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Hacneaue
MepeT _
OnneHremm

K3TJINH BIOJIEP

BE/IMKAS LUBENLAPCKAS XYAOXKHWLUA, MO3T Y MbICIUTENb MEPET OMNMEH-
FEMM OTMETWUNA Bbl 6 OKTABPA 2013 FOAA CBOW COTbIN AEHb POXAEHWS.
Y)KE OAHOIO 3TOIrO ®AKTA AOCTATOYHO A4 TOro, YTobbl ELLE PA3
M3BNEYDb M3 MY3EWHbIX ®OHAOB EE MPOU3BEAEHWNSA I BHUMATE/IbHO
B3r/1AHYTb HA HUX, KAK 3TO BblJ1O CAENAHO MPY NOAFOTOBKE EO/1bLLION
PETPOCMEKTUBHOW BbICTABKW XYAOXHWLLbI B 2006 FTOAY. MPY 3TOM HE-
N3BEXXHO BCTAET BOMPOC: KAKOB CTATYC EE MCKYCCTBA HA ®OHE CElO-
OHALWHEN LWBEMLAPCKON XYAOXECTBEHHOM NPOAYKLINN?

MposBuTb MHTEpec k MepeT OnneHreM — 3Ha4YUT 3aHATLCS U3yYe-
HWem coBepLUeHHO 06BOPOXUTENbHOM IMYHOCTM N ee MHOTroo6pas-
HOro TBOPYeCTBa, KOTOPOe 1 MO Cel fleHb HNUYYTb He yTPaTWIOo HU
SKM3HEHHOW CUJbI, HU FAYBUHLI. VIMeHHO paboTbl MepeT nponoXxuan
B CBOE BpeMs MyTb KO BCEMY, YTO Hanbosiee BaXKHO B COBPEMEHHOM
WNCKYCCTBE, — MEXANCLUNANHAPHOMY (MM TPAHCANCUMNIMHAPHOMY)
noaxofy, TeMatuyeckoMy MHOroobpasmio, a Takxke ceoboze Bbibopa
WHAMBMAYANbHOW GOPMbI M ONTUMANLHOrO MaTepuana, npuyem 6es
CTUANCTNYECKOTO CAMOOTPaHNYeHNSA 1 6e3 BbIHYXKAEHHOr 0 CefoBa-
HUNS KAKOMY-TM60 CTUIMCTUYECKOMY eAMHO06pa3mnio. XyA0XKHMLA He
npuAepKMBanach KAKOro-To 0OfHOro CTUAS UM TeYeHWs, OHa MPOCTO
6blna BepHa camon cebe M Npu 3TOM MMena LOCTAaTOYHO OTBaru,
4TObbLI NpY 06paLLEHNIN K HOBOW Teme BbI6UPaTb 1 HOBbIN NiacTuye-

CKWM a3bIK. NMoaobHasa MHTeNNeKTyabHas rMBKOCTb B COYETAHMMU CXy-
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MEPYATKA.1985 »

W3AENNE Ne 85 (BCErO M3rOTOB/IEHO
150). CO3LAHO A/151 XKYPHAJIA PARKETT
Ne 4,1985.

PaCKpaLLIeHHaﬂ 3amMila, OKaHTOBaHHas

1 yKpaLLeHHasa MeTOAOM Wenkorpadum.

22x8,5

GLOVE. 1985 »

EDITION NO. 85/150. EDITION

FOR PARKETT MAGAZINE 4 (1985)

Painted suede goatskin, piped and decorated
with silkscreen

22x8.5Cm

Kunstmuseum Bern,

donated by Ruth von Blren © 2012, RUSSIAN
AUTHORS'SOCIETY, Moscow

[LOXKeCTBEHHOM yBeXAeHHOCTb npeacTaBnseTcs o06pasLoBoMu,
HO 3TO BOBCE He 3Ha4yunT, YTo MepeT OnneHrenmM Co3HaTeNbHO CTa-
Buna cebe Lienb 6bITb 06pasLoM. Ee kapbepa cTana UCTOYHUKOM BAOX-
HOBEHWS 1151 MHOTUX KEHLLMH-XYA0XKHWL,; HEMAnyto posb Cbirpan u
ny6NYHO 3asiBNIEHHDIN €10 BO MHOXECTBE MHTEPBbLIO OTXOZ, OT TaKOro
NCTOPUYECKM CIOXKMUBLLErOCs ABUXKEHUS, Kak ctoppeann3m. OaHaKo,
HeCcMOTPS Ha BCe 3TV 3asBIEHUS, MHOT e aHAIMTMKM 10 CUX NOp BOC-
npuHMMatoT ee paboTy «Ob6bLekT» (bonee N3IBECTHYIO Kak «MeXxoBou
YanHbIN NpUB0OP») Kak CBOEro poAa «0AHOAHEBHOE YyA0», 2 CAMOE Xy-
LOXHULY — 1 BOBCE Kak «Masblluky MepeT, My3y CloppeasvcToB».
Henb3s He 3aMeTUTb, 4TO Takoe BreyaT/NeHne npeacTaBaseTcs no
MeHbLUen Mepe 04HOCTOPOHHMM, 1 MOC/E NPOLUeALLNX MHOTOYUCIeH-

HbIX BbICTABOK OHO e/1Ba I MOXET BbITb BCepbe3 060CHOBaHO.
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30AHUE. 1935
YepHas bapxaTHas bymara
Ha dpaHepe, CONOMUHKM

50 x 50

BUILDING. 1935

Black velvet paper on plywood, straws

50 x50 CM

Hermann und Margrit Rupf-Stiftung, Kunst-
museum Bern © 2012,

RUSSIAN AUTHORS' SOCIETY,

Moscow

Bo3pencTBue HenpeKk/1I0HHOMo XapakTepa

Havanom wupokon nonynsapHoctn MepeT OnneHrenm 1 Bce 6onee
NECTHBLIX CYXKAEHUIN 0 ee paboTax cnefyeT cHMTATb KOHeL, 1960-X U
1970-e roabl. bonee Bcero TakoMy «0TKPbIBAHWMIO 3aHOBO» MOCYXXMUN
peTpocnekTMBHas BbiCTaBka B My3ee COBpeMEHHOro MCKyccTBa
B CTOKronbme B1967 roay v NociefoBaBLLas 3a Hel cepusi BbICTaBOK B
pasHbIX rOpoAAX B 1974—1975 rofax. Ha 3Tux NepCcoHanbHbIX BbICTABKAX
CO BCEM OTYET/IMBOCTLIO MNPOSIBUIUCL 3HAYUMMOCTb €e NPOU3BEAEHUN,
MOLLHOe HOBAaTOPCTBO, €AMHCTBO B Pa3HOO6Pa3nm 1 MOCTOSHCTBO B
v3mMeHeHnn. Kpome TOro, cama cmTyaumsa B UCKYCCTBe 1970-x ober-
Yyana filekoanpoBaHue nponsseneHnit Mepet OnneHrenm. Kak nucan
Xapanbf 3eemMaH, MCKYyCCTBO 1970-X CTAHOBMIOChL BCe 60/1ee OpUEeHTU-
POBAHHbIM HAa CMbIC/IOBOE COAEpXKaHMe, Tak YTO B 1972 rody 3eeMaHy
VAAN0Ch OPraHmM30BaTh 3KCMO3ULMIO HA BbICTaBKe «LOKyMeHTas» Noj,
cnoraHom «MHanBMAyanbHble MUbonornmy. B ToT paz OnneHrernm He
6bl1a npurnalleHa co ceoMMm pabotamm Ha BbICTaBKy B Kaccene, oa-
HaKo B 1982 rofy KypaTtop Pyaun OyKc npusiek ee K y4acTuio B «LOKy-
MeHTe7». Takmum obpasom, MepeT OnneHrerM okasanacb OfHOW 13
HEMHOTIMX YKEHLLNH-XYA0XHWL, ee NOKOJIeHWS, KTO yCres noay4mnTb
MMPOBOE NPU3HAHME eLLe NPU XKU3HW.

[opopa bepH He Ha3oBelb LLEHTPOM, HEM3MEHHO BAOXHOB/ISAIO-
LM XYA,0XKHUKOB. TeM He MeHee OnneHrenm B 1954 rogy opraHmnso-
Basla 34eCb MacTepckyto, a € 1967 roga npoxwusana B ropoge
NOCTOSIHHO. B 1950-X rogax en He cpasy yAanocCh 3aHATb AO/KHOE
MeCTO B Kpyry 6epHCKMX XyA0XKHNKOB. B1960-X, 61arofaps pa3Hoo6-
pasHoM Nporpamme BbICTaBOK B KyHCTXansne, peanvsyeMomn ero am-
pekTopoM XapasbAoM 3eeMaHOM, XyA0XeCTBEeHHAas XM3Hb ropoaa
nosy4mna HOBbIM UMMYAbC. HOBble CTUMY/bI paboTaTb B pyc/e npu-

3HAHHbIX B MUPe Xy40>KeCTBEHHDbIX TeHAEHLNI NOABUIUCH U y Onnex-
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revMm. OfHaKo nosgHee TBopYecTBO ONMeHrenmM Aaneko He cpasy
6b1710 3aMeYeHO 1 MPUHSATO BCepbe3 B rOpo/e, B KOTOPOM OHa XKuaa
TBOpPUAa. Knpumepy, Ha ee nepsow (M LONroe BpeMs eAMHCTBEHHOW)
nepcoHanbHOW BbiCTaBKe B 1968 roay B rasepee MapTtuHa Kpebca B
bepHe (poBHO Yepes roj, nocsie peTpocneKkTnBbl B My3ee coBpemeH-
HOTrO MCKycCTBa B CTOKro/bMe) He 66110 MpOoAaHO HY OAHOW paboThl.
He npuxoauTcs yaMBRaTLCS: SSBHO cpabaTbiBanu CTapble npeapac-
CYAKW B OTHOLLEHNW XKeHLWNH-XYA0KHWL,. B pesynbTaTe, Koraa B1970-
X rojax pasBepHyfiachb LIMPOKas ANCKYCCUS BOKPYT «©KEHCKOro»
nckyccTea, Mepet OnneHremM NpuHANA B HEM aKTUBHOE 1 peLlnTeNb-
Hoe yyacTure. OHa NoAAep>XmnBana loOHrMAHCKNI nAean aHApPOrHHOWM
KpeaTUBHOCTW, COrIaCHO KOTOPOMY cpabaTbiBalOT OLHOBPEMEHHO
MY>KCKOE M XKEHCKOe Ha4vana, u moaarana, 4To OHM MOryT 6bITb MHTer-
pMpOBaHbl B paBHOW Mepe 060N TMYHOCTbIO BHE 3aBUCUMOCTM
oT nona. bnarogaps CBoer SPKO BbIPaXKEHHOW MO3MLMK B BUAE
COLMANBLHON KPUTUKM M MPU3bIBOB K 3MaHCMNALMM OHA BAWAACH
B KOHTEKCT XXEHCKOro [BWXEeHUS, npuobpena oT4eTanByo hemn-
HNUCTCKYIO penyTaLuio 1 cTana npumMepoM A5 MOIOA0r0 MOKOSIEHUS
XYA,0KHNKOB.

MHTepecbl MepeT OnneHrerM 4eTkKo MpoCMaTpPUBAOTCS B TOM
TemMaTuKe, K KOTOPOM OHa HeOAHOKPaTHO obpallanach B CBOMX Mpo-
n3pefeHusx. Ee BONHOBANO BCe, 4TO pasfenser Npupoay v KyabTypy,
a Takke BCe, YTO CBA3bIBAET UX MeX Ay CO6OM. B HeEMeHbLUIen cTeneHn
en 6bIlIN MHTepeCHbI OTHOLLEHWS MeX Ay NONAMW, PABHO KaK MpOTU-
BOPEYMBOCTb M CXOACTBO MeXAY CHOBUAEHUSIMU U peasibHOCTbI0. 114
ee paboT xapakTepHa oT4eT/nMBasl, AaXKe HAPOYUTO pe3kas rpaHb
MeXay No3ULMSAMU U TOHKAMU 3PEHUS, BOJTHYIOLLMMUN XYLOXKHULLY,
OHa aHaNM3MpyeT 3Ty rpaHb UK KOMBUHUPYET Ha ee OCHOBE Hekoe

HOBOE e1MHCTBO.

Xapu3smaTtuyeckoe TBOpYeCTBO

Bo MHorux pabotax, nocesweHHbIx MepeT OnneHrerm, ee xapnsma
1 BCS ee KyJIbTYPHO-NOIUTUYECKAs 3HAYMMOCTb KaK ny6anyHom dpu-
rypbl 3aC/IOHAT COBCTBEHHO NPOAYKTLI ee TBOpYecTBa. ECn xe oT-
BfleYbCs OT BCEro BHEWHEero u obpaTUTbCs HEemocpefCTBEHHO K
TBOpYecTBY OnneHreriM, To B NepByto o4epeab obpallaeT Ha cebs
BHMMaHMe pazHoobpasme XyL0XKeCTBEHHbIX CTUNEeN; MHOTMe KPUTUKM
CK/IOHHbI MoslaraTh, YTO UCTOKM 3TOMO — B CAMOWM IMYHOCTU XY[,0XK-
HULbI, OTANYatOLLeRCs NpeaenbHbIM HOHKOHGOPMIM3MOM. B ee xunBo-
MUCHBLIX W rpaduyeckmx paboTax HabnopalTcs Kak BMOJHe
peanncTuyHble GUrypatuBHbIe M306paXKeHns, HaNnoOMUHalLLMe «Be-
PUCTUYECKNIA Cloppeanu3mM», Tak U opraHmyeckme abcTpakuymu.

ECTb U cMelaHHble GOpMbl — HAaNnpUMep, HanMcaHHas MacioM
KapTuHa «Houb, ee 06bem 1 To, YTO AN Hee 0NacHO» 1934 roaa, Uamu
TAWHCTBEHHbINA MNONYKPYAbIA NOHET «TpWU YepHblie rpylwm» (1935—
1936). OTHOCUTENBHO 3TUX PAHHUX PAaBOT HEBO3MOXKHO CKa3aTb CyBe-
PEHHOCTbIO, YTO 3TO: PeaNnUCTUYHOE U306paxKeHe reoMeTpUYeckmx
Ten 60 XUBbIX CYLLLECTB — UK 3TO He Boiee Yem No3TUYeckoe 1306-
paxkeHWe abCTpakTHbIX Maen. MoMUMO paboT, KONebALWMXCS MeXay
durypatmeBom 1 abctpakumen, ecTb U Takue BMoaHe MaTepuanmncTm-
Yyeckune nsobpaxkeHuns, kak «3gaHuer (1935), <HapuCcoBaHHoOe» COM0-
MUHKaMW Ha Bymare.

B LIe/IoM MOXHO CKa3aTb, YTO B MOC/IEAYIOLLMX NPOU3BeLEeHNNAX
OnneHrenm Bce 601ee aKTUBHO 1M CBOBOAHO KOMBUMHMPYIOTCA peanu-
cTnyeckas GurypaTmMBHas XXMBOMMUCh, KOMIAXK C MPUMEHEHMEM NpU-
POLHbIX MPeAMETOB Y reOMeTPUYeCKOo-opraHmyeckme abcTpakumm — He
BbI3bIBAKOLLME COMHEHWS OTKANKN Ha MOMN-apT 1960-X 1 1970-X FOL0B.

Mpw SKenaHum MOXXHO MHTepnpeTMpoBaTh 3TO 60raTcTBO CTU-

Nei B cyry60 KpUTUYECKOM JyXe — KaK HECMOCOBHOCTb BbipaboTaTh
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TPU YEPHDIE MPYLLUWN. 1935-1936
XONCT, Macno

39,5%55,8

THREE BLACK PEARS. 1935-1936
Oilon canvas

39.5x55.8CM

Kunstmuseum Bern, Hermann

and Margrit Rupf-Foundation © 2012,
RUSSIAN AUTHORS' SOCIETY,
Moscow

WHAMBUAYAbHYIO Y3HABAEMYIO MaHEpY, Kak XyA0XKECTBEHHYIO «He-

onpefeneHHOCTby, Kak CBOero poja pensaTMBUCTCKYo nosunumio. Oa-
HaKo B NpeacTaBneHunn buc Kypurep, asTopa nepson MoHorpaduu,
nocesLeHHon OnneHrenm, kak pas 3Ta XyAoXKecTBeHHas OTKPbITOCTb
[lenaeT ee NpoV3BeeHNs 3HAYUMbIMW MO Celt ileHb, 0CO6eHHO ecnn
MHTEpNpeTnpoBaTh UX Kak ipKoe MposiBNeHne cBo6obl CAMOBbIpa-
XeHus. Tak, ele B 1975 rogy OnneHreriM noa4epkrBana B pasrosope
¢ Banu SkcnopT: «Maes nossnsetcs obnedeHHom B Gopmy»t. Bonpoc
0 TOM, Kak MMeHHO MepeT OnneHrervMm BuAena 3TOT KOHCEHCYC
dopMbl 1 cofepXKaHms, 0CTaeTCst OTKPLITbIM, ICHO JINLLb, HTO B KaX-
[OM KOHKPETHOM C/ly4ae oHa BOCMPUHMMana GopMy C TOHKUN 3peHnst
TOro, KakvM 06pa3oM OHa COOTBETCTBYET 3aMbIC/Y XyA0XKHMKA. CBO-
604HO 0bpallasch KO BCeMy apceHasny CpeAcTB BU3yasbHOMO Bbipa-
XeHuns, OnneHrernm NprYHMUMana 3a OCHoBY A1 cebs onpefeneHHyio
NPOCTOTY KaK BU3yasIbHOT O A3bIKa, TaK M KOMMO3ULNW.

B oCcHOBe 3TOM MPOCTOTbI — Y6EXAEHHOCTb B TOM, 4TO OnneH-
reriM BOCMPOM3BOAUT 06pa3 Kak MOXHO 6amxe K CBOEMY MbIC/eH-
HOMYy npeacTaBneHunto. Ee paboTbl XxapakTepu3yeT BEPHOCTb 3TOMY
BHYTPEHHEeMY BUAEHWIO, OHW He NOAYMHSAKOTCS anpyopHOMY npea-
CTaB/IEHWNIO O TOM, KaKMMU LOSIKHbI ObITb MPOM3BeeHNs UCKYCCTBA.
Tak 4yTo camu paboTbl MepeT OnneHrerM NpakTUYeCcKn HUYero He ro-
BOPST O TOM TBOPYECKOM NYTU, KOTOPbIM NPOLLAA XYAOXKHMLA.

BMecTo 3TOro, Mo MHeHMo Takoro UccneaoBaTens, Kak XenbMyT
XancceHbOTTENb, AN XUBOMUCHLIX MPOM3BEAEHUN U 06BLEKTOB
MepeT OnneHrenm xapakTepHa TeHAEHLUS K «06beKTUBUPYIOLLEMY
OTYYX/AEHMION2, B COOTBETCTBUM C JAHHOW TEHAEHLMeN AencTeure
TpaHchopMMpyeTcs B 06BEKT, HO MPU 3TOM OCTAeTCs 3pUMbIM B TOM
CMbIC/Ie, YTO €ro BCerAa MOXHO OMO3HaTb U BEPHYTb U3 HOBOTO KOH-
TeKkcTa B 06/1aCTb MbICAMMOro. MponcxoanT nepedopMynvpoBaHme

KOHTEKCTa, B I(OTOprVI NOrpy>XeHbl 06BbEKTbI M XKMBOMUCHbIE MOTUBbI,

55

PaBHO KakK M X OTHOLLEHMS K MUPY MW MOBCEAHEBHOWM PeanbHOCTU.
XancceHb0TTENb NOAYEPKMBALT, YTO MPU 3TOM «COBCTBEHHO rOBOPS,
He NMPOMCXOANT HUKAKOM CHOPKM, HO MeXay COBOoM CoeAMHATCA
dparMeHTbl NPeKpacHOro HOBOMO M BMeCTe C TeM CTPaHHOro Mupan.
XYA0XKHNK 3aHOBO COOTHOCUT MexXy CO60M «BeLLM, KOTOPbIe HU N10-
FMYECKM, HM MO CYTU HUKAK MexXay CObOM He CBSA3aHbl, 1 B pesy/bTarte
BO3HMKAIOT HOBAs PeasibHOCTb W HOBast IornKkans. Bo MHOMMX CBOUX
paboTtax OnneHrenm cTankMBaeT MPOTUBOMOIOXHbIE CYLLHOCTH, Ha-
NpUMep: MY>XCKOE 1 XXeHCKOe, 3pOC M IOroc, 4YyBCTBO W MOHNUMAaHMe,
NpUpOAY W KyNbTypy. 3aUHTEPeCOBaHHOCTb ee COCTOUT He B TOM,
4yTOb6bLI B3BEWMBATL 3TW MPOTUMBOMONOXHOCTU U BbICTPaMBaTb WX
nepapxmyeckun unv AesanbBMpoBaTh, HO NPeX/ie BCero B TOM, 4TOObI
pacTBOPUTbL MPOTUBOMOJIOXHOCTU B YEM-TO TPeTbeM, — TaK, B HaCTHO-

CTW, BO3HWKNA B ee TBOpYeCTBe aHAPOrnMHHasa TemaTmkat.

OnneHrenm v cloppeanmsm
B KOHLE XM3HW OTHOWeHMe MepeT OnneHrenmM K ctoppeannsmy
66110 ABOMCTBEHHbIM. Ee pa304apoBbiBas AYXOBHbIV 3ACTOM OKpPY>Ke-
H¥A AHApe bpeToHa nocie BTOpon MMPOBOW BOWHbI, OHA He Xkenana
pasgenaTh ero noAnTuYeckme B3rnsagbl. 3a rog Ao cmepTtv MepeT nu-
cana 06 3Tom npouecce AUCTAHUUPOBAHUSA: «SI HEHABUXKY SIPAbLIKK.
S oTBeprato npexse BCero TepMmH «COppeanmncT», MOCKOAbKY Noce
BTOpOM MMPOBOW BOMHbI OH YK€ He MMeeT TOr0 CMbIC/IA, KOTOPbIN
BK/1aAbIBA/ICA B HEro paHee. S CHMTal0 HaNMcaHHOe B 1924 rofy O Nnos-
311 1N NCKYCCTBE B MEPBOM MaHudecTe bpeToHa — 3TO caMmoe npe-
KpacHoe, 4To BoObLe KOraa-nmbo 6bi10 HAaNMCaHO NO 3TON Teme.
A BOT OT TOrO, 4TO aCCOLMMPYETCS C CIOPPeasIM3MOM CeroAHs, MeHs
NpOCTO BOPOTUT»®.

[lns cneumnanncTa no CKycCcTBy ctoppeannsma BepHepa Lnunca

pacxoxxgeHue OnneHrenM € 3TUM Te4YeHMEM 03HAYaeT ee pa3pbiB C
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4 BEYEPHEE INJIATbE C KOJIbE
W3 BPETEJIEK BIOCTTAJIbTEPA. 1968
MaHeKkeH, oxepesbe
13 CTEKNSHHBIX BYCUH,
MacnaHas kpacka,
KyCOYKM CTekna

BbicoTa14s

a

EVENING DRESS WITH BRA-STRAP
NECKLACE. 1968

Mannequin torso, glass-bead necklace,
oil paint, bits of glass

Height145cm

Collection Pictet & Cie, Geneva © 2012,
RUSSIAN AUTHORS' SOCIETY, Moscow

Banu 3kcnopT. NMUCbMeHHOE MHTepPBbIO C
MepeT OnneHreim, ony6a1KoBaHO B Ka-
Tanore BbiCTaBku B bepHe B 2006 roay, C.
136-38.

Helmut Heissenbiittel. Grosser Klappen-
text flr Meret Oppenheim (1975) // Bice
Curiger, Meret Oppenheim. Spuren durch-
standener Freiheit. Zurich, 2002. S.127.

Tamke. S.128.

O MHOrOBEKTOPHOM aHann3e aHapornH-
HbIX OPM B XW3HU 1 TBOpYecTBe ONneH-
reiim noapo6bHoO roBopuTCs B paboTe
Mo3seda XenbdeHwTanHa. Cm.: Helfen-
stein Josef. Androgynitdt als Bildthema
und Personlichkeitsmodell. Zu einem
Grundmotiv im Werk von Meret Oppen-
heim // Meret Oppenheim. Legat an das
Kunstmuseum Bern, ed. Josef Helfenstein.
Kunstmuseum. Bern, 1987. S.13—30.

Frangois Grundbacher. Entretien avec
Meret Oppenheim // Beaux-Arts.1984. Ne
18 (November). S. 32.

Benjamin Walter. Der Siirrealismus. Die
letzte Momentaufnahme der europais-
chen Intelligenz (1929). Frankfurta. M.,
Angelus Novus Ausgewahite Schriften.
1988.Vol. 2.S. 201

Tamxe. S. 212.

Griinbein Durs. Aus der Traum (Kartei).
100 Notizen —100 Gedanken. Ne 65: Durs
Griinbein. Ony6a1KoOBaHO MO C/y4ato Bbl-
CTaBKku «[lokymMeHTa 13». Kassel, Ost-
fildern. 2012. 5. 31.

TOW KyNbTYPOW, B pAMKax KOTOPOM OHA B KOHEYHOM CcYeTe npuobpena
onpefeneHHy M3BeCTHOCTb 1 BAVSHME. HO MOXeT 1 KakuM-11bo
06pa3omM CTaBUTLCS NOA COMHEHMe cnasa aBTopa «MexoBOro Yam-
Horo npnbopa»? NMoHSTHO, YTO MOC/Ie CBOEr0 TBOPYECKOro Kpnsmca
MepeT OnneHrenm Bce eLle YyBCTBOBaA Ceb5 AOCTATOYHO MOOAOMN
1 He >Kenana, 4Tobbl ee MM aCCOLMMPOBANOCH UCKIIOHUTENLHO C ee
[OBOEHHbLIMW MPOM3BEeAEHMAMMN NN CO 3HAMEHUTLIM M306paXkeHnem
ee loHOro Tena Ha dotorpaduax MaH Pas. D70 KpanHe BaXKHO AN Mo-
HUMAHWS TEHAEHLMI faNlbHENLWero pasBnTus ee TBopyecTsa. Oa-
Hako, Mo MHeHWo LLnuca, oHa ocTaeTcs «3HaKoOBOW GUrypon
repomvyeckoro nepuoaa cloppeanuaman. A 3HaMeHUTbI «<MexoBom
YarHbIN NpMBOpP» OH NonaraeT BNeYaTASIOWMUM NPUMEPOM Cloppea-
JINCTCKOTO QeTULIM3MA: MeXoBOe MOKPbITUE MPOTMBOPEYNT uaee
®YHKLMOHANBLHOCTU 1 CBOAUT €e Ha HeT, ncyesaeT npakTuyeckas
LLleHHOCTb NMpeaMeTa, @ COBPEMEHHbIV AM3anH YallKy BOCMPUHUMA-
eTCcs Yepes NpM3My MPOHWK. B gaHHOM ciydae Gopma He cneayeT 3a
dyHKLUMeEN, a CTaBUT ee Noj BONpocC.

CaM CTUAb BbINOJTHEHHBLIX MepeT OnneHrenmM yHUKaabHbIX 06b-
€KTOB, CXOZHbIX C OBLLENPUHSTLIMM 1 BMECTe C TeM pa3nTeNibHbIM 06-
pa3oM OKasblBAKOLWMNXCS HEYTUIUTAPHbLIMKW, CI0BHO NpUYyaa npu-
POAbLI NIV KAKOW-TO papuTeT, BOM/IOLWAET 10rNKY, MOJOXEHHYHO B OC-
HOBY OpraHm3aLmm KyHcTkamep. Takune 06beKTbl, Kak «CTya npsaHuY-
HOrO MOHCTpa», «ALMK C MANEHbKUMUN XMBOTHLIMUY, «lMepyaTkan
C KpaCHbIMW BEHAMW MOBEPX KOXM UK BbILLIMTOE 1 packpalleHHoe
«BeuepHee nnaTbe C OXXepenbem B BUAE KOJIbe 13 bpeTenek oT 61ocT-
ranbTepar, NPeAcTaBastoT CO60M AparoLeHHble PapUTETDbI. M3ALLHbIV
0eKOp 1 TWaTeNbHO BbIBEPEHHbIV AU3aNH NPEeBPaLLAOT X B 06beKT
MHTepeca A/19 TeX KO/IeKLMOHEPOB, KOTOpble 0POPMASOT CBOW KO-
JIEKLMN B CTUIE KYHCTKaMepbl, YTO BblJaeT HEKOTOPYO HOCTa brnye-
CKYIO 3aMHTEpeCcoBaHHOCTb B MOAOOHbLIX MPOM3BEAEHMAX C MPUB-
KyCOM CMMBOJIM3Ma Y Maruun. B 3ToM CMbIC/1e OTCbIIKa K KabuHeTam
pefKoCTen, xapakTepHbIM [/15 3nMoxu PeHeccaHca uamn 6apokKko, CBu-
[eTenbCTBYeT 0 BCeN rybuHe COMHEHWI COPPeanncToB B CBOMCTBEH-
HOW YeNIOBEeYeCTBY Bepe B NMPOrpecc U TOPXKEeCTBO PaLMOHANbHOCTY.
STOT 3P deKT, NUTaeMbI OKMAAHNAMM Hero-To GaHTaCTUYeCKoro m
CKJIOHHOCTbLIO K OTHY>X/EHUIO, ONM1paeTcs Ha MOCTOSIHHOE Npeoaoe-
H1e OXXMAAHUN. NoJ06HO OTHOCALLMMCS K TOMY XXe Nepuoay «pean-
Meng» obbekTam Mapcens [owaHa, paboTtbl MepeT OnneHrenm B
60/bLIMHCTBE CBOEM 06eCKypaXkmMBaloLLLe NPOCTbl, He CYMTas NO34-
HenLWMX NOBTOPOB — YHUKA/bHbI. ECN Bbl XyA0XHMLA TBOpUAA Ce-
pusimMu, pesyabTaToOM MOMA0 6bl CTaTb BO3HMKHOBEHMWE oOrnpe-
[eNIeHHOro CTU/IS WA MPUCYLLLErO LWL e «BUAEHUS», HO BMeCTe C
Tem okasanach 6bl N0AOpPBaHA 3HAYMMOCTb TeX acCoLMaLNM, KOTOpble
ee Npou3BeAeHMS BCe eLle NopoXAAIT CerofHs. Takmm obpasom,
MepeT OnneHrenm BonoLaet cobov — MOMHOCTbLIO B AyXe Cloppea-
JIU3Ma — NpPOTEeCT NPOTUB CAMOTr0 MOHATUSA MONE3HOCTU, COMHeHue B
LenecoobpasHoOCTN TEXHNYECKOro Nporpecca, Bepy B cBOH6oAy Kak
dopMy cyLecTBoBaHMSA. OHa BOCCTAeT NPOTUB Byp- Kya3HOro CTuns
XKU3HW — Npexze BCero NpoTns TPaAMLIMOHHO 3aKpenmnBLLErocs no-
HUMaHWNS POV XKEHLLMHbI — 1 MPOTUBOMOCTABSET €My NO3ULIMIO ByH-
TapKu.

BHelwlHe, BMpoyem, OnneHrerM CoxpaHsiaa CBsi3u C Ctoppeanms-
MOM, MOCKOJIbKY MPUHUMAana y4actme B 601bWLNHCTBE MeXAYHapOA-
HbIX BbICTABOK CIOPPeasincToB B MEPMOS C 1933 M0 1961 rof, a Takxke
nybankoBanach B CtOppeanucTUYeckmx XXypHanax u npoymx nsaa-
HUsX. HecMOTpA Ha 3aaBi1eHMa XyA0XKHMLbI 06 0TKase oT naew crop-
peanv3ma, OHM BCe XKe OCTAOTCA peLuatoLLer NpefnoChbiIKOM BCero ee
TBOpYecTBa. MOXHO CMe/io CKa3aTb, 4YTO 6e3owmnboyHas onopa Ha

JINYHBIN ONbIT CBOBOAbI XyA0>KeCTBEHHOro CaMoOBbIpa>keHNs cbnu-
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aeT TBOpUeckme y6exaeHus MepeT OnneHreinmM ¢ npu3biBamMmm Clop-
peasincToB.

Benb ctoppeannsm Takke KynbTUBMPOBA MIOPanv3M CTUe
1 cam Mo cebe He Be K OrpaHUYeHMIo CTUIMCTUYHECKUX CPEACTB. FNaB-
Hble LiefIn TeYeHMst HOCAT Mo 60/bLLIEN YacTW aBCOMOTHO LyXOBHbIN
XapaKkTep, OHW, Kak 1 TBOPYeCTBO OMMeHrenM, onmMparTCs He Ha hop-
MasibHble Xy40XKeCTBeHHbIE MPUEMbI, a Ha BMOJIHE ONPeAeNeHHY0 No-
3ULMI0 OTHOCUTENbHO TOrFO, YTO CYMTATh UCKYCCTBOM. MCKYCCTBO
cloppeanmsmMa Henpo3payHo 1 Henerko NoAAAeTCS MHTeNNeKTyasb-
HOMY OGBSCHEHMIO; OHO KYNbTUBUPYET CTPEMJIEHME KO BCEMY IHUT-
MaTWU4YHOMY U repMeTUYHOMY. Ero npeactaButenv nofo6Ho Mepet
OnneHrenmM pewwmnTeNbHO OTBEpPraan BCSKYO BO3MOXHOCTb MHTep-
npeTaumm Uan ynpoLLeHns To NppaLMoHanbHOCTU, KOTOPYHO OHU

BbI3Ba/IN KOKN3HW.

eHeanormsa nckp

B 1929 roay BanbTep beHbAMWUH 0TAAN AO/HKHOE NepBOMY MaHUbecTy
ctoppeanusma (1924) Kak HemManoBaXKHOMY AJis EBPOMbI MHTeNNeKTy-
aNIbHOMY TeYeHMI0 UMEHHO C y4eTOM ero paAmKasbHOro NOHUMaHMS
CcBO6OAbLI M 6aroaaps ToMy, YTo «34ech chepa nola3nm cnctemaTmnye-
CKW M3y4aeTCs U3HYTPU TECHO CMI0YEHHBIM KPYroM NI0AEN, KOTOpble
[LOBOAMAN “"NMO3TUYECKYH XM3Hb" 10 KPAMHMX FPaHUL, BO3MOXHOMO»®.
Cloppeanunsm, no coBaM BeHbAMMUHA, — 3TO He IMTepaTypa 1 He crno-
€06 TeOpeTU3NPOBaHWMS, 3TO CKOpee OMbIT, KOTOPbIN BEAET K YeMy-TO
npodaHHOMY B MPOTUBOMONOXHOCTb PEIMITMO3HOMY MPOCBELLEHWIO,
K «MaTepranncTM4eckomy, aHTponosorM4eckomy BAOXHOBEHUION, KO-
TOpOe 06HOBWIO €BPOMNENCKYO MblC/b. Cloppeann3m OpueHTUpoBaH
Ha «nobeay Haf CMAamMu PeUrMO3HOMO 3KCTasa pagun peBosIloL UMY
CpeAcTBamMu ClOppeanncTUYeckomn 3CTeTUKM, KOTopas AencTByeT Ana-
NeKTUYECKN U BEAET HAC K MPU3HAHMIO «MOBCEAHEBHOMO KAk HEMPOHU-
LLaemMoro», a «HenpoHULLAeMOro Kak MOBCeAHEBHOro»’.

B yTBEpPXAEHUSAX BEHbSIMUHA OTCbIIKA K MPAKTUKE MponcTeKaeT
Yyepes paguKanmsaumo no3Tnkn. CerofHs BHOBb, CTOBHO B 1920-X
rogax, kak chopmynmpoBan nvpuyecknii nost [Aypc proHBarH,
«rpesa npuaaeT no3TMYecKyto NIOTHOCTb CYLLeCTBOBAHMIONS,

B nepwuop, Koraa Hay4Hble AOCTMXKEHWS TepsIoT CBOO beccnop-
HOCTb, KOTrAa HeT HUKAKOW AOMWHUPYIOLLEA BCeobLLen UCTUHDI,
KOrAa ocTaeTcs BCe MeHblle 6e30nacHOro NpocTpaHcTea B chepe
NpOV3BOACTBA, B 3KOHOMMKE W B MOSIMTUKE, KOrAd YBEPEHHOCTb UH-
nvBMAA B cebe BCe B 6O/IbLLIEN CTENeHN NOAPbLIBAETCS, KaK Nokasan
coumonor Puyaps CeHHeT B CBOEM UCCNeA0BAHNM O «TUBKMNX Yenose-
4eckMx CyLLecTBax», rpesa, COH BHOBb CTAHOBATCA chepou, rae
C0342aeTCa KOHTPMUP, rae 06LWecTBO U AeNCTBUTENbHOCTb JOMKHbI
cou3mepsATb ceba C MOHMMaeMbiM CaMbiM pa3HbIM 06pasom
KOCMOCOM.

B 370V BpeMeHHOM chepe Mexay 0CTaTKaMmn AHS U MOMEHTOM
NpoBO3riaLleHms XenaHNM Mbl MoxeM CHOpPMYINPOBaTL yTonmye-
CKWNe NV COLMOKPUTUYECKIME NAEVN B AOMNOHEHNE K PUBbIYHBLIM yTU-
NINTApHbLIM NPUHLMNAaM, NpeobaafatoLLvM B HALLIEN MOBCEAHEBHOCTH
TOYHO TaK e, Kak NoAco3HaTenbHOe NOAABASETCS U paspyLlaeTcs

WMHAYCTpMen noTpebneHms.
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THE GREAT SWISS ARTIST, POET AND THINKER MERET OPPENHEIM WOULD HAVE
CELEBRATED HER HUNDREDTH BIRTHDAY ON 6 OCTOBER 2013. IF THIS WERE
NOT SUFFICIENT REASON TO BRING OUT OUR COLLECTIONS AND TAKE ANOT-
HER INTENSE LOOKATTHEM AFTER THE MAJOR RETROSPECTIVE EXHIBITION IN
2006, TODAYTHE QUESTION IS —WHAT STATUS CAN HER ART CLAIM AGAINST THE
BACKGROUND OF RECENT ARTISTICOUTPUT FROM SWITZERLAND?

Taking an interest in Meret Oppenheim means studying a fascinating
personality and a diverse oeuvre, which has lost nothing of its vitality
and depth today. Everything that makes an impact in contemporary
art — whether inter- or transdisciplinary approaches, or thematic va-
riety and the freedom to select an individually suitable form and mate-
riality as well as the optimal medium without adhering to any form of
stylistic uniformity — has had its way paved by Oppenheim’s work. The
artist did not remain faithful to any one style or movement but was
true to herself; she was bold enough always to address a new theme
using a fresh pictorial language. Such intellectual flexibility and artistic
self-determination appear exemplary, but this does not mean that she
actually set out to be a role model. She was regarded as an inspiration
to many women artists because of her own career and her publicly re-
cognised emancipation from the historical movement of Surrealism,

which was recounted in numerous interviews. Yet, by contrast, many
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OBDBEKT »

(MEXOBOW YANHbIA NPUBOP). 1936
Yawka, 6ntoaLe v 10XKa, NOKPbITbie MEXoM
Yalwka - agnameTp10,9;

6/toALe — AnameTp 23,7;

NI0XKa — ANVHA 20,2

BbicoTa 06bekTa—7,3

Hblo-opk. My3eit coBpemeHHoro
nckyccTea (MoMA)

OBJECT (LE DEJEUNER »

EN FOURRURE). 1936
Fur-covered cup, saucer and spoon;
cup—10.9 cm diameter;

saucer — 237 cmdiameter;
spoon—20.2cmlong;

overall height73cm

New York, Museum

of Modern Art (MoMA)

©2013. Digital image, The Museum
of Modern Art, New York/Scala, Florence

reviewers perceived herand the“Fur Cup” either as a“one-day wonder”
or merely as‘“Little Meret”, a Surrealist muse. But this is a one-dimen-
sional impression and, after numerous exhibitions, one that is impos-

sible to uphold.

The Impact of an Unswerving Character

Wider public perception and an increasing appreciation of Oppen-
heim'’s creative oeuvre developed in the late 1960s and 1970s. This inter-
national rediscovery was initiated by a retrospective in Stockholm's
Moderna Museet in1967, which was followed by a touring exhibitionin
1974-75. The solo exhibitions provided impressive evidence of the work's
wealth and force of renewal: its unity in diversity and constancy in
change. In addition, the art of the 1970s made access to Meret Oppen-
heim’s encoded art easier. According to Harald Szeemann, 1970s art

was becoming increasingly content-oriented, so that in 1972 he was
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able to herald documenta 5 under the motto “Individual Mythologies".

At that time Oppenheim was not invited to participate in the exhibition
in Kassel, but in 1982 she was included in documenta 7 by Rudi Fuchs.
Therefore Meret Oppenheim was one of the few female artists of her
generation to experience international recognition during her lifetime.

The city of Bern was only a limited source of creative inspiration.
Oppenheim had kept a studio there since 1954 and she lived in the city
from 1967 onwards. In the 1950s she had needed some time to find her
way into the circle of Bern-based artists. There was some rich artistic
stimulation in the1960s thanks to the varied programme of exhibitions
at the Kunsthalle organised by Harald Szeemann. This environment
provided Oppenheim with many artistic stimuliand enabled her to ex-
plore international tendencies. Although there was exchange among
the artists, Oppenheim's late oeuvre was noticed and taken seriously
only on the periphery. Not a single work was sold, for example, at her
first (and for some time only) solo exhibition in 1968 — a year after her
retrospective in the Moderna Museet in Stockholm — in the Galerie
Martin Krebs in Bern. Here, the old prejudices against female artists
were obviously at work. Subsequently, in the 1970s when discussion of
feminine art burgeoned, Meret Oppenheim participated with a keen
mind and an extremely decisive attitude. She championed Carl Jung’s
ideal of androgynous creativity, whereby male and female aspects are
both at work: she believed that these needed to be integrated by every
person to the same extent, regardless of gender. Due to her consi-
stently practised socio-critical and emancipatory attitude, she became
a figure of feminist identification in the context of the women's move-

ment, and a model for the younger generation of artists.
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Meret Oppenheim’s interests are clear from the topics she took
up repeatedly in her works. She was concerned with the connections
and boundaries between nature and culture, with the relations bet-
ween the sexes, and with contradictions and comparisons between
dream and reality. Her works are characterized by polarity, which she

analyses or, wherever fitting, combines to create a new unity.

Charismatic Work

In many texts Oppenheim'’s charisma and cultural-political signifi-
cance as a public figure overshadow any investigation of her works.
Regarding the outstanding features of her creative work, apart from
those characteristics already mentioned, what stands out is her diver-
sity of styles, which many interpreters link to her non-conformist per-
sonality. In her painting and drawing there are realistic figurative
representations resembling“veristic Surrealism”and, parallel to them,
organic abstractions. But there are also mixed forms, like the oil pa-
inting dating from 1934 titled"La nuit, son volume et ce qui lui est dan-
gereux”, or the mysterious lunette “Three Black Pears” (1935-36). In
these early examples, one cannot be certain whether geometrical or
organic bodies are being drawn realistically or whether one is seeing
the poetic depiction of abstract themes. Besides these examples os-
cillating between figuration and abstraction, there are also material
pictures such as“Building” (1935), the drawing of which was produced
by sticking straw onto the surface. Generally, it may be said that free
combinations of realistic-figurative painting style, material collage
and geometrical-organic abstraction emerge increasingly in the later

work, with an obvious reflection of Pop Art in the 1960s and 1970s.



AWNK C MANTEHbKUMW

JXUBOTHbIMMW. 1963

ManeHbK1 ALWMK CO CbeMHOWN KPbILLKOW,
BHYTPEHHAA MOBEPXHOCTL OKpallieHa Macns-
HOM KPacKoW, UTanbsHCKME MaKapoHbI

B popme ranctyka-6aboukm

25X15X9,9

BOXWITH LITTLE ANIMALS. 1963

Small box with sliding cover,

interior painted in oil, Italian bowtie pasta
25X15X9.9CM

Kunstmuseum Bern, Verein der Freunde
© 2012, RUSSIAN AUTHORS' SOCIETY,
Moscow

Viewed critically, one could also interpret the wealth of styles as
aninability to develop a personal signature, or as artistic“uncertainty”
and arelativising attitude. For Bice Curiger however, the author of the
first monograph on Oppenheim, it is this very artistic openness that
demonstrates the contemporary relevance of the work, especially as
she sees it primarily as an insistence upon freedom of expression. Thus
as early as 1975, in conversation with Valie Export, Oppenheim stressed:
“The idea appears in the garb of its form. It remains open as to how
Oppenheim senses this agreement between form and content; it is
only clear that, in each case, she accepts the shape as being suitable
and trusts in the correctness of heridea. She has free access to the full
armoury of possibilities of visual expression and, to retain this, she ac-
cepts some simplicity of pictorial vocabulary as well as of composition.
This simplicity is due to the certainty of the imagination of an image,
which is based on the fact that Oppenheim reproduces innerimages in
a way as true as possible to their appearance in her mind. Her works
are characterized by loyalty to her own visions rather than to notions
of how art should look. Therefore we cannot read their artistic deve-
lopment from the works themselves.

Instead, a tendency towards “objectifying alienation"? is charac-
teristic of Meret Oppenheim'’s paintings and objects, according to the
author Helmut Heissenbdttel. This transforms an act into an object,
but leaves it visible to the extent that one can always recognize it and
remove it from the new context again in one’s mind. There is a re-for-
mulation of the context into which the objects and pictorial motifs are
embedded, as well as their reference to the world or to everyday reality.
Heissenblttel emphasises that in this way“nothing is actively assemb-
led, but the fragments of a brave, new, strange world” come together.
The artist produces a new relationship“between those things that are
logically and in reality unrelated, and in the output of this relationship
a new reality and logic emerges”.® In many of her works Oppenheim
contrasts contradictory positions such as male and female, eros and
logos, feeling and understanding, or nature and culture. Here, her fo-
remost interest is not in weighing opposites against each other or in
devaluing them, but in the dissolution of these contrasts in a third so-
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mething, just as this played a part in her thematizing of the androgy-

nous.*

Oppenheim and Surrealism
Meret Oppenheim developed an ambivalent attitude to Surrealismin her
lateryears. She had been disappointed by the spiritual stagnation of the
circle around André Breton after World War Il, and didn't wish to share
its political views. A year before her death, she wrote about this process
of distancing: "l despise labels. Above all, | reject the term‘surrealist’ be-
cause it has not had the same meaning since the Second World War as it
did earlier. | believe what Breton wrote about poetry and art in his first
manifesto in 1924 were some of the most beautiful words ever to have
been written on the subject. By contrast, | feel quite sick when | think of
all the things making reference to Surrealism today."®

Surrealism expert Werner Spies sees the disconnection of Oppen-
heim’s work from the movement as a separation from the sphere to
which it ultimately owes its impact and significance. But why should
the fame derived from the"Fur Cup” be dubious in any way? It is under-
standable that Oppenheim still felt too young after her creative crisis
to be reduced solely to her pre-war production and the effect of her yo-
uthful body as seen in Man Ray's famous photographs, and this is im-
portant for the further development of her work. According to Spies,
however, she remains“an important figure of the heroic period of Sur-
realism”. But the famous"“Fur Cup”, for Spies, is an impressive example
of surrealist fetishism: the functional idea is torpedoed by its covering
of fur, the useful value of the object is attacked, and the contemporary
design of the cup is subjected to irony. Here, form does not follow func-
tion but questionsit.

The very style of Meret Oppenheim’s objects with their unique
deviations from original usage — resembling quirks of nature or rarities
—concretizes the logic of cabinets of art and wonders. The objects"“Gin-

"o

gerbread Monster Chair”,

"o

Box with Little Animals”, “Gloves” with their
red veins on the outer skin, or the embroidered and painted “Evening
Dress with Bra-Strap Necklace” are precious rarities. Due to their me-

ticulous decoration and crafted designs their effect is one of collector’s
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CTYN NMPAHUYHOIO MOHCTPA. 1967
bapxaT Ha K/1IeHOBOM [iepeBe C LepCTSHON
noaywkon pabotel innu Kennep

92,8 x44x38,7

GINGERBREAD MONSTER CHAIR. 1967
Velvet on maple wood with

wool pillows by Lilly Keller

92,8 x 44 x38,7CmM

Kunstmuseum Bern,bequest

of theartist © 2012,

RUSSIAN AUTHORS' SOCIETY, Moscow

objects in the sense of a cabinet of wonders. The way of thinking behind
this nostalgic view betrays an interest in symbolic or magical ideas. In
this, with reference to those cabinets customary in the Renaissance
and the Baroque, there is a manifestation of doubt in man'’s belief in
progress and rational explicability, which is celebrated by Surrealism.
This effect, nurtured by the fantasticand the alienating, relies on a con-
stant overcoming of expectations. Like Marcel Duchamp with his con-
temporaneous ready-mades, Oppenheim’s objects are overwhelmingly
simple and — apart from the later editions — consist of unique works.
Any series would have led to a style or“look”, and would have undermi-
ned the wealth of associations they still arouse today. Entirely in the
spirit of Surrealism, therefore, Meret Oppenheim represents an attack
on the concept of usefulness, doubt in a belief in technical progress,
and belief in freedom as a form of existence. She rebels against a bo-
urgeois style of life —above all with respect to the classic understanding
of female roles — and exhibits a fundamentally rebellious attitude.
Outwardly, Oppenheim also retained links with the historic mo-
vement, as she participated in most international Surrealism exhibi-
tions in the years 1933 to 1961, as well as publishing works in surrealist
magazines and other publications. Despite the artist's statements of
rejection, surrealist ideas remain the decisive precondition to Oppen-
heim'’s work. Thus the unmistakable nature of personal experience and
artistic expression are among the passionately represented convictions

in the work of Meret Oppenheim as well as in Surrealism. Surrealism
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also cultivated a pluralism of styles and did not lead to a binding styli-
stic means initself. The central aims of the movement are rather spiri-
tualin nature and, like Oppenheim’s work, consist of an attitude rather
than, for example, formal-artistic rules. Surrealist art is not a matter
of transparent art, easily accessed by the intellect; Surrealism cultiva-
ted a tendency towards the enigmatic and the hermetic. Its represen-
tatives, like Oppenheim, defend themselves vehemently against any
explanation or flattening of the irrationality that they conjure up.

The Genealogy of Sparks

In1929 Walter Benjamin paid tribute to the Surrealism of the First Mani-
festo (1924) as animportant European intellectual tendency, precisely be-
cause of its radical concept of freedom and its ideas based on practice:
“the sphere of poetry was here explored from within by a closely knit circle
of people pushing the'poetic life’ to the utmost limits of possibility”.¢ Sur-
realism, wrote Benjamin, is not about literature or theories, but about
experiences that amount to the profane by contrast to religious enligh-
tenment, a "materialistic, anthropological inspiration”, which renewed
European thought. Surrealism centred around “winning over the forces
of ecstasy for the revolution” by means of surrealist aesthetics, which ope-
rate in a dialectical way and lead us to recognise “the everyday as impe-
netrable” and“the impenetrable as everyday”.”

In Benjamin’s statements, the reference to practice emerges
through this very radicalisation of the poetic. Today, as in the 19205 —
as formulated in the words of the lyric poet Durs Griinbein —"the dream
[lends] poetic density to existence”.®

In an age of disappearing scientific certainties, when no single
universal truth continues to dominate; in an age of shrinking security
in the working world, in economics and politics, when the self-confi-
dence of the individual is thus torpedoed even more, as shown by so-
ciologist Richard Sennett in his study of “flexible human beings”, once
again the dream is becoming the sphere in which a counter world is de-
signed, one in which society and reality must measure themselves aga-
inst different concepts of the cosmos. In this interim sphere between
the remains of the day and proclamations of desire, we can formulate
such things as utopian or socio-critical ideas in addition to the custo-
mary, utilitarian principles that dominate our everyday world, just as
the subconscious is dominated and eroded by the consumerindustries.
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Bern 2006, pp. 136-38.
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