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BE/IMKAS LUBEMUAPCKAS XYOOXHNUA, MO3T U MbICTUTE/Ib MEPET OMMEHTEAM OTMETWNA
Bbl 6 OKTABPS 2013 TOAA CBOW COTbIV AEHb POXAEHWSA. YXXE OAHOIO 3TOr0O ®AKTA BbIJ1IO
Bbl JOCTATOYHO A/18 TOr O, YTOBbI ELLLE PA3 M3BJIEYb M3 MY3EWHbLIX ®OHAOB EE MPOW3BE-
OEHWVA 1 BHUMATEJIbHO B3T1AHYTb HA HUX, KAK 3TO bblJ1O CAEJTAHO MPU NOATOTOBKE
BEONbLWOW PETPOCMEKTUBHOWM BbICTABKW XYAOXHWLLbI B2006 rOAY. NPV 3TOM HEM3BEXHO
BCTAET BOTMPOC: KAKOB CTATYC EE MCKYCCTBA HA ®OHE CETOAHALHEN LUBEVNLIAPCKOW XY-

NOXXECTBEHHOW MPOAYKLMI?

posSiBUTL MHTepec K MepeT OnneHreM — 3Ha4YUT 3aHATbLCS

13y4yeHnem coBepLleHHO 06BOPOXMTENbHON IMYHOCTM U ee

MHOr006pa3HOro TBOPYECTBa, KOTOPOE N MO Celn AeHb HU-
YyTb HE YTPATUIO HN XKM3HEHHOW CUJTbI, HU TYBUHBI. IMEHHO paboTbl
MepeT NpoNoXman B CBOE BPEMS MyTb KO BCEMY, YTO Hanbosee BaXKHO
B COBPEMEHHOM MCKYCCTBE, — MEXANCLMNANHAPHOMY (UMW TpaHCAMC-
LMNIMHAPHOMY) MoAXo4y, TeMATMYeCckoMy MHOroo6pasuto, a Takxe
cBoboe BbIGOpA MHAMBMAYANBHOW GOPMbI M ONMTUMAILHOTrO MaTe-
puana, npuyem 6e3 CTUANCTUYECKOro CaMOOrpaHnYeHns 1 6e3 Bbl-
HY>KAEHHOro C1efloBaHMS K KaKOMy-1MB0 CTUANCTUYECKOMY eMHO-
06pasnto. XyLoXKHWLA He NpuaepXXmnBanach KAKOro-To 0O4HOro CTUAs
WIN TeYEHWS, OHA NPOCTO Bbi1a BepHa camol cebe 1 npu 3ToM umena
[0CTAaTOYHO OTBaru, 4Tobbl Npy 06paLLeHnn K HOBOM Teme BblbrpaTb
M HOBbIV NNACTUYeCKUA A3bIK. MofobHas MHTennekTyanbHas rmé-
KOCTb B COYETAHUM C XYA0XKECTBEHHOWN y6exAeHHOCTbO NpeacTaB-
N51eTCs 06pa3LLOBOM — HO 3TO BOBCE He 3HAYUT, YTo MepeT OnneHrenm

CO3HaTeNbHO CTaBuna cebe Lenb bbiTb 06pa3|_|,0M. Ee kapbepa Bocnpu-
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HMManach Kak UCTOYHMK BAOXHOBEHMS 151 MHOTUX XKEHLLMH-XYL0XK-
HWL,; HEManyto posb Cbirpan 1 Ny6ANYHO 3asIBNIEHHBIN el0 BO MHOMKe-
CTBE WHTEPBbIO OTXOZ OT TaKOr0 WCTOPUYECKM C/IOXKMBLLEroCs
LBWDKEHUS, KaK ctoppeann3m. OLHAKo, HECMOTPS Ha BCe 3T 3asiBrie-
HWS, MHOTMEe aHAIMTUKK A0 CUX NOP BOCMPUHUMALOT ee paboTy «O6b-
ekT» (bonee U3BECTHYIO Kak «MexoBOW YamHbI NpMBOpP») Kak CBOEro
pofa «OLHOAHEBHOE Yy0», 8 CAMOE XyLOXHULLY — 1 BOBCE KaK «Ma-
NbIWKY MepeT, My3y CHoppeanncToBy. Henb3s He 3aMeTUTb, YTO Takoe
BreyaT/ieH e NpeACcTaBseTcs No MeHbLUel Mepe O4HOCTOPOHHUM, U
nocsie NpoLLeALLNX MHOTOUYUCIEHHBIX BbICTABOK OHO ef1Ba /I MOXeT

6bITb BCepbe3 060CHOBAHO.

Bo3aencTBMe HeMpeKk/IOHHOro XxapakTepa

Havyanom Wr1pokom NonynapHocTn MepeT OnneHrenm v Bce 6o/ee
NIECTHBIX CYXKAEHUI O ee paboTax CleayeT CYMTaTh KOHel, 1960-X 1
1970-€ rofibl. Gosiee BCero TakoMy «0TKPbIBAHMIO 3aHOBO» NMOC/YXKMAA

peTpocnekTMBHas BbiCTaBka B My3ee COBPEMEHHOIo MUCKycCTBa






TPUYEPHDIE FPYLLI. 1935-1936
XONCT, MAC/IO
39,5x55,8

THREE BLACK PEARS.1935/1936
OIL ON CANVAS

39.5x55.8CM

Kunstmuseum Bern, Hermann

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

B CTOKIro/ibMe B 1967 roy Y NoC/eA0BaBLIASA 32 Hel Cepus BbICTABOK

B Pa3HbIX FOPOAAX B 1974—1975 rofax. Ha 3Tux nepcoHanbHbIX BbICTAB-
Kax CO BCe OTHET/IMBOCTbLIO MPOSIBUANCH 3HAYMMOCTb ee npov3Bese-
HWM, MOLLHOe HOBATOPCTBO, E€AMHCTBO B pasHoobpasuu u
MOCTOSIHCTBO B M3MeHeHWW. KpoMe Toro, cama cuTyaums B UCKycCcTBe
1970-x obneryana gekoAanpoBaHue npouseegeHnn Mepet OnneH-
renm. Kak nnucan Xapanbg 3eeMaH, MCKYCCTBO 1970-X CTAHOBUAOCh
BCe 60/1ee OpUEHTUPOBAHHbLIM Ha CMbIC/IOBOE COAEepXKaHue, Tak 4To
B 1972 rofly 3eemaHy y[anocCb OpraH1M30BaTb 3KCMO3ULMIO HA Bbl-
cTaBKe «[JoKkyMeHTa 5» MOA coraHom «MHAnBMAYyanbHbIe MUPOo-
rmu». B TOT pas OnneHrerM He 6bina npuraaweHa co CBOUMU
paboTamu Ha BbICTaBKy B Kaccene, ofHaKo B 1982 kypaTop Pyan dykc
NpUB/EK ee K y4acTuio B «JokyMmeHTe 7». Takum obpasom, Mepet On-
neHreM okasanacb OAHON 13 HEMHOTMX SKEHLLMH-XYA0XHUL, ee No-

KONeHUs, KTo ycnen noy4nTb MMPOBOE NMPpU3HaHKE eLlle NPU SKN3HN.

Fopoa bepH He Ha30BeLllb NPU3HAHHbLIM LLeHTPOM, HeM3MeHHO BAOX-
HOBASIOLLMM XYA0XHUKOB. TeM He MeHee OnneHreM B 1954 rogy op-
raHu3oBasa 34ecb MacTepcKyto, a € 1967 roga Npoxmsana B ropoje
NOCTOSAHHO. B 1950-X rogax en He cpasy yAanoch 3aHATb AO/KHOE
MeCTO B Kpyry BepHCKMX XyA0XHMUKOB. B 1960-x rogax, 6narogaps
pa3Hoobpa3Hou Nporpamme BbICTaBOK B KyHCTxanne, peannsyemon
ero AMpeKTopoM Xapasib4oM 3eeMaHoM, XyA0XKeCTBEHHAs XMN3Hb ro-
poAa nosy4mna HoBbI CTUMYA. Brarofaps 3TOMy HOBble CTUMY bl
paboTaTb B pyc/ie NPU3HAHHbIX B MUPE XYA0XKECTBEHHbIX TEHAEHLMI
nosBUANCL 1y OnneHrenm. OfHaKko nosfHee TBOpYecTBo Onnex-
reviM faneko He cpasy bbiao 3ameyeHo U NPUHATO BCepbe3 B rOPO/E,
B KOTOPOM OHa XWna U TBopuaa. KnpvmMepy, Ha ee nepsow (1 gonroe
BPeMS eIMHCTBEHHOW) NePCOHANbHOW BbICTaBKe B 1968 roay B rane-
pee MapTunHa Kpebca B bepHe (pPOBHO Yepes rof nocie peTpocnek-
TVBblI B My3ee COBpeMeHHOro nckycctsa B CTOKrosbme) He 6bino
NpOAAHO HY OAHOW paboTbl. He NpUXOANTCS YAMBAATLCS: SBHO Cpa-
6aTbIBaNIN CTapble Npeapaccyfky B OTHOWEHWMN XKEHLLNH-XYA0XKHU-
KOB. B pesynbTaTte, KOrAa B 1970-X roAax pasBepHyaach LWMpoKas

LOMCKYCCUS BOKPYT «KEHCKOro» MCKycCTBa, MepeT OnneHreiim npw-
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HS/1a B HEM aKTMBHOE U pelinTenbHoe yyacTne. OHa noaaepxmeana
FOHIMAHCKWIA naean aHapOrMHHOM KpeaTUBHOCTM, COMacHO KOTO-
poMmy cpabaTbiBatOT OLHOBPEMEHHO MYXKCKOE 1 XEHCKOoe Havana, u
nonarana, 4To OHWM MOTyT 6bITb MHTErPUPOBAHbLI B PABHON Mepe
N060N NMMYHOCTLIO BHE 3aBUCMMOCTM OT nona. bnarogaps csoem
APKO BbIPAXXEHHOM NO3ULNN B BUAE COLMANTLHON KPUTUKN U NPU3bl-
BOB K 3MaHCMNaLMmM, oHa BAMAACH B KOHTEKCT YXEHCKOr 0 ABUXKEHMS,
npro6pena oT4eTAMBYIO GEMUHUCTCKYIO PenyTaunto 1 ctana npu-

MepoM 4/19 MO1I040r0 NOKONEeHNSA XYAOXXHNKOB.

MHTepecbl MepeT OnneHrem 4eTKo MPOCMaTPUBAKOTCS B TOV TEMa-
TUKe, K KOTOPOW OHa HEOAHOKPATHO obpallanach B CBOMX Npoun3Be-
neHunsx. Ee BONHOBaNO BCe, YTO pasaensieT NpUpoay 1 KyabTypy, a
Taloke BCe, YTO CBSA3bIBAET UX MeXAY COBON. He B MeHbLUel CTerneHun
€1 6bIIN HTepPeCHbl OTHOLLIEHWS MEXAY NOIaMK, PABHO KaK MpoTu-
BOPEYMBOCTb U CXOACTBO MeX/y CHOBUAEHUSAMU U PeanbHOCTbIO.
Ons ee paboT xapakTepHa OTYeTAMBas, [axe HApPOUYUTO pesKas
rpaHb MeXay No3nLUSAMUI U TOUKAMM 3peHUSs, BOTHYIOLLMMU XYA0XK-
HWLY, OHa aHaNN3MPYeT 3Ty rpaHb UM KOMBUHUPYET Ha ee OCHOBe

HeKoe HoBOe eINHCTBO.

XapusmaTumyeckoe TBOpPYeCTBO

Bo MHorumx paboTax, NocBsLeHHbIXx MepeT OnneHrenm, ee xapusma
1 BCS ee KyNbTYPHO-MOANTMYECKAS 3HAYMMOCTb Kak Ny6AnYHom du-
rypbl 3aC/IOHSOT COBCTBEHHO NPOAYKTLI €8 TBOPYeCTBa. EC/IN Xe oT-
B/IeYbCS OT BCErO BHELIHEro u o6paTUTbCs HEMOCPeACTBEHHO K
TBOpYecTBY ONMeHrenm, To B NepByto o4epeab obpallaeTt Ha cebs
BHMMaHNEe MHOroo6paswue XyA0XeCTBEHHbIX CTUNeN; MHOTMe KpU-
TUKWN CKNIOHHbI MonaraTb, 4To noaobHoe pasHoobpasme bepeT Ha-
4ano B CAMOW JIMYHOCTUN XYLOXKHULbI, OTIMHAIOLLENCS NpefebHbIM
HOHKOH(bOPMU3MOM. B ee SKMBOMUCHbBIX U rpaduyeckmx paboTax Ha-
6/1104a10TCS KaK BMOHE peannucTnyHble pUrypatmeHble M3obpase-
HWS, HanOMMHAKOWMe «BEpUCTUYECKMIA CloppeanusmM», Tak U
opraHuyeckue abcTpakunn. ECTb U CMeLaHHble GOpMbl — Hanpu-

Mep, HanncaHHas MacioM KapTuHa «Houb, ee 06beM 1 TO, 4TO And



Hee OMacHoO» 1934 roAa, UAM TAUHCTBEHHbIN NONYKPYTAbIA NOHET
«TpUW YepHbIX rpyLLn» (1935/1936). OTHOCUTENbHO 3TUX PaHHMX paboT
HEBO3MOXHO CKa3aThb C YBEPEHHOCTbIO, UMEET JIN B HUX MECTO peasnn-
CTUYHOE M306paxkeHne reoOMeTPUYECKMX Te INB0 XKUBbIX CYLLECTB —
UK 3TO He 6oslee YeM NO3TMYecKoe M3obpakeHne abcTpakTHbIX
naen. NMommmo paboT, konebatowmxca mexay Gurypatmsom 1 ab-
CTpakumMewn, ecTb 1 Takne BMOJHe MaTepuanmucTuyeckme n3obpaxe-

HWS, KaK «3aaHue» (1935), <HapuCOBaHHOE» COOMUHKAMM Ha Bymare.

B LIe/IoM MOXHO CKa3aTb, 4TO B MOC/IeAyOLLMX NPom3BeeHNSAX OnneH-
reriMm Bce 601ee akTMBHO M CBOBOAHO KOMBUHMPYIOTCS peanmcrmye-
ckasi GUrypaTMBHas XKMBOMMUCh, KOMIIAX C MPUMEHEHMEM NMPUPOLHbIX
npeLMeTOB 1 FreoMeTpUYeCKo-opraHnyeckie abcTpakLmm — He Bbi3bl-

BaloLLe COMHEHUSA OTKANKW Ha MOM-apT 1960-X 1 1970-X FOA0B.

Mpu >kenaHmm MOXXHO MHTeprpeTMpoBaTh 3TO 60raTCTBO CTUEN B Cy-
ry6o KpUTUYeCKOM Ayxe — Kak HeCrnocobHOCTb BbipaboTaTb UHAMBU-
AyanbHyl0  y3HaBaeMmyl — MaHepy,  Kak  Xy[OXeCTBEHHYIO
«HeonpeaeNeHHOCTby, Kak CBOero pofa pefsaTUBUCTCKYIO NO3NLMIO.
OpHaKo B npeacTaBneHnn buc Kypurep, asTopa nepson MoHorpadum,
nocBsiLLleHHOM OnneHrenM, Kak pas 3Ta XyAoXKecTBeHHas OTKPbITOCTb
[enaeT ee Npom3BefeHNs 3HAYUMbIMU MO Cert ieHb, 0COBEHHO ecnn
MNHTEpPNpeTMpoBaTL X Kak SpKOe NposiBneHne CBO6Obl CAaMOBbIpaXKe-
HMa. Tak, elle B 1975 rofy OnnexHrerM nofyepkmneana B pasroBope ¢
Banin SkcnopT: «Maes nossnsetcs obnedeHHomn B popmy»*. Bonpoc o
TOM, KaKk UMeHHO MepeT OnneHremM BUAeNa 3ToT KOHCEHCYC GOpMbI
1 COAep>KaHMs, OCTAETCA OTKPbLITbIM, ACHO /INLLb, YTO B KAXKAOM KOH-
KpPeTHOM C/ly4ae OHa BOCMpUHMMana GopMy C TOHYKN 3peHuns Toro,
KakvM 06pa3omM OHa COOTBETCTBYET 3aMblC/y XyA0XKHMKA. CBOBOAHO
obpallasch Ko BCeMy apceHany CpeAcTs BU3yasbHOrO BblpaXkKeHus,
OnneHrenm NpUHUMana 3a 0CHoBY ANs Cebs onpefeneHHyo NpocToTy

KaK BU3yalbHOr O A3blKa, Tak 1 KOMNO3NLNN.

B 0CHOBE 3TOM MPOCTOTbI — Y6EXAEHHOCTbL B TOM, 4TO ONMeHrenm
BOCMPOM3BOAMT 06pa3 Kak MOXHO B/MXe K CBOEMY MbIC/IEHHOMY
npeacTaeneHunio. Ee paboTbl XapakTepmsyeT BEPHOCTb TOMY BHYT-
PEHHEMY BUAEHMIO, OHW He MOAYMHAIOTCA anpMOpHOMY NpeacTaBe-
HMIO 0 TOM, KAKMMU AO/KHbI 6bITh MPOM3BEAEHMS MCKYCCTBA. Tak YTO
camu paboTbl MepeT OMnneHrenm npakTUYeck HUYero He roBOpAT O

TOM TBOpYeCKOM NyTW, KOTOPbIM NpoLUia XyaoXXHMLA.

BMeCTO 3TOro, N0 MHEHWIO TAKOTO UCCefoBaTeNs, Kak XenbMyT
XancceHbOTTENb, ANS XUBOMUCHLIX MPON3BEAEHNI U 06bEKTOB
MepeT OnneHrenmM xapakTepHa TeHAEHUMS K «06beKTUBUPYIOLLEMY
OTHYKAEeHUIoN2. B COOTBETCTBMM C JAHHOM TeHAEHLMeNR feicTBre
TpaHchOopMUpyeTCs B 06BEKT, HO MPY 3TOM OCTAETCS 3pUMbIM B TOM
CMbIC/IE, YTO €ro BCErAa MOXHO OMO3HATb M BEPHYTb M3 HOBOTO KOH-
TeKkcTa B 061aCTb MbICIMMOTO. MponcxoanT nepedopmynnposBaHmne
KOHTEKCTa, B KOTOPbIA NOrpy>KeHbl 06bEKTbI U KMBOMUCHbIE MOTUBbI,
PaBHO Kak 1 MX OTHOLLEHMSA K MUPY UM NOBCEAHEBHOM PeasibHOCTW.
XamcceHbOTTeNb NOAYEPKMBALET, YTO NPY 3TOM «COBCTBEHHO rOBOPS,
He NMPOMCXOAUT HUKAKOM CEOPKM, HO Mexay CO60in COeaNHATCS
dparMeHTbl NPeKpacHOro HOBOro M BMeCTe C TeM CTPAHHOI 0 MUpan.
XYAOXKHWUK 3aHOBO COOTHOCUT Mexay COBOM «BeLLu, KOTOpble HW 10-
FUYECKM, HY MO CYTU HUKAK MeXAY COBOM He CBA3aHbI, U B pe3yibTaTte
BO3HMKAIOT HOBas PeanbHOCTb U HOBast 1orukans. Bo MHOTUX CBOMX
paboTax OnneHrenm cTankMBaeT NPOTUBOMONOXKHbIE CYLLLHOCTH, Ha-
NPUMEP: MY>KCKOE U XXEHCKOE, 3pOC 1 I0roc, YyBCTBO U NMOHUMAHME,
nprpoaa v KynbTypa. 3aMHTEPECOBAHHOCTL €8 COCTOUT He B TOM,
4TO6bl B3BELIMBATL 3TU NMPOTUBOMOIOXKHOCTU U BbICTPAUBATL UX

nepapxmyeckmn nnm aesanbBrUpoBaTh, HO NpeXXae BCero B TOM, 4YTO6bI

pacTBOPUTL MPOTUBOMOJIOXKHOCTM B YEM-TO TpeTbeM — Tak, B HaCTHO-

CTW, BO3HMKNA B ee TBOp4YeCTBe daHAPOTMHHAs Tematuka®.

OonneHrenm n cloppeasnmsm

B KOHLE XM3HW OTHOLLEHWe MepeT OnneHrerm K ckoppeannsmy 6bii1o
[BOMCTBEHHbIM. Ee pa3o4apoBbIBa AyXOBHbIN 3aCTON OKPYXeHNS
AHApe bpeToHa nocsie BTopon MUpOBOM BOWHbI, OHa He XKenana pas-
[ensaTb ero NoAuTUYecKne B3rnsabl. 3a rog 4o CMepTy OHa nucana ob
3TOM npoLecce ANCTAHLUUPOBAHMS: «S HEHABMXKY SpAbIKK. 51 0TBep-
rat npex/se BCero TepMuH «CtoppeanmncT», NOCKOAbKy Nocae BTOpOm
MVPOBOW BOWHbI OH y>Ke He MMeeT TOro CMbICNA, KOTOPbIN BKAAA4bI-
Ba/ICs B HEro paHee. 5 cYUTao HaMMCaHHOE B 1924 rofy O MO331K U
MNCKYCCTBE B NepBOM MaHudecTe bpeToHa — 3TO camoe npekpacHoe,
4TO BOO6LE KOrAa-nMbo 66110 HANMMCAHO MO 3TOM Teme. A BOT OT
TOro, 4TO aCCOLMMPYETCS C COPPeann3MOM CerofHs, MeHs NpocTo
BOPOTUTYS.

[lns creumanuncTa no uckyccTay cloppeannsma BepHepa LUnuca pac-
xoxzaeHne OnneHrenmM C 3TMM Te4eHeM 03Ha4aeT ee paspbIB C TOWM
KyNbTYPOW, B paMKax KOTOPOM OHa B KOHEYHOM cyeTe npuobpena
onpeaeneHHyo N3BECTHOCTb U BAMSHUE. HO MOXET 1 KaKMM-M60
06pa3oM CTaBUTLCS MO COMHEHME C/1aBa aBTopa «MexoBOM YaHbIN
npunbop»? MOHATHO, YTO NOC/e CBOEro TBOPHECKOro Kpusmca MepeT
OnneHrernm Bce elle YyBCTBOBasA ce6s AOCTAaTOYHO MOIOAON U He
Xenana, 4tobbl ee MMs acCOLMMPOBANOCh UCKIIYUTEBHO C ee A0-
BOEHHbLIMU NMPOM3BEAEHUSMU UM CO 3HAMEHUTbLIM M306paXKeHneM
ee oHoro Tena Ha oTorpaduax MaH P3si. 3To KpariHe BaXKHO AJis no-
HUMaHWS TeHAEHUMI fanbHenwero pa3BuTns ee Tsopyectsa. Of-
Hako, No MHeHuto Lnuca, oHa ocTaeTcs «3HakoBOW GuUrypom
reponyeckoro nepnosa coppeanvsmMan. A 3HaMeHUTLIR «MexoBoin

YarHbI NpUEOP» OH MoaaraeT BNeYaTAAWMM NPUMEPOM Cloppea-

3AAHME. 1935

YEPHAS BAPXATHASA BYMATA
HA ®AHEPE, COJIOMUHKN
50 x50

BUILDING. 1935

BLACKVELVET PAPER ON PLYWOOD,
STRAWS

50 x50 CM

Hermann und Margrit Rupf-Stiftung,
Kunstmuseum Bern © 2012,

RUSSIAN AUTHORS' SOCIETY,
Moscow
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JINCTCKOTO GeTMLLIM3MA: MEXOBOEe MOKPbITUE MPOTUBOPEUNT naee
GYHKLMOHANBHOCTM U CBOAWT e Ha HeT, ucyesaeT npakTnyeckas
LLeHHOCTb MpeaMeTa, a COBPEMEHHbIN AM3alH YaLlwKy BOCNPUHUMA-
eTCs Yepes Npusmy MpoHUK. B JaHHOM c/iydae dopMa He cieslyeT 3a

dYHKLWMeN, a CTaBUT ee NoA BONpocC.

CaM CTUAb BbIMONHEHHbIX MepeT ONMneHrenm yH1KanbHbIX 06beKToB,
CXOAHbIX C OBLLENPUHATLIMU M BMECTE C TEM Pa3uUTe/IbHbIM 06pa3om
0Ka3blBAOLLMXCS HEYTUANTAPHBLIMU — C/IOBHO NPUYYAA NPUPOALI NN
KaKOM-TO papuTeT, BOMIOLWAET SIOMMKY, MOMOXEHHYIO B OCHOBY Op-
raHu3aunm KyHcTkamep. Takne o6beKTbI, Kak «CTyl NPAHUYHOMO
MOHCTpan, «SALLMK C MaNeHbKUMM XXMBOTHbIMU», «lepyaTkan C Kpac-
HbIMW BEHaMW MOBEPX KOXM MW BbILLMTOE M packpalleHHoe «Beyep-
Hee nnaTbe C OXEepesbeM B BUAe KO/Mbe U3 6peTenek OT 6OCT-
ranbTepar, NpeacTaBAdoT CO6OM Takne AparoLueHHble papuUTETLI.
M34LLHbIA AEKOP 1 TLLATENbHO BbIBEPEHHbI AM3aiH MPeBpaLLatoT Ux
B 06BbEKT MHTepeca A5 TeX KONNeKLMOHepoB, KOTopble 0hopMAsSOT
CBOW KOINEKLMM B CTU/E KYHCTKAMEPDI, YTO BbIAAET HEKOTOPYHO HO-
CTaNbrM4eckyro 3aMHTePeCcOBAHHOCTb B MOAOB6HbIX MPOV3BEAEHNAX C
NpUB- KYCOM CUMBO/IM3MA MU Maruu. B 3TOM CMbIC/e OTChIIKA K Kabu-
HeTam peAKOCTen, XxapakTepHbIM A5 3Moxu PeHeccaHca nnm 6a-
POKKO, CBUAETENLCTBYET O BCEN rY6UHE COMHEHMIA CHOpPeanncToB
B CBOMCTBEHHOW 4e/10BEYECTBY BEPE B NMPOrpecc v TOPXKECTBO paLmo-
HaNIbHOCTW. TOT 3bbEKT, MUTAEMbIN OXMAAHNAMM YEro-To GpaHTa-
CTUYECKOro N CKJIOHHOCTbLIO K OTHYXKAEHWUIO, OMMPAEeTCs Ha NOCTO-
AHHOE NPeooNeHNE OXMAAHWIA. TTOJ06HO OTHOCALLMMCS K TOMY XKe
nepuoay «pean-mena» obbektam Mapcens ilowaHa, pabotbl MepeT
OnneHrenm B 60/IbLLINMHCTBE CBOEM 06eCKypakmnBatoLLLe NpocTbl U —
eCNIv He CYUTaTb NO34HENLNX NOBTOPOB — YHUKANbHbI. ECAN 6bl
XYA0XHMLA TBOPUIA CEPUAMM, PE3YbTATOM MO0 Bbl CTaTb BO3-
HUKHOBEHWE ONpeaeseHHOro CTUAS UAN MPUCYLLENO NLLb el «BUae-
HMSA», HO BMeCTe C TeM okasasnach 6bl MOA0PBaHa 3HAYMMOCTb TeX
accoumaunin, KOTopble ee NPoM3BeeHNs BCe eLLie MOPOXAAKT Cero-
OHA. Taknm obpasomM, MepeT OnneHrenm BonaoLaeTt cobon — non-
HOCTbIO B lyXe CloppeannsmMa — npoTecT NpoTWB CAMOro NOHATUA
NONEe3HOCTN, COMHEHME B L|e1eco06pa3HOCTN TEXHUYECKOro npo-
rpecca, Bepy B cB0604y Kak dopMy cyllecTBoBaHUS. OHa BOCCTaeT
NpoTMB BYPXKYa3HOro CTUASA XKWU3HN — NPeXAe BCEro NpoTUB Tpaau-
LMOHHO 3aKPenmMBLLErocs MOHUMAHMUA POJIN XKEHLLMHbI — U MPOTUBO-

noctapnget emy no3muunio 6yHTap|<v1.

BHeLLHe, BNpoyem, OMMeHreimM CoXxpaHana cBa3u C Coppeann3Mom,
MOCKO/bKY MPUHUMANA yHacTHe B 60MbLIMHCTBE MEXAYHAPOAHbIX
BbICTABOK COPPEANNCTOB B NEpPUOA C 1933 Mo 1961 rof, a Takxe ny6-
JIMKOBANACh B CHOPPEAIMCTUYECKIMX XKYPHANAX M MPOYNX U3AAHUSX.
HecMoTps Ha 3asBneHns XyA0XKHULbI 06 0TKase OT UAEN cloppea-
NIM3Ma, OHU BCE XE 0CTAKTCA pellatoLLeit Npeanockiikon BCero ee
TBOpYeCTBa. MOXHO CMe/o CKasaTb, YTo 6e30Wmb04Has onopa Ha
JIMYHbIV OMbIT CBO60/AbI XYA0XKECTBEHHOMO CAMOBbIPaXKeHUs C6aM-
XaeT TBopyeckue ybexxaeHns MepeT OnneHrerm C Npy3biBamum Clop-

peanncTos.

Befb ctoppeanvsm Takoke KyNbTUBMPOBAN NAOPaNN3M CTUNEN N CaM
no ce6e He BeN K OFPaHNYEHNIO CTUIMCTUYECKUX CPeACTB. MNaBHble
Lesn Te4eHUst HOCAT No BobLUer YacTy abCONOTHO YXOBHbIN Xa-
paKTep, OHW, Kak 1 TBOPYeCTBO OMMeHrenmM, onuparTcs He Ha Gop-
ManbHble XyA0XKeCTBEHHbIE MPUEMbI, a Ha BMOJIHE ONpeaesieHHY0
NO3MLMI0 OTHOCUTE/IBHO TOMO, HTO CHMTATbL MCKYCCTBOM. MCKYCCTBO
ctoppeannsma Henpo3payHo M HeNerko NoAAAETCA UHTENNEKTYasb-
HOMY 06BACHEHWNIO; OHO KYJIbTUBUPYET CTPEM/IEHME KO BCEMY SHUT-

MaTU4YHOMY 1 repMeTUHHOMY. Ero npeacTaBuTenu, nogo6Ho Mepet

OnneHrenm, pelwnTebHO OTBEPraav BCAKYH BO3MOXHOCTb MHTEP-
npeTaumm UM ynpoLLeHns Toi MpPaLMOHanbHOCTU, KOTOPYIO OHM
BbI3BA/IN K KM3HW.

FeHeanorusa nckp

B 1929 roaly BanbTep beHbIMWH 0TAAN LO/KHOE NepBOMY MaHUPecTy
ctoppeanunsmMa (1924) kak HeMaIoBaXKHOMY A/151 EBPOMbI MHTENNEeKTY-
aA/IbHOMY Te4eHUO MMEHHO Cy4eTOM ero paankasbHOro NOHMMaHus
CB060,D,I::I ] 6nar0,qapﬂ TOMY, HTO «34€eCb c¢epa noas3num cnucrtemMaTu-
YeCKn n3y4yaeTcs M3HYTPpU TeCHO CNI0YEHHbIM Kpyrom noaen, KoTo-
pble  JOBOAMAM «MO3TUYECKYK >KWU3Hb» [0 KPaMHWUX TpaHuy,
BO3MO)KHOFO»G. C}Oppea}'IVIBM, Mo c/ioBaM beHbSIMMHA, —3TO He inTe-
paTypa v He cnocob TeopeTM3NPOBAHMSA, 3TO CKOPee OMbIT, KOTOPbIN
BedeT K4emy-To I'IpOCDaHHOM\/ B NMPOTMBOMO/IOXXHOCTb pe/INrMo3HOMY
NPOCBELLEHNIO K «MaTepUanncTU4eckomy, aHTponosiormyeckomy
BAOXHOBEHMION, KOTOPOe 06HOBW/IO eBPONENCKYIO MblC/b. Ctoppea-
NIN3M OPUEHTUPOBAH Ha «no6e,qy Haj cniamu peIMrMo3HOro aKcTasa
paawn pesontounm» cpeacTtsamm CIOppeal'll/ICTVI'-lECI<Ol7| ICTETUKU, KO-
TOpas ,EI,EI7ICTByeT AnanekTnyecky n seet Hac K NpM3HaHUIo «noece-
AHEeBHOro Kak KakK

HenpoHuMuaemMmoro», a «HernpoHuuaemoro

noBCeaHeBHOron’.

B yTBEPXKAEHMSAX BEHLAMMHA OTChINIKA K MPAKTMKE NPOMCTEKAET Yepes
paaMKanmn3aLmio NosTMkK. CeroaHs BHOBb, CJIOBHO B 1920-X rofiax, kak
chopmMynmpoBan AMpuyecknii No3T ypc MproHbaiH, «rpesa npuaaet
NO3TMUYECKYIO NAOTHOCTb CYLLECTBOBAHMIONS.

B nepwuog, Koraa Hay4Hble OCTUXKEHMS TEPAIOT CBOK 6eCCNOPHOCTb,
KOrfia He OCTaeTCs HMKAKOW AOMUHMUPYHOLWEN BCeobLen NCTUHDI,
KOrZ}a OCTaeTCs BCe MeHblue 6e30MacHOro npocTpaHcTea B cepe npo-
N3BOACTBA, B 3IKOHOMMKE U B NONNTUKE, KOTAA YBEPEHHOCTb UHANBMAA
B cebe Bce B 60/bLUEN CTENEHN NOAPLIBAETCS, KAK MOKa3an coLumonor
Pryapa CeHHeT B CBOEM MCCNeA0BaHMM O «TUBKMX YeI0BEYECKMX Cy-
LecTBax», rpesa, COH BHOBb CTAHOBATCS chepou, rae cospaercs
KOHTPMWUP, rAe 06LLECTBO U LENCTBUTENLHOCTb AOMKHbLI COM3MEPATL

cebs C NOHMMaeMbIM CaMbiM Pa3HbIM 06pa3oM KOCMOCOM.

B 37O BpeMeHHoM chepe Mexay ocTaTkamu AHS U MOMEHTOM Mpo-
BO3r/1aLLleHNs XKeNaHU Mbl MOXeM CPOPMyNMPOBaTL yToMMYeckme
VN COLNO-KPUTUYECKMNE UAEN B AOMONHEHWE K MPUBbIYHBIM YTUIN-
TapHbIM NMPUHLMNAM, MpeobaafatoLM B Hallen MoBCeAHEBHOCTH
TOYHO TaK Xe, Kak MoAco3HaTe/lbHoe NOAABNSAETCS U paspyLllaeTcs
NHAYCTpUen noTpebneHns.
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THE GREAT SWISS ARTIST, POETAND THINKER MERET OPPENHEIM WOULD HAVE CELEBRATED HER
HUNDREDTH BIRTHDAY ON 6 OCTOBER 2013. IFTHISWERE NOT SUFFICIENT REASON TO BRING OUT
OUR COLLECTIONS AND TAKEANOTHER INTENSE LOOKATTHEM AFTER THE MAJOR RETROSPECTIVE
EXHIBITION IN 2006, TODAY THE QUESTION IS — WHAT STATUS CAN HER ART CLAIM AGAINST THE
BACKGROUND OF RECENT ARTISTIC OUTPUT FROM SWITZERLAND?

aking aninterest in Meret Oppenheim means studying a fas-

cinating personality and a diverse oeuvre, which has lost not-

hing of its vitality and depth today. Everything that makes an
impactin contemporary art — whether inter- or transdisciplinary ap-
proaches, or thematic variety and the freedom to select an individu-
ally suitable form and materiality 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 exem-
plary, 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 recognised emancipation
from the historical movement of Surrealism, which was recounted in
numerous interviews. Yet, by contrast, many reviewers perceived her
and the "Fur Cup” either as a "one-day wonder” or merely as “Little
Meret”, a Surrealist muse. But this is a one-dimensional impression
and, after numerous exhibitions, one that is impossible to uphold.

THE TRETYAKOV GALLERY / 2'2013(39) / INTERNATIONAL PANORAMA

The Impact of an Unswerving Character

Wider public perception and an increasing appreciation of Oppenhe-
im's creative oeuvre developed in the late 1960s and 1970s. This inter-
national rediscovery was initiated by a retrospective in Stockholm's
Moderna Museet in 1967, which was followed by a touring exhibition
in 1974-75. The solo exhibitions provided impressive evidence of the
work's wealth and force of renewal: its unity in diversity and con-
stancy in change. In addition, the art of the 1970s made access to
Meret Oppenheim's encoded art easier. According to Harald Sze-
emann, 1970s art was becoming increasingly content-oriented, so
thatin1972 he was able to herald documenta 5 under the motto"“Indivi-
dual Mythologies”. At that time Oppenheim was not invited to parti-
cipate 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. Op-

penheim 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

herway into the circle of Bern-based artists. There was somerich ar-
tistic stimulation in the 1960s thanks to the varied programme of ex-
hibitions at the Kunsthalle organised by Harald Szeemann. This
environment provided Oppenheim with many artistic stimuli and
enabled her to explore 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 Stoc-
kholm —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 Carljung'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, regard-
less of gender. Due to her consistently practised socio-critical and
emancipatory attitude, she became a figure of feminist identification
in the context of the women's movement, and a model for the yo-

unger generation of artists.

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 oscil-
lating between figuration and abstraction, there are also material pic-
tures 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.

Viewed critically, one could also interpret the wealth of styles as an

inability to develop a personal signature, or as artistic “uncertainty”

OBbBEKT

(MEXOBOW YAWHbIV MPUBOP). 1936
YALWKA, BJTFOALLE N TOXKA,
MOKPbITbIE MEXOM
YALWKA - ANAMETP10,9;

BAOALLE - ANAMETP 23,7;

NOXKA - ANTNHA 20,2

BbICOTA OBBEKTA-7,3

Holo-Mopk. My3ei coBpeMeHHoro
nckyccrea (MoMA)

OBJECT (LE DEJEUNER

EN FOURRURE). 1936
FUR-COVERED CUP,

SAUCER AND SPOON;
CUP-10.9 CM DIAMETER;
SAUCER — 23.7 CM DIAMETER;
SPOON —20.2CM LONG;
OVERALLHEIGHT 7.3 CM

New York, Museum

of Modern Art (MoMA)

© 2013. Digital image, The Museum of
Modern Art, New York/Scala, Florence
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AUMK C MATTEHBKUMU
MKVBOTHbIMM. 1963

MANTEHBKM SLLUMK CO CbEMHOW
KPBILIKOW, BHYTPEHHSIS
MOBEPXHOCTb OKPALLIEHA
MAC/IIHO KPACKOM,
NTANbSIHCKUE MAKAPOHbI

B ®OPME FA/ICTYKA-BABOYKM
25X15X9,9

BOXWITH LITTLE ANIMALS. 1963
SMALL BOXWITH SLIDING COVER,
INTERIOR PAINTED IN OIL, ITALIAN
BOWTIE PASTA

25X15X9.9CM

KUNSTMUSEUM BERN, VEREIN DER
FREUNDE © 2012, RUSSIAN AUTHORS'
SOCIETY, MOSCOW

and a relativising 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 stres-
sed: “The idea appears in the garb of its form? It remains open as to
how Oppenheim senses this agreement between form and content;
itis only clear that, in each case, she accepts the shape as being su-
itable and trusts in the correctness of her idea. She has free access to
the fullarmoury of possibilities of visual expression and, to retain this,
she accepts some simplicity of pictorial vocabulary as well as of com-
position. This simplicity is due to the certainty of the imagination of
an image, which is based on the fact that Oppenheim reproduces
inner images 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 development from the works themselves.

Instead, a tendency towards"objectifying alienation"? is characteristic
of Meret Oppenheim’s paintings and objects, according to the author
Helmut Heissenbuttel. This transforms an act into an object, but lea-
vesitvisible to the extent that one can always recognize itand remove
it from the new context again in one’'s mind. There is a re-formulation
of the context into which the objects and pictorial motifs are embed-
ded, as well as their reference to the world or to everyday reality. He-
issenbittel emphasises that in this way "nothing is actively
assembled, 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”.3 In many of her
works Oppenheim contrasts contradictory positions such as male and
female, eros and logos, feeling and understanding, or nature and cul-
ture. Here, her foremost interest is notin weighing opposites against
each other orin devaluing them, but in the dissolution of these cont-
rastsinathird something, just as this played a part in her thematizing
of the androgynous.*
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Oppenheim and Surrealism
Meret Oppenheim developed an ambivalent attitude to Surrealism in

her later years. She had been disappointed by the spiritual stagnation
of the circle around André Breton after World War 11, and didn't wish to
share its political views. A year before her death, she wrote about this
process of distancing: "I despise labels. Above all, | reject the term'sur-
realist’ because it has not had the same meaning since the Second
World War as it did earlier. I 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 un-
derstandable that Oppenheim still felt too young after her creative
crisis to be reduced solely to her pre-war production and the effect of
heryouthful body as seen in Man Ray's famous photographs, and this
is important for the further development of her work. According to
Spies, however, she remains“an important figure of the heroic period
of Surrealism”. 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 con-
temporary design of the cup is subjected to irony. Here, form does not
follow function but questions it.

The very style of Meret Oppenheim’s objects with their unique devia-
tions from original usage — resembling quirks of nature or rarities —
concretizes the logic of cabinets of art and wonders. The objects “Gin-
gerbread Monster Chair”,"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 meti-
culous decoration and crafted designs their effect is one of collector’s
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 fantastic and 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 movement,
as she participated in most international Surrealism exhibitions in the
years 1933 to 1961, as well as publishing works in surrealist magazines
and other publications. Despite the artist's statements of rejection, sur-
realist ideas remain the decisive precondition to Oppenheim’s work.
Thus the unmistakable nature of personal experience and artistic ex-
pression are among the passionately represented convictions in the
work of Meret Oppenheim as well as in Surrealism. Surrealism also cul-
tivated a pluralism of styles and did not lead to a binding stylistic means
initself. The central aims of the movement are rather spiritual in nature
and, like Oppenheim’s work, consist of an attitude rather than, for
example, formal-artistic rules. Surrealist art is not a matter of transpa-
rent art, easily accessed by the intellect; Surrealism cultivated a ten-
dency towards the enigmatic and the hermetic. Its representatives, like
Oppenheim, defend themselves vehemently against any explanation or

flattening of the irrationality that they conjure up.

The Genealogy of Sparks

In 1929 Walter Benjamin paid tribute to the Surrealism of the First Ma-
nifesto (1924) asanimportant European intellectual tendency, precisely
because 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 possibi-
lity".® Surrealism, wrote Benjamin, is not about literature or theories,
but about experiences that amount to the profane by contrast to reli-
gious enlightenment, a “materialistic, anthropological inspiration”,
which renewed European thought. Surrealism centred around"“winning
over the forces of ecstasy for the revolution” by means of surrealist aest-
hetics, which operate in a dialectical way and lead us to recognise “the
everyday asimpenetrable” 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 1920s — as for-
mulated 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 univer-
sal truth continues to dominate; in an age of shrinking security in the
working world, in economics and politics, when the self-confidence of
the individual is thus torpedoed even more, as shown by sociologist
Richard Sennett in his study of “flexible human beings”, once again the
dream is becoming the sphere in which a counter world is designed,
one in which society and reality must measure themselves against dif-
ferent concepts of the cosmos. In this interim sphere between the re-
mains of the day and proclamations of desire, we can formulate such
things as utopian or socio-critical ideas in addition to the customary,
utilitarian principles that dominate our everyday world, just as the sub-

conscious is dominated and eroded by the consumer industries.
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