH 1 ocTaBa TaM A0 1966 1. Caep
BOVHaTa NOBEYETO OT KAPTUHWUTE MY Ca PEAUTMO3HW aAeropUn UAW U306PaXEHUs

Ha CAEABOEHHU CTpapaHus, BKAOUMTEAHO HeroBaTta ,Ecce homo* ot 1948 . B

TO3M Neprop AMKC NpUaobK1Ba NpU3HaHUE U B ABETE YacTW Ha ToraBa pa3peneHata
fepmaHus.
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Secession group in 1919, during a period when his work was passing through an expressi
onist phase. In 1920, he met George Grosz and, influenced by Dada, began incorporating

collage elements into his works, some of which he exhibited in the first Dada Fair in Berlin.

He also participated in the German Expressionists exhibition in Darmstadt that year.

In 1924, he joined the Berlin Secession; by this time he was developing an increasingly
realistic style of painting that used thin glazes of oil paint over a tempera underpainting,

in the manner of the old masters. His 1923 painting The Trench, which depicted
dismembered and decomposed bodies of soldiers after a battle, caused such a furore
the Wallraf-Richartz Museumhid the painting behind a curtain. In 1925 the then-mayo
of Cologne, Konrad Adenauer, cancelled the purchase of the painting and forced the
director of the museum to resign.

Dix was a contributor to the Neue Sachlichkeit exhibition in Mannheim in 1925, which
featured works by George Grosz, Max Beckmann, Heinrich Maria Davringhausen, Karl
Hubbuch, Rudolf Schlichter, Georg Scholz and many others. Dix’s work, like that of Gro
his friend and fellow veteran—was extremely critical of contemporary German society
and often dwelled on the act of Lustmord, or sexualized murder. He drew attention to t

bleaker side of life, unsparingly depicting prostitution, violence, old age and death. In one

of his few statements, published in 1927, Dix declared, “The object is primary and the
form is shaped by the object.”
When the Nazis came to power in Germany, they regarded Dix as a degenerate artist a

had him sacked from his post as an art teacher at the Dresden Academy. He later moved

to Lake Constance in the southwest of Germany. Dix's paintings The Trench and War
Cripples were exhibited in the state-sponsored Munich 1937 exhibition of degenerate
art, Entartete Kunst. War Cripples was later burned.

Dix, like all other practising artists, was forced to join the Nazi government’s Reich

Chamber of Fine Arts (Reichskammer der bildenden Kuenste), a subdivision of Goebbels’

Cultural Ministry (Reichskulturkammer). Membership was mandatory for all artists
in the Reich. Dix had to promise to paint only inoffensive landscapes. He still painted
an occasional allegorical painting that criticized Nazi ideals. His paintings that were

considered “degenerate” were discovered among the 1500+ paintings hidden away by an

art dealer and his son in 2012.

In 1939 he was arrested on the trumped-up charge of being involved in a plot against
Hitler, but was later released.

During World War |l, Dix was conscripted into the Volkssturm. He was captured by Fren
troops at the end of the war and released in February 1946.

Dix eventually returned to Dresden and remained there until 1966. After the war most
of his paintings were religious allegories or depictions of post-war suffering, including
his 1948 Ecce homo with self-likeness behind barbed wire. In this period, Dix gained
recognition in both parts of the then-divided Germany.
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AHTOHU PaiikeKkoB. MaHAaeMWUYHa 3ByKoBa kapTa, 2020
MHTEpaKTMBHa MHCTaAaLMA

Mosed Boiic / Joseph Beuys. Enterprise / Enterprise / HaunnaHue, 1973

Tupax / Auflage 12/24

LinHkoBa kyTtus, potorpadusa u poroanapar ¢ uAL, / Zinc box, photograph and camera with felt

40x30x 16
© VG Bild-Kunst, Bonn

lepxapa Puxtep / Gerhard Richter

Onkel Rudi / Uncle Rudi / Ynuo Pyan

2000

Lnbaxpom / Cibachrome

87 x50

Photo: Friedrich Rosenstiel, © Gerhard Richter

XaHHa Xbox / Hannah Hoch
Traumnacht / Dream night / MeuTtaHa HoLw,
1943-46

Konax / Collage

26,6 x 26,8

© VG Bild-Kunst, Bonn

www.rayzhekov.com

cTomaHa, 186 npeBKALOUBaTEAS], MMHU-KOMMNIOTBP, EAEKTPOHWUKA, CTEPEO BUCOKOroBOpHUTEAU, cCodTyep, 200 x 100 x 10

MHTepaKTMBHaTa MHcTanaums ,MaHAeMUUHa 3ByKOBa kapTa“ TpaHCGOPMUPa CTaTUCTUUECKU
AAHHU 3a pasnpocTpaHeHuneTo Ha Bupyca SARS COVID-19 B 3Byk MOCPEACTBOM MpoLeca Ha

,COHUDUKALMA®, KOUTO U3NOA3BA BPOA HAa EXEAHEBHUTE UHOEKLMU, TPYNUPAHU MO AbpPXaBM.

MHcTanaumsiTa No3BOASIBA NPOU3BOAEH BPOW OT 3acerHaTuTe AbpXaBu Aa 6bAAT , BKAHOUEHK"
WUAU ,UBKAKOYEHUW " MHTEPAKTUBHO C NoMoLTa Ha 186 npeBKAIOUBATENS, PA3NOAOXKEHMU Ha

ch

MeTaAHa NOAUTUYECKA KapTa Ha cBeTa. [pomMeHsLaTa ce KOAEKTUBHA 3BYKOBa KapTuHa

0TpasfBa PasAMUHUTE NOAXOAU, KOHTPOA UAU AMMNCATA Ha TakbB, Mallabda, pa3npocTpaHeHUeTo
M TEKYLLMTE OrHMLLA Ha BUpYCHaTa MHPeKUMS. Cb3paBaHETO Ha MHCTaAALMATa € NPOBOKMPAHO
OT Bb3AEWCTBMETO Ha NAHAEMMUSATA, KOSITO NOYTU ,U3KAIOUM“ CBETOBHATA MKOHOMMKKA U
npeaAn3BuKa Kpmnsa Ha COLUMaAHO, MOAUTUYECKO U KYATYPHO HUBO

MpoeKTLT € peannsupaH ¢ duHaHcoBaTa noakpena Ha poHaaumna DA LAB 1 [boTe-MHCTUTYT BbArapus.

MNonTep Okep / Giinther Uecker. WeiRe Tranen /
White Tears / bean cbasun, 1992

Bana Temnepa, AeH, abpeo / White distemper, linen,
wood. © VG Bild-Kunst, Bonn

Antoni Rayzhekov

Pandemic Sound Map, 2020

interactive installation

steel, 186 circuit breakers, mini-computer, electronics, stereo speakers, custom
software, 200 x 100 x 10

The interactive installation “Pandemic Sound Map” transforms
statistical data about the spread of the SARS COVID-19 virus
into sound, through the process of “sonification”, based on the
number of daily infections, grouped country. The installation
allows any number of the affected countries to be “switched on”
or “switched off” interactively using 186 circuit breakers located
on a metal political map of the world. The changing collective
sound picture reflects the different approaches, the (lack of)
control, the scale, distribution and current outbreaks of the
virus infections. The creation of the installation was provoked

by the impact of the pandemic, which almost “switched off” the
world economy and caused a crisis on a social, political and
cultural level.

The project was implemented with the financial support of the DA LAB Foundation
and the Goethe-Institut Bulgarien.
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N3nox6a Ha ifa (HCTUTYT 32 MexayHapoaHW OTHOLLEHWS Ha [epMaHKs)
B CbTPYAHWYEeCTBO ¢ ranepus CTpyKTypa u [boTe-nHCTUTYT Bbarapus
An exhibition by ifa (Institut fir Auslandsbeziehungen)

in collaboration with Structura Gallery and Goethe-Institut Bulgarien

Bpeme Ha npoMeHK, BpeMe 3a peaxLimm

3alllo epHa ranepusi 3a CbBPEMEHHO M3KYCTBO OM ce 3aMHTEpPECYBana Aa NOKa3Ba BOEHHU rpadurku

o1 20-Te rOAMHW Ha MUHaAUA BEK?

OTroBOPBT U3MAEXAS BCE MO-ICEH BbB BpeMe Ha COLUMAAHO HanpexeHue, NoAUTuYeckn 6opbu 1 naHAemMuUS.
BpyTanHata UCTUHHOCT B TBOPOUTE Ha OTO AMKC, HETLPMALLUMAT UHAUDEPEHTHOCT NOYEPK, FPOTECKHWUTE 06pa3H,
KOWUTO HU KapaT Aa NPEeXUBEEM yXacuTe Ha BoHaTa 6e3 Aa CMe HENHW CBUAETEAM, T NPEBPBLLAT B EAHA
MocTosiHHA anapma. M 1a He 3acsira camMo GPOHTOBUTE AEICTBUS, HO BCUUKM HE3YMUA HA CbBPEMEHHKSA CBAT,
KOWTO HE3ABUCUMO OT HaTPynaHUA UCTOPUYECKU ONUT MPOABAXABAT A CE CAy4YBaT.

KbM cepusaTta Ha OTo AMKC ,BoiHaTa“ pobaBaMeE OLLE HAKOAKO NPOU3BEAEHUA Ha 3aDEAeXUTEAHN TePMaHCKU
XYAOXHWLM, KOUTO He OCTaBaT PaBHOAYLLIHM KbM CAYYBALLOTO Ce Mo cBeTa: XaHa Xbox, Mosed Boiic,

MoHTep KOKep 1 lepxapa Puxtep.

3a pa NpUbAMXUM BpeMETOo, B U3AOXDOaTa e BKAtoueHa U TBopbaTa Ha AHTOHU PalixekoB ,laHAeMUYHa
3ByKoBa kapta“, 2020, BAbXHOBEHa OT CUTyauuMaTa OKOAO KOPOHaBUPYCa U Bb3MOXHUTE MaHWUMyAALMK,
CBbP3aHM C rpaxAaHCKMUTE CBOOOAM.

Mapus Bacunesa

Time of Change, Time to React

Why would a gallery of contemporary art take an interest in displaying military-themed etchings from the
second decade of the 20" century?

The answer seems more and more obvious in the current times of social tension, political unrest and
pandemics. The brutal truthfulness in the works of Otto Dix, the artistic approach that leaves no one
indifferent, the grotesque images making us experience the horrors of war without being exposed to it, turn
these works into a permanent alarm call. A reminder not only of the fierce clashes on the frontline, but also of
all aberrations of the modern world, which keep on happening despite our cumulative historical experience.
We decided to supplement Otto Dix’s series Der Krieg (The War) with a small selection of works by other
outstanding German artists, who have always kept their finger on the pulse of society: Hannah Héch, Joseph
Beuys, Gunther Uecker and Gerhard Richter.
To give it all a more contemporary flavor, the
show will also feature Antoni Rayzhekov's
piece Pandemic sound card, 2020, inspired
by the Coronavirus situation and the possible
manipulations threatening our civil freedoms.

Maria Vassileva

Oto Aukc / Otto Dix

Totentanz anno 17 (H6he Toter Mann) / Dance of Death, Anno
Domini 17 (Dead Man s Hill) / TaHL Ha cMbpTTa, roanHa 17
(XbAMBT Ha MbpTBELA)

1924

Odopr / etching opus VI, 24,5 x 30

© (Otto Dix) VG Bild-Kunst, Bonn

Mo3ed Boiic / Joseph Beuys

... mit Braunkreuz /... with brown cross/...c kadsB KpbCT

1966

Tupax / Auflage: 26

N\eHeHa KyTWsi, ABE CLIEHWUYHW NMUECU, NOAOBUH GUALIOB KPbCT

1 NOANMCaHa PUCYHKa C ABa kadsaBM KpbCeTa /Linen box, two
stage-plays, halved felt cross and signed drawing with two brown
crosses

47 x49x 3

© VG Bild-Kunst, Bonn

Oto Aukc / Otto Dix

Soldatengrab zwischen den Linien / Soldier “s Grave between the
Lines / BOMHWLWKKM rpob MexAy GPOHTOBUTE AUHUM

1924

Odopr / etching opus VI, 19,3 x 28,9

© (Otto Dix) VG Bild-Kunst, Bonn

27 oxktomBpy - 9 pekemepu 2020 / October 27 - December 9, 2020

N3KYCTBO U TTOJTUTUKA
- KOHOPOHTALNI 1 CoXXNTESICTBA

Oto Hukc, XaHa Xbox, I7Io3ec|> Boic, [toHTep tOkep, [epxapa Puxtep, AHTOHM Paimxexos
Otto Dix, Hannah Hoch, Ginther Uecker, Joseph Beuys, Gerhard Richter, Antoni Rayzhekov

ART AND POLITICS - CONFRONTATIONS AND COEXISTENCE
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~MNMa Hella, KOUTO He ce HYXXAQAT OT KOMEHTap.

AencTBusiTa BUHArK roBOPAT NO-CUAHO OT AyMUTE.

A3 CbM YOBEK Ha BM3YaAHOTO, HE GUAOCOD.

HesaBrcumo oT ToBa, B TBOPOUTE CM BUHArK 3aemam nosuuums,
nokasBaMkK1 UCTMHaTa, NOKa3BaWkn KakBo TpabBa aAa Gbae
M3PEYEHo B MMETO Ha UCTMHaTa.”

OT0 AMKC

KoraTo TpaBmuTe OT [TbpBaTa CBETOBHA BOMHA NMPUKAIOYBAT, BHE3AMHO OXMBABAT XUTENCKUTE YAOBOACTBUSA
- MPEeAU BCMUKO 32 MbXETE U XEHUTE, KOWUTO Ce 3aBPbLLAT, U 3@ BOMHWULMTE OT GPOHTA, U3BAraAn OT XMBUS
aA Ha 60HOoTO noAe. CAep KaTo OLeAsiBaT Hamnyk Ha BCUMUYKO, HAcTbNBa BpeMe Aa KOMMNEHCUPAT U3NUTaHusTa
N AULLEHWATA OT UBMUHAAWTE TOAMHU. MHAAUMATA U MbPBOHAYAAHWUAT NEPUOA Ha CAABOEHHA 6eAHOCT
OTCTbMBA MACTO HA8 UKOHOMMUYECKUSI PACTEX U BbMPEKU BLTPELLHOTO NMOAUTUUYECKO pa3AeAEeHWNE U KAGCOBUS
KOHOAMKT cera AOpU B repMaHCKWTE rpapoBe U No-cneunanHo B bepanH xaxaaTa 3a 3abaBAeHWe HapacTBa.
Camust OTo AMKC € OLEAsiA OT BpyTaAHOCTTa Ha OKOMHaTa BOMHA M AECET FOAMHU CAeA 3aBPbLUAHETO CU
pucyBa TpunTuxa cu ,fpap” (GroBstadt). 3anouHat B bepAnH npe3 1927 r. u 3aBbpLUEH B Ape3AeH npes
1928 1., AHEC € HaW-BaXKHUSIT BU3yaAeH 3anuc Ha ABaAECETTEe TOAMHM, Ha TE3U ,3AaTHU®, ,KPELLALLM
ABaAECET rOAMHK®, ONUCBaHMU Taka, 3apaAu CUAHUTE KOHTPACTU. Ta3n KapTMHa, HanperHara, u3pasuTesHa

n owe no-edeKTHa 3a ToBa, Ye € NoA dopmaTta Ha CPEAHOBEKOBHO OATAPHO MPOU3BEAEHME OT TPU YaCTH,
Xapaktepusupa NPOTMBOPEUMBOCTTa Ha BPeMeTo. Ta nokassa b6orato pazHoobpasue oT MHAMBUAYaAAHHM
HabAIOAEHMSA, BNAETEHM KaKTO B CTUAQ, TakKa M B TEXHWKAaTa. LIeHTPaAHWAT NaHeA € NOCBETEH Ha LIMKO3HOTO
06LLEeCTBO, Ha CNeYeAnAnTe OT BoMHaTa, Ha KOHTpabaHAMCTUTE, 3abaBASBaHM OT LUYMHa AXa3 rpyna,
nyAcvpalla B putbMa, BHeceH Hackopo ot CALLL. (Camust Amkc obrya pa TaHUyBa B 0COOEHO MOMNYASIPHOTO
no ToBa Bpeme 3aBepeHue ,LLumun“, B pesyataT Ha KOeTo NpusiTeAnuTe My 3anoysaTt Aa ro Hapuuat AKumu
nAM AKMM.) ABaTa CTpaHWUHK NaHeAa Ha ,[paa” nokasBaT daALiMBU OAACHLUM U MU3EPUS, MPOCTUTYTKU U
ocakaTeHu oT BovHaTta. LLlo ce oTHaca A0 AMYHOTO HabAoAeHMe, AMKC pa3kasBa HanpuMep 3a YOBeEKa C
amMnyTMpaHusa KpamHWK BbPXy AECHUS NaHeA, KOroTo TOM CaMMAT € BUASIA Aa CeAM Ha KypdropcTeHAaM, Kato
6Aaropapy Ha MMHyBauuWTe 3a TAXHATAa MUAOCTUHA C BOEHEH No3apaB. bruorpadsr Ha Anke OTo KoH3eAmaH
TYK NpaBu npenpaTtka kbM 6ubaeiickata nctopusa 3a ,6oratalla 1 npocsika Nasap.” »

s1here are things which do not need comment.
Actions have always spoken louder for me than words.
| am a visual being, not a philosopher.
Therefore | always take a stand in my pictures,
showing what is, showing what must be told
for the sake of the truth”

Otto Dix

\Nhen the traumas of the First World War were over, life’s pleasures suddenly beckoned - above all to the
men and women who had come back, and to the front-line soldiers who had escaped the living hell of the
battlefield. Having survived against all the odds, it was now time to make up for the ordeals and deprivations
of the past years. Inflation and the initial period of post-war poverty had given way to economic growth and,
despite internal political division and class conflict, now even in German cities and particularly in Berlin
there was an increasing thirst for entertainment. Otto Dix was himself a survivor of the brutality of trench
warfare and, ten years after his return, was to paint his triptych City (‘Grof3stadt’). Begun in Berlin in 1927
and finished in Dresden in 1928 it is today our most important visual record of the twenties, those ‘golden’
‘roaring twenties’, typified as they were by the harshest of contrasts. This painting, tense, expressive and all
the more effective for being in the form of a medieval three-part altar piece, characterises the ambivalence
of Dix’s time. It shows a rich variety of individual observations carried out both in the style and technique

- glaze painting - of the old masters. The central panel is given over to chic society, the profiteers of war, the
blackmarketeers and others who have landed on their feet, being entertained by a noisy jazz band, pulsing
to the rhythms recently imported from the United States. (Dix himself loved to dance, in particular the then
popular Shimmy, with the result that his friends took to calling him Jimmy or Jim.) The two side panels of City
show fake glitter and misery, prostitutes dolled up to a greater or lesser extent and the pathetic cripples of
war. As far as individual observation is concerned, Dix told me, for example, about the amputee on the right-
hand panel, whom he had himself seen sitting on the Kurflrstendamm, thanking passers-by for their alms
with a military salute. Dix’s biographer Otto Conzelmann makes an apposite reference here to the biblical
story of ‘the rich man and the beggar Lazarus.” »



Bbnpeku mbpBoHaYaAHWTE GUHAHCOBU 3aTPyAHEHWA, ABAAECETTE TOAMHU Ca 0COBEHO MOA3OTBOPEH NEPUOA
Ha TBOpYecKa AeMHOCT 3a AMKC. B AombAHEHME KbM 60raTtcTBOTO OT U3KAKOUMTEAHU KAPTUHM, IBaLLIOBE U
aKBapeAu, TOM 3aBbplLLBa OFPOMHO KOAMYECTBO rpadurKku, YUATO KyAMUHaUMSA e cepusita ,BonHa“ (Der Krieg).
EAeMeHTUTE Ha pUCyHKaTa — AUHUS, KOHTYP U GUKCUPaHUTE GOPMMU, KOUTO TE M3rPaxAaT, UrpasT OCHOBHA
poAS B TBOPYECTBOTO Ha AMKC. PUcyHKaTa e B OCHOBaTa Ha BCUMUYKWM HETOBW KapTUHM, MOPTPETH, NEN3axK

N UBKAKOYUTEAHUTE MY GUIYPAAHU KOMMO3WULIMK; B TEMATUYHUTE CKULIM, B UBCAEABAHUATA Ha AeTaNAWUTE U
Hakpas B MOATOTBUTEAHUTE KapPTOHW, NPEXBbPAEHU B Mallab 1:1 Bbpxy NAaTHOTO.

* * *

“Der Kreig” - BoviHa

3a AMKC HAMa U3MbKBaHe OT BOMHaTa, AOPU B NpUATHUA Atocennopd; NpobAeMBT He e paspelleH HuTo B War
Cripples (,,BoeHHU nHBannan®), HuTO B Soldier’s Grave (,[pobbT Ha BOMHWKa) NpuU UAAaTa UM YHUKAAHOCT.
Tol roBopu 3a TOBa NO-KbCHO: ,Taka e — Korato CU MAaA, He OCb3HaBall, MPOCTO HE OCb3HABALL KOAKO
AbABOKO cU1 3acerHart. [oAMHKW Hapepa, NoOHe AECET FOAMHK, CbHYBax CbHMLLUA, B KOUTO TPsiBBalle Aa MbA3S Npe3
paspyLleHH KbllM, NPOBMBaNKK CU MT NPE3 MPOXOAU, KOUTO He BAXa AOCTATbUYHO LUMPOKU. PyMHUTE BEYHO
6s1xa B CbHULLATA MKU. He ue Ta3n kapTMHa belle 1U3XoA 3a MeH.“

AVMKC TbPCH HAUMHM KaK Aa Ce 0CBOOOAM OT KOLLIMapKTE U T HaMKupa B opopTa, KOWTO My NO3BOASIBa

LUMPOK, CEPUEH NOAXOA KbM TEMaTa 3a BOMHaTa. YCbBbPLUEHCTBAA TexHWKaTa npu Buaxeam Xepbepxoal, B
AenaptameHTa no rpaduka Ha Arocerpopdckata akapemMus, cera Ton ce 3anaBn 3a paboTa ¢ HeBepPOATHA
KOHLiEHTpauus. B pamkuTe Ha LecT Mecela, Mexay eceHTa Ha 1923 1 npoaeTTa Ha 1924, Toi cb3paBa 50
rpaduku, 3anouBaku B Arocenpopd U npoabaxaBarikn B CerHT foap am PelH 1 B 3air B YepHaTa ropa
(Weapugana). OtneuataHu ca B bepanH ot O. ®en3uHr u nybankyBaHu npe3 1924 ot Kapa HuepeHpopd kato
net nopTdoAmna, BCAKO C MO AeCET rpadmku, B TMpax ot 70.

AVMKC 13BbpPLLBaA 3HaUYUTEAHA MOArOTBUTEAHA paboTa noa dopmaTta Ha PUCYHKM, HO TOBA, KOETO NpPaBK

Ha camusa GPOHT He € AOCTATbUYHO M 3aTOBa MOBEYETO Hellla TpsibBa Aa 6bAAT Bb3CTaHOBEHM MO NaMeT.
Pe3yATaTtsT OT TOBa apTUCTMUHO YCUAME MOXE Aa Ce CpaBHU ¢ paboTute Ha oa OT UMKbAa ,YXXacuTe Ha
BoMHaTta“ (1810-1820), kouto AMKC No3HasBa 1 nounta. HAamMa cbMHeHue, ue ,BolHa" cbabpXa eAHU oT
HaW-CUAHWUTE MPOU3BEAEHMA HA XyAOXHMKa 3aeAHO ¢ ,[pobbT Ha BOMHMKa“ oT 1923. C KMapoCKypoTo Ha
MaWCTOPCKM OBAaASIHATa akBaTWMHTa, AMKC M3MOA3Ba TaAaHTa CH, 3@ Aa 3aCUAW 3HAYEHUETO Ha obpa3suTe,
NnpeACTaBANKK NpoLeca Ha BoMHaTa ¢ Tpe3B peaAn3bM 6e3 eKBUBAAEHT B CBETa Ha M3KYyCTBOTO. AOKaTo B
KyOUCTUUYHO-DYTYPUCTUUHKUTE PUCYHKM Ha AMKC OT neproaa Ha lMbpBaTa CBETOBHA BOMHa YoBellkaTta durypa
YecTo e NO-MaAKO 3HauMMa OT 3a0OMKaAALLMS Nen3ax, B Te3N rpadrKkm YOBEKLT MMa LeHTpaAHa poas. C
HeHaAMMHaTa AMPEKTHOCT, POAEHA OT CaMMs eKCnepuMeHT, AMKC HM COAbCKBa C YoBeLlKaTa durypa BbB
dopmaTa Ha nyLeyHo Meco Ha NpeaHaTa AMHUA: MPecAeABaHa, paHeHa, NoAyAaAa, MbpTBa, obraseHa.

M He U3KAKOUBA M rpaXXAaHCKOTO HaCeAeHUe, KOETO CblLIO € 3aCerHaTo, KaTto NokasBsa XepTBuTte B pabotu
kaTo: Lens Is Bombed (,\eHc e BombaHanpaH*) u House Destroyed by Air bombs (,Kbluu, paspyLueHm ot
Bb3AYyLIHM 6ombK“). OcobeHO LWoKMpalla B Ta3n NOcoka e rpadukara ,Aypata ot St. Marie-a-Py“ ¢ MbpTBOTO
AeTe. 3a epHa cBosl paboTa AMKC M3NoA3Ba Ha3BaHueTo Dance of Death, Anno Domoni 17 (,TaHL Ha
CMBbpPTTa, roaMHa 17). Bboblue usnaTa cepusi € eAnH AbAb, YXacaBall, TaHL, Ha CMbpPTTa.

B opoptute Ha AMKC GPOHTOBUAT BOMHUK € NPeACTaBeH KaTo abCOAOTHO aHOHMMEH, HecnocobeH Aa
OCMMWCAM CUTyaLMsATa OT HeroBaTa repHa ToUka B KaATa Ha OKOMUTE — C AUTepaTypHU Napanenr B Le

Feu (,OrbHAT“) oT Bapbtoc 1 Im Westen nichts Neues (,Ha 3anapHua GpoHT HULLLO HOBO“) Ha Pemapk.

B ToBa oTHOLIEHWE paboTaTta Ha AUKC Ce OTAMYaBa OT Ta3u Ha 05, KOATO € HacoUYeHa KOHKPETHO

KbM 0CBODOXAABAHETO Ha UCMAHLMTE OT OKYMaLUMOHHWUTE GPEHCKU CUAM, YMATO BpyTanHa BOWMCKa €
pasno3HaBaema Mo HEYKPOTUMMKTE CU AEUCTBUA U YHUPOPMUTE. AUKC HE Ce 3aHMMaBa C KOHKPETHU

BbMPOCKU Ha BOWMHATAa, a CbC camaTa BoiHa. ToBa, No koeto AUKC U [0s1 CU NpUAMYAT, € AUYHUAT OMNMUT,
aBTEHTMUYHOCTTa B paborata UM: eAHO 3aranaBue Ha AMKC raacu ,,BUaaHo no cknoHoBeTe B Knepu-ctop-Com”
(Gesehen am Steilhang von Clery-sur-Somme) pokaTto B ,YxacuTe Ha BonHata“ (Desastres de la Guerra) los
BKAOUBa TBOp6a cbe 3arnasue Yo lo vi (,Buasax ro“). Odoptute Ha AMKC, ONMpPanKK ce Ha COBCTBEHUTE MY
npexuBsaBaHuA, TpA6Ba Aa HANOMHSAT Ha CbBPEMEHHULIMTE MY, CMEAO 1 Be3 yBbpTaHUs, YoBeLLKaTa MU3epusa

W AerpapaumaTta, NPUChLLM Ha BOMHaTa. Ho npeaynpexAeHWeTo B TOBa NPOM3BEAEHUE Ha U3KYCTBOTO
HaAXMBSIBA CbBPEMEHHULMTE Ha AMKC, TbIM KATO € HEMPEXOAHO B MOCTOSIHHATa CU aKTyaAHOCT. KoraTto naamaa
3a MbPBU MbT, Ta3n cepusa 0GoPTU NpeAr3BUKa HEOBMUAHO MHTEH3UBHM peakuun, Cbbyxaa MHTEPEC U
neyeAr CNoOHTaHHO 0pA0DpPEHME NO MeCTa, KbAETO TOBa MMa 3HadeHue. Buan Boadpaa nulie no ToBa BpeMe:
»HAMa Kak pa nsbsirame ot orpomMHaTta HENOCPEACTBEHOCT Ha Tasu cepust 0GOPTH... Kak brxa U3rAexaann Ha
CTeHUTe Ha BCAKO yunanlue! ToBa e memopuran!“ U dpeHckuat nucaten AHpu bapbroc n3passBa MHEHUETO
CW, KoraTto BUXAA n3paHMeTo oT 1924 r. ¢ 24 odceTHM oTneyaTbka OT OPUTMHAAHUTE 0POPTH 33 BOMHATA.
+XYAOXHMKBT, Cb3AaAA TE3M 00pa3u Ha yxaca, 3TPbrBanKK M1 OT CbPLIETO M OT YMa CU U NOCTaBANKKU v Npea
Hac, caM e NpeMUHaA Npe3 Hal-AbABOKKTE NPOoNacTi Ha BOMHaTa. HanucTMHa cTpaxoTeH TBOPEL, HaLLUUAT
npuatea 1 6pat 0To AMKC, Cb3aaBa yXacsaBally NPob6AACHLM OT anoKaAUNTMUHMA aA Ha peanHocTTa. Heka
HUKOW He ce OCMeAsiBa Aa TBbPAM, Y€ TOM NpeyBeAnyaBa — HEMPEKbCHATOTO M3BUHEHWE 3a CTPAXAUBLIMTE,
KOWTO He MoraT Aa YCETST HAaMbAHO Bb3AEMCTBUETO Ha epHa paboTa; U Ha CaMOAOBOAHUTE, YUMNTO YHOTEH
XMBOT € HapyLLUEH OT camusl 3BYK Ha Aymata ,,BOMHa“. BCbLUHOCT HE € Bb3MOXHO Aa Ce NpeyBeAnuyaBa
BOMHaTa. 3all0TOo CbLUO HE € Bb3MOXHO Aa ce pa3bepe MAM AOPU Aa Ce CXBaHE MbAHATa CTEMEH Ha yXaca

M, AOPU KOraTo YOBEK € NPpeMMHAA Npe3 Hero AMYHO.“ Mpecara cbLlo 0TOEeAa3Ba OrPOMHMA YCNEeX Ha TO3M
uMKbA opopTn. Vossische Zeitung ro onnucea Kato: ,M3KAIOUMTEAEH 3anuc Ha BpemeTo”, Neues Tagblatt
npu3oBaBea ,BCAKa 3HaUUTEAHA KOAEKLMS OT CbBPEMEHHM rpaduKK” pAa nputexasa nopeavuara n BZ am
Mittag 06sBsiBa, Ye ,BCEKM, KOWTO HE Ce UyBCTBa CBbp3aH C Te3n 0bpasun 1 Te He ro KapaT Aa ce 0bbpHe
cpelly BoilHaTa ¢ BcsAka ¢rMbpa Ha CBOETO CbLUECTBO, € M3rybuA BCMUKO YOBeLLKO.“ Stiddeutsche Zeitung
nuwe: ,MpocTo HAMa APYro NPOU3BEAEHME B CbBPEMEHHOTO U3KYCTBO, KOETO AQ MOKa3Ba anoOKaAUNTUYHOTO
AMLE W rOA@Ta rpuMaca Ha BoWHaTa C PaBHOCTOMHA MHTEH3MBHOCT. CbAbpPXaHUETO Ha TO3U pa3ka3 bu 6runo
HEMOHOCUMO, aKO YXacChT HE CE CbAbpXalle B XyAOXeCTBEHa GOpMa, Cb3AaAEHA OT eAHa rOAAMa TBOpUECKa
cuna.“ U B Arbeiterzeitung: ,HaBcskbAe KbAETO MMa UCTUHCKO XeAaHWe pasAMUHUTE HapoAM TpsbBa Aa

ce pa3bupat no-pobpe, XyA0XXeCTBEHOTO U HPAaBCTBEHOTO BL3NPUATME Ha AMKC TpsibBa aAa 6bae Boaell,
npuHUKMN.“ CAeA NOYTU CEAEMAECET TOAMHM, NOBEYE OT NETAECET FOAMHU CAeA M3ByxBaHETO Ha BTopata
CBETOBHA BOWMHa U caep 6e36poit Apyrv BonHK — 46 no ueans cBat npes 1991 r., ToBa TBbPAEHUE He €
M3rybMAO HMLLO OT CBOATA HEOTAOXHOCT MAM @aKTYaAHOCT, OLLIE NOBeYe, 3aLl0TO Ce OTHacsA AO MPOU3BEAEHMETO
Ha eAVMH XYAOXECTBEH FreHUM.

Mpe3 1946 r. BoadraHr bopxepT oTHOBO 0606U1aBa cuTyaumsTa B cBoATa nueca Draufen vor der Tlir, korato
CmbpTTa Ka3Ba: ,busHechT BbpBeLle Aobpe.

EaHa BOMHa nomara Ha cAepBallaTta Aa ce nosBu. Kato Myxu! MbpTBUTE OT TO3M BEK Ca 3aAeMHaAK MO
CTEHUTE KaTo Myxu. M KaTto Myxm AexaT BAbPBEHM U U3CbXHAAM Ha NepBasa Ha npo3opeua.” AeceTuaeTms no-
KbCHO AMKC Ce Bpblla KbM Ta3u Tema: ,BoiHaTa e B T031 CMUCBA 3BSIP: TAaA, BbLLKWU, MPBCOTUSA, FTPOTECKHU
lymoBe. Bcruko e pa3anyHo. Bue BUAAXTE, NPEAN Aa HanpaBsa Hal-paHHUTE CU KaPTUHKU MMaX YyBCTBOTO, Ye
eAHa CTpaHa Ha peanHOCTTa HMKora He e buaa Nnoka3BaHa: rpo3HaTta cTpaHa. BoliHaTta belle oTBpaTuTeAHa U
€AHOBPEMEHHO C TOBa 3aBAaAsiBalla. KakBOTO M Aa ce CAyuBalle, He 6UX MOMbA Aa ro nponycHa. Tpabsa Aa
BMAMTE XOpaTa, Korato HAamMa 3abpaHu, camMo ToraBa HauCTUHa LLe HayymTe HeLlo 3a TaX.”

TyK, KaKTo BMHaru, AMKC MCKa Aa 3Hae BCUUKO. U He ce cnunpa A0 HabAtopaBaHETO Ha YoBeKa ,6e3
OorpaHUYeHUs“ B OKOMNWUTE BOMHA, KbAETO OTYAAHUAT MHCTUHKT 33 CaMOCbXPaHEHWE U BOASITA 3@ OLEeAiBaHe
ro NPeBPbLIAT B AMLIEH3WPaH YoueL, A eAHaKBO A0Dpe MOXe Aa pa3Kpue B HErO AaTEHTHa HPYTaAHOCT,
AaBalikn cBOBOAEH M3pa3 Ha OHOBA, KOETO Aocera e BUAO YAbPXKAaHO OT LIMBUAM3ALMOHHWUTE NOPAAKK. TOUHO
06paTHOTO, TOW CAEABA YUOBEKA Ha MecCTa, KbAETO Heroeata ,.3Bepcka“ cTpaHa HaMmuMpa HOB M3pa3: HEroBOTO
LfocelieHre npu mapam XepmeH B Mepukypt“ (Besuch bei Madame )XXepmeH B Mericourt); ,BolHWK Ha
npeaHa AMHUA B bptokcen” (Frontsoldat in Briissel) - 3aTpynaH oT nepcoHndmkaumata Ha cobcTBeHUTE

CU XeAaHWs; TYAISIT B ,KaHTWHa B XanAuHKypT“ (Kantine in Haplincourt). N Hakpas B ,lpebponBaHe Ha
3aBbpHanute ce” (Appel der Zurtickgekehrter) octaBaT He NoBeYe OT Wena OUEAEAr, HAaMbAHO U3TOLLEHMU,
AEMOpaAU3npaHu, NpebposiBaHU OT HAAYTUSA KOMaHAMP, KOWTO CAEA TOBa Le MPOABbAXKM Aa Pa3npoCcTpaHsBa
€BaHreAMeTo Ha BOMHarta.

U3Basaka oT TekcTa Ha OvireH Koepanbep: ,0To AMKC: coLUMarHo KpUTUUHKU rpadukm 1920-1924. ‘Der Krieg’
- o¢optun ot BoriHata 1924“. Institut flir Auslandsbeziehungen, bepanH 1993.
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Lens wird mit Bomben belegt / Lens is Bombed / AeHc e 6ombaHAWpaH
1924
Od¢opr / etching opus VI, 29,8 x 24,6

Durch Fliegerbomben zerstértes Haus (Tournai) / House Destroyed by Air Bombs /
KbLLK, pa3pyLUeHn OT Bb3AyLLIHW 6oMOBU“

1924

Odopr / etching opus VI, 29,8 x 24,4

Gesehen am Steilhang von Cléry-sur-Somme / Seen on the Slopes of Cléry-sur-Somme) /
BuasAHo no ckanoHoBeTe B Kaepu-ctop-Com

1924

Od¢opr / etching opus, 26 x 19,6

Verwundeter (Bapaume, Herbst 1916) / Wounded Soldier (Bapaume, Autumn 1916) /
PaHeH BoWHWK (banom, eceHta Ha 1916)

1924

Odopr / etching opus VI, 19,7 x 29

Transplantation / Transplant / TpaHcnaaHT

1924
Odopr / etching opus VI, 19,9 x 14,9

© (Otto Dix) VG Bild-Kunst, Bonn

Despite initial financial difficulties, the twenties were a particularly fruitful period of creative activity

for Dix. In addition to a wealth of outstanding paintings, gouaches and water-colours, he completed a
significant body of graphic work, culminating in the series of etchings entitled War (‘Der Krieg’). The
elements of drawing - line, contour, and the fixed forms they define - played a major part in all of Dix’s
work. Drawing is at the basis of all his painting, his portraits, his landscapes and his outstanding figure
compositions; in thematic sketches, in studies of details and finally as ‘cartoons’, transferred on a scale
of 1:1 to the prepared canvas.

‘Der Krieg’- War

There was no escape for Dix, even in a lively town like Dusseldorf, from his war experiences; nor was
the issue resolved for him in his War Cripples or by Soldier’s Grave in all its uniqueness. He spoke about
this at a later date: “It’s like this — as a young person you don’t realise, you just don’t realise that you
have been deeply affected. So for years, for at least ten years, | had these dreams where | had to crawl
through ruined houses, forcing my way through passages that were barely big enough. The ruins were
always in my dreams ... It wasn’t that painting was a way out for me.”

Dix was searching for the artistic means to set himself free from this permanent nightmare and found it
in etching, which afforded him a wideranging, cyclical approach to the subject of war. Having mastered
the technique of acid etching under Wilhelm Herberholz in the Department of Graphics at the Dusseldorf
Academy, he now set about his work with total concentration. Within the space of six months, between
autumn 1923 and spring 1924, he produced the cycle of fifty etchings War, starting in DUsseldorf and
continuing in St. Goar am Rhein and in Saig in the Black Forest. It was printed in Berlin by O. Felsing
and then published in 1924 by Karl Nierendorf in Berlin as five portfolios of ten prints each, in an
edition of 70.

Dix had carried out considerable preparatory work in the form of drawings, however the work he had
produced at the front was, as it stood, only of limited suitability, so there was much to be altered or
even recreated from memory. The outcome of this artistic tour de force was a work of art which is rightly
regarded in the same light as Goya’s Desastres de la Guerra (1810-1820), a work which Dix himself
knew and revered. There is no doubt that War constitutes one of the most important items in Dix’s body
of work, on a footing with the lost Soldier’s Grave of 1923. With the chiaroscuro of masterly handled
aquatint, Dix used his artistry to heighten the significance of the images, giving an impression of the
process of war with a sober realism unequalled in the world of visual art. Whereas in the Cubist-Futuristic
drawings carried out by Dix during the First World War the human form is often less important than the
surrounding landscape, amongst the etchings there are few where a human figure does not play the
central role. With the unsurpassable immediacy that is born of experience alone, Dix confronts us with
the human form in the shape of cannon fodder on the front-line: hounded, wounded, mad, dead, gassed.
And he does not exclude the civilian population as they were affected, vividly showing these victims

too in Lens is Bombed (‘Lens wird mit Bomben belegt’) and in House Destroyed by Air Bombs [Tournai]
(‘Durch Fliegerbomben zerstortes Haus [Tournai]’). Particularly shocking even within this context is The
Madwoman of St. Marie-4-Py (‘Die Irrsinnige von St. Marie-a-Py’) with the dead child. For one of his
etchings Dix used the title Dance of Death, Anno Domini 17 (‘Totentanz Anno 17°). In fact the whole
series is one long, horrific dance of death.

In Dix’s etchings the front-line soldier is presented as absolutely anonymous, unable to make any

sense of the situation from his perspective in the mud of the trenches - with literary parallels in Le

Feu by Barbusse and Remarque’s Im Westen nichts Neues. In this respect Dix’s work is distinct from
that of Goya, which is aimed specifically at the liberation of the Spanish from the occupying French
forces, whose brutal soldiery are recognisable in their untamed actions by their uniforms. Dix is not
concerned with particular questions of war, but with war itself. What Dix and Goya do have in common
is personal experience, authenticity in their work: one Dix title reads Seen on the Slopes at Clery-sur-
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Appell der Zurlickgekehrten / Roll Call of Returned Soldiers / NpebposBaHe Ha 3aBbpHaAUTE ce
1924
O¢opr / etching opus VI, 19,8 x 28,8

Kantine in Haplincourt / Canteen in Haplincourt / CtonoBa B XanAnHKypT
1924
O¢opr / etching opus VI, 19,8 x 25,9

Besuch bei Madame Germaine in Méricourt / Visit to Madame Germaine s in Méricourt /
Mocelwenve npu masam XepmeH B MepukypT

1924

Od¢opr / etching opus VI, 26,1 x 19,8

Die Irrsinnige von St. Marie-a-Py / The Mad Woman of St. Marie-a-Py / Ayaata ot St. Marie-a-Py
1924
O¢opr / etching opus VI, 28,8 x 19,8

© (Otto Dix) VG Bild-Kunst, Bonn

Somme (‘Gesehen am Steilhang von Cléry-sur-Somme’) while Goya’s Desastres de la Guerra includes a
piece with the title Yo lo vi (I Saw It). Dix’s etchings, drawing on his own experiences, were to remind his
contemporaries, baldly and without prevarication, of the human misery and degradation inherent in war.
But the warning in this work of art has outlived Dix’s contemporaries, for it is timeless in its continued
relevance. When it first came out this series of etchings provoked an unusually intense response,
arousing interest and gaining spontaneous approval in quarters where it mattered. Willi Wolfradt wrote
at the time: “There is no getting away from the tremendous immediacy of this series of etchings. . .

how it would look on the walls of any school! What a memorial!” And the French author Henri Barbusse
expresses his view in a 1924 edition, with a high print run, of 24 offset prints from the original war
etchings. ,The artist who created these images of horror, wresting them from his heart and his mind
and laying them out before us, has himself traversed the deepest abysses of war. A truly great artist, our
friend and brother Otto Dix, has here created terrifying flashes of the apocalyptic hell of reality. Let no
one dare claim he is exaggerating - the perpetual excuse of the cowards who feel that they are not up
to the full impact of a particular work; and of the smug whose cozy lives are disturbed by the very sound
of the word ‘war’. It is in fact not possible to exaggerate war. For it is also not possible to understand or
even grasp the full extent of its horror, even when one has been through it in person.” Press comment
also reflected the major success of this cycle of etchings. The ‘Vossische Zeitung’ described it as “an
outstanding record of the time”, the Stuttgart ‘Neues Tagblatt’ called for “every sizeable collection of
contemporary prints” to own the series and the ‘BZ am Mittag’ declared that “anyone who does not

feel bound in the face of these images to turn against war with every fibre of his being loses all claim

to humanity.” The ‘Suddeutsche Zeitung’ wrote: “There is simply no other work in contemporary art
which has shown the apocalyptic face and the naked grimace of war with equal intensity. The content

of this narrative would be unbearable had not the horror been contained in artistic form by a great
creative power.” And in the ‘Arbeiterzeitung’ (Workers’ Paper) in Essen: “Wherever there is the real will
that different peoples should understand each other better, Dix’s artistic and moral perception should
be the guiding principle.”- After nearly seventy years, more than fifty years after the outbreak of the
Second World War and after countless other wars - 46 world-wide in 1991 alone - this statement has
lost nothing of its urgency or relevance, all the more because it refers to the work of an artist genius. In
1946 Wolfgang Borchert again sums up the situation in his play DraufSsen vor der Tir, when Death says:
,Business was going well. One war helped the next along. Like flies! The dead of this century stick to the
walls like flies. And like flies they lie stiff and dried out on the window - ledge of time.” Decades later Dix
came back to the subject: “War is in that sense a beast: hunger, lice, filth, grotesque noises. Everything
is different. You see, before | did my earliest pictures | had the feeling that one side of reality had never
been shown: the ugly side. War was abhorrent and yet awesome. Whatever happened | could not miss
out on that. You have to have seen human beings when no holds are barred in order to really know
anything about them.”

Here, as always, Dix wants to know everything. And he did not stop at are, where the desperate instinct
for self-preservation and the will to survive, make of him a licensed Killer, or equally well may unleash

in him a latent brutality, giving free reign to what had hitherto only been held in civilized check. On

the contrary, he followed that human being to places where his ‘bestial’ side finds a new context: his
Visit to Madame Germaine’s in Mericourt (‘Besuch bei Madame Germaine in Mericourt’); the Front-
Line Soldier in Brussels (‘Frontsoldat in Brussel’) - overwhelmed by the personification of his own
desires; the drinking spree in Canteen in Haplincourt (‘Kantine in Haplincourt’). In the end in Roll Call of
Returned Soldiers (‘Appel der Zurlickgekehrter’) there remains no more than a handful survivors, utterly
debilitated, demoralised, being registered by the puffed up position commander who will then go on
again to spread the gospel of war.

Excerpt from the text of Eugen Keuerleber: Otto Dix: Social Criticism Prints 1920-1924. ,Der Krieg” War
Etchings Set VI 1924. Institut fur Auslandsbeziehungen, Berlin 1993.



