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Collection of Tel-Aviv Museum of Art
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Performance in the Dead Sea
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The Shorter Encyclopedia Judaica in Russian, -
Vol. 3 (Jerusalem: The Hebrew University, 1986)
. Israel Shamir, Sosna i Oliva -
(Jerusalem: Wahlstorm Publishers, 1987)
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J. Berger, "The Unofficial Russians", -
The Sunday Times, London, 6.11.1966

M. Lamac, "I Givani pittori di Mosca", -
cat. La Biennale di Venezia 62 (Venice, 1967)

J. Padrata, "Neue Kunst in Moskau", -
" Das Kustwerk 7-8, Baden-Baden
(April-May 1967)

M. Lamac, "Quelques jeunes peintres”, -
Opus International 4, London, 4.12.1967

J. Chalupecky, "Ouverture a Moskou", -
Opus International 4, London, 4.12.1967

Asiaticus, "I pittori del disegno”, —
L’Espresso Colore, Rome, 16.3.1970

G .Engels, "Moskaus Avantgarde Herausges- -
Chmuggelt, Kolnische Rundschau, 5.2.1970
W. Schulze-Reompell, "Russiache Avantgarde",
Die Welt, 21.2.1970

A. Pohribny, "Art and Artists of the -
Underground", Problems of Communism,

Washington (March-April 1970) v

A M. Fabian, "Russische Avantgarde Heute", -
Madame und Elegante Welt, Munich
‘ (April 1970)

"I Clandestini del pennello", Panorama 240 -
Milano, 19.11.1970

J. Nichilson, "La Nouvelle gauche a Moscou: -
notes sur quelques autres", Chroniques de I'art
vivant 23 (September 1971)

M.Tal, "Les Arts en Israel", Liberte 82-83, -
Montreal (October 1972)

Y. Kuperman, "No Places: The Jewish T -
Outsider in the Soviet Union", Soviet Jewish
Affairs,2, London (Summer 1973)

M.Tal, "Magischer Simbolismus in Israel: —
Werk und Personlichkeit von
Michail Grobman", Das Neue Israel 3,
Zurich (September 1974)

H. Kramer, "The Mystical Basis of the -
Russian Avant-Garde", The New York Times,
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Reuven Berman, "Art out of Russia",
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Miriam Tal, "Painters from Soviet Russia",

) Ariel 30 (Spring 1972)
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V. Kazak, "Konets Emigratsii",

Znamia 11 (November 1994)

cat. Vladimir Jakovlev: Zivopis/Graphika GTG
{Moscow: Tretiakov Gallery, 1995)

A. Voznesensky, "Kabalisticheskaia Expertiza",
Obozrevatel 12 (December 1995)

A. Zuravieva, Vs. Nekrasov

(Paket. Moscow. 1996)

M. Gorelik, "Russkij ili Russkojazitchij",
Novoe Vremia 43 (1996)

V. Motchalova, "Energia Voproshania",
Inostrannaia Literatura 2 (February 1996)

A. Goldstein, Rasstavanie s Nartsisom
(Moscow: NLO, 1997)
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Scwarz auf Weiss 6, Dusseldorf (August 1980)
- M. Oxhorn, "Cries and Whigpers from
Soviet Artists", Baltimore Sun, 21.9.1980
— L. Bechtereva, Varianty Otrazenij
(Paris: A-Ya, 1982)
- Gnosis Anthology Vol. 1-2, ed. A. Rovner
(New York: Gnosis Press, 1982)
- "Russian Art", Kolkhoz 2, New York (1982)
R. and V. Gerlovin, "Russian Samyazhdat
- Books", Flue 2, New York (Spring 1982)
Jews in Soviet Culture, ed. J. Miller
- (London: Transaction Books, 1984)
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and Israel (New York: Armonk & London:
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Alexander Glezer, Russian Artists in the West:
Third Wave (Jersey City, 1986)
V. Chlebnikov, Stichi, Poemi, Proza
(New York: Gileia, 1986)
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Gruppenkunstwerke", Kunstforum 91
(October-November 1987)
M. Tchernishov, Moskva 1961-67
{New York, 1988)
Thomas Strauss, "Bilder einer Gottessuzhe",
Frankfurter Allgemeine Zeitung, 18.7.1988
F. Raphael, "From the Left Bank to the West
Bank", Mirabella 1, London (October 1990)
A Historical Alias of the Jewish People,
ed. E. Barnavi (London: Hutchinson, 1992)
T. Strauss, "Anschlag auf den Heiligenschein
der Bilder", Magenta, Munich (1994)
E. Beaucamp, "Die Kunst Sucht ihre Zeit",
Frankfurter Allgemeine Zeitung, 22.7.1995
K. Eimermacher, Viadimir Jakoviev
(Bissingen: Bayer, 1995)
The Art of the Twentieth Century: Lexicon
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Harry Abrams Inc. Publishers, 1997)
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{1907) 0 50.2 X 70.2 1 DY D WIS 197120y NN Now
LET MY PEOPLE GO, 1971, watercolor on paper, 702 x 50.2 ¢cm. (1907)
OTIYCTV HAPQZ MO#, 1971, aksapens, bymara, 70.2 x 50.2 cu. (1907)



{1908) /0D 50.2 X 70.2 ™) Yy D WAN 1971, 005113 NI YD
NEXT YEAR IN JERUSALEM, 1971, watercolor on paper, 70.2 x 50.2 cm. (1908)
B BYOYUEM TORY B MEPYCA/IAME, 1971, aksapens, bymara, 70.2 x 50.2 cu. (1908)






(2276) 0D 26.5x26 , 1M YY MY 1979, pno
AUTUMN, 1979, tempera on paper, 26 x 265 cm. (2276)
OCEHb, 1979, Temnepa, bymara, 26 x 26.5 cm. (2276)




2277) /0D 325 X 32.3 00 DY UM Manv 1979, m7
CHILDHOOD, 1979, tempera and gouache on paper, 323 % 325 cm. (2277)
JETCTBO, 1979, Temnepa, ryaus, bymara, 323 x 325 am. (2277)




2378) o 111 X 71 2P 2y wNn 1981 ,00mny oopy
BLACK SKY, 1981, gouache on cardboard, 71 x 111 cm. (2378)
YEPHOF HEBO, 1981, ryaws, cusvi KaptoH, 71 x 111 cu. (2378)
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(2412) 0D 104.5 X 74 1 9y pOpNY w1981 0030977 20w
INVERTED SKY, 1981, gouache and acrylic on paper, 74 x 1045 cm. (2412)
OBPATHOE HEBO, 1981, ryalb, akpunvk, Bymara, 74 x 1045 cum. (2412)



{2413) /0D 104.5 X 74.2 1 Yy vivY 00D PN WNN L1981 399 S Doy
DOGGY SKIES, 1981, gouache, acrylic, pastel and felt pen on paper, 74.2 x 10455 cm. (2413)
COBAYbEE HEBO, 1981, ryalub, NacTenb, aKpUivK, Tylb, Bymara, 74.2 x 1045 cm. (2413)



{2712) v 100 X 70,1 DY WX 1986 , o 07
THE MEDITERRANEAN SEA, 1986, gouache on paper, 70 x 100 cm. (2712)
CPEAMIEMHOE MOPE, 1986, ryaws, bymara, 70 x 100 . (2712)

n




{2716) /0D 100 X 70 1 2y WNW 1986 ,groma m7 110
IN MEMORY OF DAVID BURLIUK, 1986, gouache on paper, 70 x 100 cm. (2716)
TTAMATI [IABIAIA 5YPIIHOKA, 1986, ryaws, bymara, 70 x 100 cm. (2716)




2720 /00 102 X 67 1M Dy WKW 1986 )71 nav oy
ON THE BANK OF THE JORDAN RIVER, 1986, gouache on paper, 67 x 102 cm. (2720)
HA BEPETY MOPLAHA, 1986, ryaws, Bymara, 67 x 102 cm, (2720)



{2722 00 102 X 67 0 DY WY 1986 ,00 - 3on
MALEVICH ~ SEA, 1986, gouache on paper, 67 x 102 cm. (2722}
MATIEBIAY — MOPE, 1986, ryaws, Gymara, 67 x 102 em. (2722)
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(2726) )00 101.5 X 67 M Dy YN) 1987 1ovsrp own
AIRPLANE - KRUCHONYKH, 1987, gouache on paper, 67 x 1015 cm. (2726)
CAMOJTET-KPYYEHbIX, 1987, ryaws, Gymara, 67 % 1015 cu. (2726)
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{2758) /0D 94.3 X 64.5 1 Dy wN 1988 1917
THE YEAR 1917,1988, gouache on paper, 64.5 x 943 cm. (2758)
1917-41 1O/, 1988, ryaiws, Bymara, 645 x 94.3 cm. (2758)




(2760) 10D 64.4 X 94.4 1Y 9y NI 1988 TN 12023 37810 Y DINIDINDA
TROTSKY'S MAUSOLEUM IN THE RED SQUARE, 1988, gouache on paper, 94.4 x 64.4 cm. {2760)
MAB3OSTER TPOLKOTO HA KPACHOW MINIOLLIAIM, 1988, ryauws, Symara, 944 x 644 cu. (2760)



2761) oo 70 X 105 1M DY WX 1988 1IN SN2 P2 Sy DINDIDINDI
LENIN'S MAUSOLEUM IN TEL AVIV, 1988, gouache on paper, 105 x 70 cm. (2761)
MAB3OSIEN JIEHUHA B TENb-ABMBE, 1988, ryauws, Bymara, 105 x 70 ow. (2761)



{2813) 0o 100 X 70,13 9 wNW L1992, 351N INITID) PN DY 0T
PORTRAIT OF THE PAINTER VOLODYA YAKOVLEV, 1992, gouache on paper, 70 x 100 cm. (2813)
TTOPTPET XYLOXHVKA BOSTOAY SKOB/IEBA, 1992, ryauss, Gymara, 70 x 100 cm. (2813)



(2819) /00 103 X 77 W07 Y UKW 1992, ANOTION 210N - 0N
ALEF = YAKCVLEV VOLODYA, 1992, gouache on cardboard, 77 x 103 am {2819)
AJIED — SKOBIER BONOLA 1992, ryalb, kapioH, 77 x 103 0. (2819)




(2823) 0D 100.5 X 70.5 1 Dy U 1992 o0
NOSTALGIA, 1992, gouache on paper, 70.5 x 100.5 cm. (2823)
HOCTA/IbIVA, 1992, ryaws, Gymara, 70.5 x 1005 cw. (2823)




(2824) /0w 1005 X 70.5 1) DY NG 1992 30X = Aw + APN
IRA + MISHA = LOVE, 1992, gouache on paper, 705 x 100.5 cm. (2824)
VIPA + MULUA = JHO50Bb, 1992, ryaws, ymara, 705 x 100.5 cm. (2824)
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.(2825) /1L 100.5 X 70.5 1) DY R L1992 1001 vy
RUSSIAN TALK, 1992, gouache on paper, 705 x 1005 cm, (2825)
PYCCKME BECESBI 1992, ryawb, Oymara, 705 x 1005 cu. (2825)
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{2826) 0D 100.5 x 70.5 1) 9Y UND 1992 , 00N AWDoY
THREE MICHAILS, 1992, gouache on paper, 70.5 x 100.5 cm, (2826)
TPH MIXAMAA, 1992, ryaws, Bymara, 70.5 x 100.5 cm. (2826)
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{2827) /1o 100.5 X 70.5 ™) DY W0 L1992 000w 11772 D)
THE RAIN IN JERUSALEM MOUNTAINS, 1992, gouache on paper, 70.5 x 100.5 ¢m. (2827)
AOX0b B UEPYCATIIMCKIX TOPAX, 1992, ryaws, Bymara, 70.5 x 1005 ¢m. (2827)



{2828) /0O 70 X 100 1™ Sy w1993 9077 5 M PNy
THE VICTORY OF THE SPIRIT OVER THE BODY, 1993, gouache on paper, 100 x 70 ¢cm. (2828)
FI06ENA AYXA HAQ TENIOM, 1993, ryaws, Symara, 100 x 70 cv. (2828)



{2830) 0D 80 X 121.3 ) DY WX 1993 | ONODINT Sv (1 Do
THE GREEN WORLD OF ISLAM, 1993, gouache on paper, 1213 x 80 cm (2830)
SEAIEHBIN MUP UCTAMA, 1993, ryaws, Gymara, 1213 x 80 cv. (2830)



{2832) /0D 80 X 121.3 ;1 Dy ) IpNY W L1993 VPPN
AMERICA, 1993, gouache and acryiic on paper, 1213 x 80 cm. (2832)
AMEPUKA, 1993, ryalus, akpuiay, Gymara, 1213 x 80 cwm. (2812}




(2840) /00 80 X 121.3 1M 9y PN W 1994 o0
NITWIT, 1994, gouache and acrylic on paper, 1213 x 80 cm. (2840)
[IYPAK, 1994, ryaLub, akpunuk, Gymara, 1213 x 80 . (2840)
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(2852} /)0 80 x 121 ™) DY W L1995 omop vnd - W0m T
CONVERTED JEW ~ WIGGLY SNAKE, 1995, gouache on paper, 121 x80 cm. (2852)
XL KPELLIEHBIV —~ 3MEV BEPYEHBIN, 1995, ryaws, Bymara, 121 x 80 cw. (2852)



{2856) /0 80 X 121 1) DY w1 L1995  DNINK DY
LAST SKIES, 1995, gouache on paper, 121 x 80 . (2855)
TOCAEAHEE HEBO, 1995, Tyauls, Gywara, 121 x 80 cu (2856)
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(2858) /0D 80 X 121 1 9y w1995 007 mow Sy opT
PALMS ON THE BEACH, 1995, gouache on paper, 121 x 80 cm. (2858)
TTASIbMb! HA BEPETY MOPS, 1995, ryaub, Bymara, 121 x 80 cm. (2858)




(2859) /nD 80 X 121 1™ Yy WK L1995 /7307 XY
1 DO NOT WANT! 1935, gouache on paper, 121 x 80 cm. (2859)
HE XO4Y1 1995, ryaw, bymara, 121 x 80 cm. (2859)
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Selected Collections

Pompidou Center, Paris

Tel Aviv Museum of Art, Tel Aviv
Bochum Museum, Bochum

Tretyakov Museum, Moscow

Tiumen Regional Museum, Russia
Ostwall Museum, Dortmund

Museum of Modern Art, Utrecht
Pushkin Museum of Fine Art, Moscow
Ludwig Museum, Cologne

M30paHHble Konnekumu

Lieqtp Momnuay. Mapux.

Tens-ABMBCKUN XyAOXECTBEHHBIN My3ei. Tefb-ABKB,
Myzen boxyma. boxym.

locypapcTeeHHan TpeTbakopckas ranepes. Mocksa.
TiomeHckasi 0bnacTHas ranepes. TioMeHb.

Mysen Octeann. lopT™MyHn,

My3el COBpeMEHHOr0 WCKyCCTBa. YTPexT.

My3en n3obpasuTenibHBIX UCKYCCTB WM. [TylukviHa. Mockaa.

My3en iopeura. KenbH.
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1939 -
1960s —

1967 —
1971 -
1975 -
Since 1983

| SELECTED SOLO EXHIBITIONS:

1959 -

1965 ~

1988 —
1989 -

1990 -

1295 —
1998 ~

SELECTED GROUP EXHIBITIONS:

1962 —
1963 -
1964 —
1965 —

MICHAIL GROBMAN
MUXAUNTPOBMAH

Borr in Moscow

Active mermber of The Second Avant-garde movement

n the Soviet Union

Member of the Moscow Painters Association

immigrated to Israel and settled in Jerusalem

Founded the Leviathar group and art periodical (in Russian)
— Lives and works in Tel Aviv

Mukhina Art Institute, Leringrad
Artist's House, Moscow

— Energy Institute, Moscow

— History Institute, Moscow

— Unti-nad-Orlicy Theatre, Czechoslovakia (leaflet text:
Dushan Konetchni)

Mos-Ing-Projekt, Moscow
Tel Aviv Museum of Art (cat text: Ham Gamzu)

Nora Gallery, Jerusalem

Negev Museurn, Beer Sheva

Beit Rami and Uri Nechushtan, Ashdot Yaacov (leaflet)

International Art Fair Aviy (cat)

— Spertus Museum, Chicago
Zvi Noamn Gallery, Beit Levik, Tel Aviv

“Khlebnikov 1007, performance in the streets of Acre, Jerusalem,
Tiberias and Tel Aviy

"Messiah™, installation and performance in the streets
of Jerusalem (cat.)
Art Museum, Bochum, Germany {cat. text: Peter Spielmann)
Tova Osman Gallery, Tel Avv

— "The Beautiful Sixties in Moscow”, The Genia Sct
versity Art Gallery, Tel Aviv University

(with llya Kabakov; cat. text: Mordechal Omer)
Tava Osman Gallery, Tel Aviv
“Password and e”, University Gallery, Haifa University
“Picture = Symbol + Concept’, Herzliya Museum of Art, Herzliya

“Young Artists, Uaarnik Cnema, Moscow

Dostoevsky Museum, Moscow

Patent Institute, Moscow

Artist’'s Hot scow — "Artists from Moscow”, Trade Urion
Club, Unti-r ad Qrlicy lovakia

or Gallery, Frankfurt

Avant-garde Today", Gmurzinska Gallery,
C I\J';ne at)

“New Trends in Mos

useum of Art, Lugano (cat.)
ant-garde Drawings’, Ostwall Museum,

w, 1970-1975", Museum of Art,

- "New Art from the Soviet Union”, Pratt Institute Gallery,

-19\\/ York {leaflet

iathan Group®, Artist's House, Jerusalem (cat.)

- 20 Years of Indegendent Art in the Soviet Union”, Gallery of
St Mary's College, Maryland (lzaflet)

“East European Art in th e 20th Century”, Museum of Art,

m, Germany (

han Group®, salem Theatre (cat.)
an Samyzhdat Art, 1960-1982", Frankiin Furance Gallery,

chool”, Pananti Gallery, Florence; Bar Gallary,

1984 —

1987 —

1988 -

1989 -

1990 -

1991 -

1993 -

1994 —

1995 -

1996 —

1996-97 -

1998 -

News York; Chapaque Library Gallery, Wasitington, D.C. (leaflet)

“Transformations”, University Gallery, Tel Aviv University

(cat. text: Mordechai Omer)

"Art Works Done in Groups”, K-18, Kassel {cat )

— "Retrospection”, Herrmitage Garden Hall, Moscow

"Avant-garde — Revolution — Avant-garde”, Tel Aviv Museum

(cat. texts: Marc Scheps, Peter Spielmann)

— “Upon One of the Mountains: Jerusalern in Israeli Art”,

The Genia Schreiber Unwersity Art Gallery,
Tel Aviv University (cat. text: Mordechai Omer)

"Wortlaut’, K. Schopenhauer Gallery, Cologne {cat.)

— “The Russian Avant-garde in the Early 20th Century”, Univers

Gallery, Ben Gurion University, Beer Sheva

(cat. text: Haim Fnkelshtein)

— "Abattoir ‘89", Marseilles {cat.)

"Different Art", Tretyakov National Gallery, Moscov {cat.)

= “The Museum as Collector”, Tel Aviv Museum of Art

— "Chagall to Kitaj. The Jewish Experience in 20th Century Art”,

Barbican Art Gallery, London

(cal text: Aviam Kampf)

“The Return to Painting in lsraeli Printmaking”, The Genia Schreiber

University Art Gallery, Tel Aviy University

— "Texi-image’, Janco-Dada Museun, Ein Hod

(cat. text: Sara Hackert)

"Understandable Art”, The Museum of Israel Art, Ramat Gan

(cat. texts: Minam Tovia-Boneh, Evgerii Steirer)

— "From Malevitch to Kabakov: Russian Avant-garde in the 20th

Century”, Ludwig Museum, Cologne (cat. texts: Marc Scheps,

Fvelin Weiss, Nocerri Smolk, Stephan Diederich,

Gerard A. Goodrow |

“The Printers Imprint”, The lsrael Museum, Jerusalem (cat. texts:

Meira Perry-Lehmann, Ark Kilermnnik)

“Anxiety”, The Museum of Israeli Art, Ramat Gan

(cat. texts: Miriam Tovia-Borieh, llana Teneribaum)

— "Furcpe Europe; The Century of the Avant-garde in Central and
Eastern Europe”, Kunsthalle, Bonn (cat. texts: Pontus Hulten,
Karl Ruhrberg, Richard Stanislavsky, Cristopher Brockhouse,
Morman Davies, Sergel Avawerinzew, Cristophe Pomian)

“Our Century”, Ludwig Museum, Cologne {cat. text: Marc Scheps, Barbara
Tiemarn, Stephanie M. Baumann, Jens Bove, Gerard Goodrow, Martin

Spanting)

“Ketav Flesh and Word in [sraell Art", Ackland Museumn, North
Carolna (cat. texts: Jerry Bolas, Gideon Ofrat, Michael Sgan-Cohen)
"Nonconformists: The Second Russian Avant-garde, from the
Bargera Collection®, Russian National Museur, St. Petersburg;

Tretiakov Mational Gallery, Moscow; State Gallery, Frankfurt; Albers Museum,

Bottrop, Germary, Kunsthalle, Leverkusen, Germany (cat. texts:
Hans Peter Rise, Yevegni Barabanov, Alaxander Borovski)

The Boundaries of Ltanguage, Tel Aviv Museumn of Art

- “Tikkun: Aspects of Israell Art of the 705", The Genia Schreiber
University Art Gallery, Tel Aviv University
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«Kpyr, TpeyrofbHWK, KBanpaT — HET TOWHEe 3TUX MOHATAW, HeT
Hudero abcTpakTHee., KOHCTPYKTUBHAA (YHKUMA STWX 3HAKOB B
BU3yaNbHOM MUpe — YCTaHOBMEHME NOKoA, GanaHca, aHamuTudec-
KoM AcHOCTU. () OHM — 3bIK, KOTOPBIM BOr TOBOPUT C Hamwy
(1974)8

0cobyio porb B 3TOT NEPUOL, HAYUHAIOT MrpaTk DyKBbI — UBPUTCKME
W PYCCKMe, TEKCTbl, HAMUCaHHbIE TaKxXe Ha 3TUX [BYX A3bIKaX, Y
3HAKM, UMWTUPYIOLLME [PEBHEEBPENCKUE NCbMeHa. Bce 3Tn ane-
MEHTH MepUOaMHECKM BCTPEYaNMCh B paboTax MOCKOBCKOMO Nepu-
0fla; Tenepb OHW CTAHOBATCH MOCTOAHHBIM CEeMAHTUYeCKUM M
BM3YalbHbIM KOMMOHEHTOM KapTWHbI, MOSBASACH B CaMblX Pa3HbIX
KOMDMHAUMSX, B COYETAHMM C MOCTOSHHBIMU rPODMAHOBCKMMM
MKOHOTpahMYeCKUMU TUNaMM U HOBbIMW, UKCHOTpadna KOTOpbIX
pa3pabaTbiBaeTCs B CEMULECATbIE-BOCBMUAECATEIE FObI.

B BOCEMWIECHTHIE FOAbl TPODMaH CO3LaeT HECKOMbKG cepui, 00b-
€HEHHbBIX TEMATUKOW U KOMMO3WULIMOHHBIM MPUEMOM; OHU MOCBA-
LEHBI CMEPTH, CaTaHe, «4epHbIM» Hebecam. B ofiHow 13 Takux pabot
CKefeT-CaTaHa, COMPOBOXAAEMbIt CBACTUKOM M XENTbiM LBETOM —
LIBETOM XONOKOCTa B rpOBMaHOBCKOV CUMBOMUKE, — HECETCA CKBO3b
HAAMMCb, NOKDbIBAIOWLYIO BCIO NOBEPXHOCTL KAPTHHBL: «CaTaHa ecTh
COCTOSHME HENOBEYECKOM AyLUM, KOrAa B HeW OTCYTCTBYET NoDoBbY.
B 3TMX Mpou3BemeHusX Xy[oXHVK BNepBble BBOOUT MOTUB nepe-
BEpTbILLIA, WUCMOMb3YS XOPOLIO M3BECTHOE B Maruu MUCTYeCKoe
3HaYeHMe 3epPKanbHOro OTPaXEHUS,

Ho, xota paboTa B paMKax «Marmyeckoro CUMBONM3Ma» Mpoaon-
Xafnack, C KOHLA CeMUSCATLIX rOA0B OCHOBHOE MECTO B TBOPYed-
Be TpobMaHa Ha4MHAIOT 3aHWUMaTb «aKTyamnbHble» MpOM3BeaeHUs.
XYROXHMK 0DPallaeTcs K CambiM pasHbIM TeMaM — COUManbHbIM,
NONUTUYECKAM, PENUTNO3HBIM; OH BbICKa3bIBAET CBOIO TOYKY 3pEHMS
Ha KyNMbTypHble Mpobnembl, C034aBad anbOOMbl, NOCBALLEHHbIE
3M10BOIHEBHbIM TeMaM, MNLLET Cepio KPYMHOMOPMATHBIX ryatuelr”,
CTPOMT OCTPbIE MONUTUYECKIAE UHCTANNALMM 1 OOBEKTbI.

Bce 370 OTHOCUTCA U K TBODPHeCTBY IpobMaHa-nosTa: nupudeckme
CTUXW  LIeCTUOECATLIX-CEMUAECATBIX [OfIOB CMEHSIIOTCA C(TUXaMy
«BoeHHbIx Tetpapein'”, repon KoTopbiX — poAHble BpaTbA LeH-
TPaNbHOTO MePCoHaXa Cepum ryalet (37a CMeHa TOXe He Mpou-
30lLNa BHE3anHo, a Wna napannensHo TopHecTy MpobMata Kak
XyOXHUKA, MPOXOAA, B LENOM, Te Xe 3Tanbi). He ocTasnad Mecra
HUKAKM COMHEHWSM OTHOCUTENBHO CBOWX HaMepeHWr, aBTop
MULLET B KPaTKOM NMPeancIoBuM K COOPHUKY:

«3a honbKNOpHOM 0BONOYKOM CKPLIBAETCA He TONbKO Mu3nonoris
oflLecTBa, HO U OKOHYaTeNbHOE U De30roBOpOYHOE oTpUUaHMe
BCEW COBPEMEHHOM HaM MO33nu.

Nutepatypy TOWHWT OT Mo3ToB. puwna nopa MoHsTs, HTO BCe
HYXHOe TIOASM [ABHG HAMMCaHO M eCTb TOMbKO OfivH Crocod
CNacTUCh OT GRepeBEHEHIA — PYBITL CYK, Ha KOTOPOM Mbl Camm»."
MoCTMOIEPHUCTCKIE TEHAEHLMM, NOSBUBLIMECSH B TBOpYECTBE T pob-
MaHa B KoHLe 80-X rofoB, OTYETIMBO NPOABUINCL B OPraHV30BaH-
HOW WM B 1993 BbicTaske «TTOHATHOE MCKYCCTBOY — KONNEKTUBHON
aKUMK, rie OH ObN 1 KYPaTOpOM, U YHACTHUKOM. 3TW TeHaeHUMM
BOCMPUHWMAIOTCSA KaK 3aKOHOMEPHbIW 3Tan, NOrNyeckui pesynbrat
NpenbinyLero TBOPHECTBA XyIOKHWKa, Ha KOTOPOM OH Basupyertcs,
HO KOTOpOE He MOXET U He [OMXHO NepecTaTh Pa3BuBaTbCA,

Kak Bcerpa, TpobMaH BepbanbHO feknapupyer C8oe NoHWMaHue
CEropHALHMX 3afa4 XYAOXHMKA: «3TO OBHOBAEHHOE COeauHeHue
MAACTUHECKX UOE0NOMV C ODLECTBEHHOM M COLUMANbHON MbICBIO.
Mbl CTDEMUMCS K TOMY, 4TOOBI XYAOXHMK Hallen CBOE MEeCTo 8
0blLECTBE He B Ka4ecTBe COMHMTENBHOMG «Mrpoka B bucep». .4
THODMO 04eHb MHOTOE U3 TOTG, YTC DbING CAeNaHo ofHaxs. Ho
Tpebyio oT ceba 1 OT APYrvX He NORUUHATLCA. [1pedaHHOCTL unesM
NPOLAOro — 370 TBOPYECKOe CamoybuiicTao»

WO 0o
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Mpocnekt «MOoCKOBCKME XyLAOXHUKA». Viepycanim,

Manep, 1982,

Katanor sbicTaskw «TipexkpacHele wectigecstsie B Mockse

Wnbs Kabakos. Muxaun Tpobman», ctp. 18. Tanepes um. Xenn LLpait-
ep, Tenb-ABUBCKMI yHUBEpPCHTET, Tenb-ABWB. ABryCT 1986, TekcT Ha
PYCCKOM, @HTMACKOM W 1BPUTE,

Tam xe.

Cwm. rasersi «Jlesuadban», Mepycanum, NeNe 1-3.1975, 1979,

1980, a Takxe xypHan «3epkancy, Tenb-Asus, 1995, Ne 131,

cTp. 28-33.

Katanor «Leviathan Group», Jerusalem,

Summer 1979, (p.).

Tam xe.

JTetom 1985 rona Bbina nposedera akuwa, nocsaweHHas 100-nemio o
JHS poxzaenus BXnebHukosa. OQHOBpEeMEHHO 3Ta JaTa Delna 0Tnpas-
OHoBaHa B Mockse — B ObiBled MacTepckon W.Kabakosa. Katanor
BbicTasku «Europa, Europa. das Jahrhundert der Avantgarde in Mittel-
und Osteuropa».  Kunst- und Ausstellungshalle der Bundesrepublik
Deutschland, Bonn, 1994, 1. 4, ctp. 58. B TekcTe gonyleHa owmbka —
aKumna fatuposana 1978 rogom.

lazeta «Jlesnatan», N2 2, anpenb 1979, cp. 6-9.

(M. c7aTbio J1.KEHTOD B HacToALeM M3AaHWM.

«BoeHHble TeTpanu». Tens-Asug, Jlesuadan, 1992

Tam xe.

MHTepBbio AnpekTopa My3es 13pauibekoro WckyccTea B Pamar-fawe
MTysuu-boHe ¢ MIpobmaHoM No NOBOAY BbICTaBKM «MOHATHOE
nckyccTsoy. Karanor Bbictasky, 1993, cip. 55
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NPUHECEHHBIX TOW WM MHOW BOMHOW penaTpuaHtos, B LeCTUaecs-
ThIX rOAax, Ha OHe yXe CYLeCTBOBABLIErO U3PanNbCKOTo abcTpak-
LMOHM3MA, Ha4ano OpUEHTMPOBATLCS Ha aMEPMKAHCKOe MCKYCCTBO.
Pa3pabaTbiBaauceb, NPEXAe BCero, WAew KOHLeNTyanmsma v non-
apTa, U MMEHHO B WX aMepKKAHCKOM BapuaHTe, KOTOPbIA Obin
OpraHuyer ans AMEpUKi, HO He Ans M3paunns.

To, yto xoTen penats — W fenan — [pobMaH, NpoTMBOPEYNO
0OLLENPY3HAHHEIM YCTaHOBKEM U TeHAEHLMAM.

MoBTOPATL yXKe ChenaHHoe — KaxK [AOCTUXEHWA COBPEMEHHOMo
aMepUKaHCKOTo MK EBPOMENCKOTO
NCKYCCTBA, Tak W TO, 4To ObiO pa3-
pabOTaHO UM Xe camvm B Mockae,
— ans MpoGmaHa Gbino Henpremsne-
Mo. Ero nyTs Obin WHbIM: passuTie
OCHOBHbIX e BTOporo asaHrapaa,
WX CyTV — NPOTVBONOCTABNEHYIE 3HA-
KOBOW CMCTEMBI B UICKYCCTBE Peanu3-
MY W WNAI030PHOCTA B8 MIODbIX MX
MPOABNEHMSX, BMNNOTL [10 CaMbIX ak-
TyanbHbIX; WCMONb30BaHWE B8 3TOM
Pa3BUTIAM TeX 3MIEMEHTOB Xy4oXeCT-
BEHHOrO f3bika MWPOBOTO aBaHrap-
[a, KOTOpble COOTBETCTBYIOT €ro
Lenam ¥ 3afadam B WCKyCCTse W
0TKa3 OT MPOTUBODEYAWMX UM
CPeacTs, He3aBUCMMO OT TOTO, Dbk
M 3TV CpPeacTBa BbIpabOoTaHLl i
CaMWM WM KEM-TO PYrum.

B 371 rogpl, kKak Okl NOABOAS wTOT
[BafuatMneTHen pabotel, Tpobmak
(POPMYNMDYET OCHOBHbIE NOMOXE-
HUS CBORTO MOHMMAaHWA MCKYCCTBE U
KOHKPETHYIO MHTEPMPETaLMIO CYMBO-
NOB W 3HaKOB. Pa3po3HeHHble 3anua
MPEKHUX NET NPEBPALLAIOTCA B CUC-
TeMaTU3MPOBaHHYIO KOHLENLMIO." 3TV Te3uchl BMecTe ¢ 0BWMPHLI-
MU BbIIEPKKAMA U3 [IHEBHWMKOB XYNOXHMKA NyONUKOBaNWch B
(030aHHOM WM razeTe «JleuadaH», nepsbii HOMEP KOTOPOU
Bbiwest B 1975 rogy.

OfHaKo 310 ObING He TOMbKO MOABEAEHMe WTOTOB, HO W Hayano
HOBOrO 3Tana. B ToM e rogy Mpobwmar ocHoan B M3paune rpynmny
«Jlesuachar», 8 KOTOPYIO Ha MPOTMXEHUM Donee Yem fBaaLaTh net
ee CYLLeCTBOBaHYIA BXOAUNM Pa3HbIE XYAOKHMKY, KaK PenaTpraHTLl
n3 Cogetckoro Coto3a 1 APYrux CTpaH, Tak U YPoXeHUbl Vizpaunns.
«NleBnadar» Obin 3adymaH TPOOMAHOM Kax LUKONMa — B NEPBOHA-
4arbHOM CMbICTIe 3TOMO COBA, KaK Npotiecc 0byyerus, v oH uanaran
CBOW KOHLEMUWW Ha CTpaHWLaX raseTsl v B Karaorax, BbiMyckas-
WUXCA B CBA3W C BbiCTaBKamu-akuusami «fleBnacara». B amwix
MaHuecTax, ONpeaenss ero NO3VTMBHLIE LienU 1 3aaauw, podman
OOHOBPEMEHHO QTBEPras Kak yCTapeBluvie U MeLalwme passuTiio
WCKYCCTBA HE TOMbKO KNacCMYeCKMi peaniam, Ho M MHorie CoBpe-
MEHHbIE HAMPaBreHns, BbI3bIBAA APOCTHYIO KPUTWKY anonoreTos
3TUX HanpaBeHuim.

«TlpUKPBIBAACL MMEHEM Nlopanu3mMa, Cbitas NybnmMKa noapsiBaet
3CTeTUYECKME U MOPaNbHbIE OCHOBBI HAEN LMBUAM3aLMK. .. Pea-
m3M — mx mobumel, nbo peanviam B UCKYCCTBE €CTb TOPXECTBO
3rOM3Ma, CaMoNoDoBaHWA, camoHacnaxaeHus. (.} Pearmam {.) 8
CBOMX ODBEKTaX MAM XYOOXECTBEHHBIX aKLWSX anennupyet K
NPO33UHECKOV NIOTUKE LOMAWHUX xo3sek. (..)

Pyka 0D pyky ¢ ObBLWMM M3roem, NOM-apToM, rMNeppeanicTsl
YONYKNMBO MOAHOCAT NPEChILeHHoMY Dypxya cambie oCTpsie U
MVYKaHTHbIE 0TOROCH! B UX MaKCUMANbHO PeanucTideckoM otobpa-
KEHNMA..,

Kak cnenble LeHKM, THIMYTCH XYAOXHUKM B HOBbIE TEXHWUKW WCKYC-
CTBa, HO HIW NePhOPMaHC, HA BUOEO He MOryT GbiTh camu No cebe

1976 ) SUIDOIY I03Y )PT
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COMepXaHueM, Kak He MOXeT OblTb COLepXaHuieM KapTHbl TOT
(DaKT, YTO OHA HAPMCOBAHA aKBAPENLI0 MU MacnoM. (..)

CloXeT U MNNI030PHOCTb, NEePCNEKTHBA U NCUXONOTU3M, Npo3a U
Hayko0BPa3HOCTb — 3T0 YePBU Ha TeNe XyLOXECTBEHHOTO aBaHrap-
ga..»

KoHLienTyanu3m, B CO3LAaRMM KOTOPOTO OH Cam y4acTBOBaJ, Teneps
TOXE PacCcMaTPMBANCA XYAOXHWUKOM KaK HanpaeneHue, NpespaTms-
leecs B KMACCKKY WM Mellalollee PasBUTMIO HOBBIX WMAeW, Kak
Hacnepnye, oT KOTOPOro Hafo OCBODOANTBCH.

«..Tak Ha3blBaeMble KOHLEeNTyanucTbl
(..) KOMaKT MOTUNY BhICLLIEMY A3bIKY
4enoBeYeCTBa, CVMIMBOSIUKE HUCTBIX
BoxecTBeHHbIX BU3yanbHbIX QOPM.
Bopbba KoHUenTyanucTor ¢ Gopmon
eCTb Of/H 13 CUMNTOMOB TAXESON
HPaBCTBEHHOM CrienoTbl 31oro ()
Mupa.»®

«Tpu OCHOBaHWA OMpedendioT Haly
XYLOXECTBEHHYIO NO3MLMIO:

1. MpumMuTuB

2. Cumson

3. byksa

Hauww Bparu:

1. MCTOPW3M, NCUXONOTK3M, Naghog,
2. NTEPATYPHBIV CIOXET, BU3yanoHas
YANIO3NS;

3. npeHebpexeHyie MaTepranom.
Hawe peActeue — pabota ¢ npo-
CTPGHCTBOM W BPEMEHEM BO BCeX
BUAAX Marepvana, AGCTYNHbIX 3pe-
U0

Mpaktuka «JleBradara» CooTser-
(TBOBaNA fieknapaumsm, 1 B8 Hew
pPeanu30Banch Ha UHOM — CUHTETH-
YECKOM — YPOBHE 3aN0XeHHble ellle
B LUECTWAECATBIX FOAax WEWN Maruyeckoro AencTens Kak OfiHOro 13
CpencT8 npeobpasosaHys Mypa. MPOBOAMNMCE (LECTBUA Ha YIULLAX
V3PaUIbCKUX TOPOAOB’ M akuMu B WyAeickon nycToiHe v Ha
MepTBOM MODE: BbICKA3biBaHUA BKAIOHANN B cebf Maruyeckve
CAMBORBI V1 XeCTb!, BCTYNaBLWMe BO B3aUMOOTHOLUEHMA CO CPRAOH
— MopeMm, ropamu, HeboM, Wepycanumom. T [eWcTBAS Npw
BHELIHeM CXOACTBE He TOMbKO He DbiMn nepdopMaHcamii, HO W
VIMENY COBEPLUEHHO MPOTYBONONOXHYIO HANPABMEHHOCTD: TaK, OHY
MPYHUUMMANGHO NPOBOSMIWCE UX Y4aCTHUKaMM B OTCYTCTBME 3DU-
Tenen — Marmyeckce NencTBue He TepnuT HemocBsALEHHbIX. Mpu
3TOM OHU (BUKCMPOBANMCE HA KUHO- 1 (OTONAEHKE: 3TOT Matepuan
00nagan yxe AOCTaTOMHON CTeNeHbIO OCTPAHEHHOCTM U BbIN ANUIb
BOCMPOW3BENIeHNEM, [OKYMEHTAMBHBIM CBUOETENLCTBOM OEATETb-
HOCTW. TlapannenbHo ¢ Marv4eckuMi akuMamy Co3faBanuce Npo-
eKTbl  PUHUMMMANBHO HOBBIX MO CTPYKTYDE apUXMTEKTYDHbIX
00bekToB, KOHUEeNUMs KOTopblx Dasvposanack Takxe Ha upee
B3aWMOLENCTBIA TPEX KOMNOHEHTOB: CTPYKTYpul 0DbeKTa, ecTecT-
BEHHOW CPefbl M YeNoBeka, PaccMarpuBaloLLErocH B0 BCel NONHOTE
ero QU3NHECKON W AYXOBHOW CYLUHOCT. OHWM 13 Takux NDOBKTCB
ObiNO 30aHWe MAruKo-CUMBOMYECKOTO TeaTpa, ama KOHCTPYKLMS
KOTOPOro Npenonpefensna xapakep JpamaTypruyeckux npousse-
LEHWIA, KOTOPbIE MOTAV ObITb NOCTABNEHE! B HEM.

1, 1976

Bo 8TOpOW MONOBWHE CEMUOECATHIX FOLOB MUCTUHECKMW CUMBON
CTaHOBWTCA MMaBHbIM CPEACTBOM BBIPAXKEHWS 11 B €Marvyeckmnx», v B
«aKTyanbHbIX» paboTax [pobMaHa, KOTOpble B 3TO BPEMA e
NPaKTYECKN HEBOIMOXHO PasfennTh; XyA0KHWK bonble He CBs-
3bIBAET CUMBOJ C CIOKETOM [aXE B CaMOM MWHMMANbHOM €ro
POABEHUM, @ CUMTAETCH NNWb C HOPMOMN 1 CMBICIOM 3HAKOBOTO
BbIDAXEHUSA,
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nepexom K NPUHUMMINANEHO MHOW NPOCTPaHCTBEHHOW CTPYKTYPe, C
KOTOPOW Dbl HECOBMECTUMEI MPAMAS NEPCNexTMBa 1 MAMo30p-
HOCTE, W K NPUHUMMAANBHO MHOMY M30DPa3UTENbHOMY A3bIKY.
«BO3MOXHOCTb COBMECTUTL HAPOLHOE aHeKAOTUHeCKDe XyA0XeCT-
BEHHOE MbllLIEHMe C aDCTPaKTHBIM, KOHCTPYKTUBMCTCKM OTKPBINO
nepeo MHOW MepcrekTuBy BbipaboTkin COBCTBEHHONO XyLoXecT-
BEHHOTO A3bika. () A Hayan CTPOWTL KapTUHY, OCHOBLIBAACH Ha
WHTENIeKTYanbHbIX NPUHUMNAX, FOe YYBCTBEHHbIN 3NEMEHT SBNANCA
BTOPWYHLIM. MeHs uHTepecoBana Npobnema COEAMHEHWA MUKTOT-
patbrHeckUX INEMEHTOB CO CBODOAHO-reoMeTpUeCKMM BOPMa-
MUY,

370 66 HOBbIM, KOHLENTYaNbHbIM NOAXOM B MCKYCCTRE,

[OBOPA «KOHUEMTYaNbHLINY, § He UMEI0 B BUAY KOHUENTYanm3Mm Kak
Hanpas/eHne: OCHOBHOW NMPUMHLMN 3TOM0 Te4eHUA — CaMOUEHHOCTh
TBOPHYECKOro akTa, MPeBanupoBaHne Npouecca Hafj pesynstatom —
MPOTMBCPEYM 33Aa4aM XYLOXHWUKOB PAHHETO MOCKOBCKOMO aBaH-
rapga. Peyb vaeT UMEHHO O KOHUEMTYansHOM MOIXOfe, O rnageH-
CTBYIOLLEY POAK abCTPArvpoBaHHOM Maem, KOTOPON NOAUYMHEHDI BCe
CpefiCTBa BhbIpaxeHus. [poBO3rNacvB BMepBLle B MCKyCCTBe COBeT-
CKOro Mepucfa 3TOT NMPUHLAN B CBOEM TBOPHECTBE, XyAOXHUKMU
BToporo asaHrapna — Ipobmax, Kabakos, PabuH — 0BbekTMBRHO
CTanu NpenTeden KOHUeNTyanmama, BO3HWKILEro kak oopmMuaLLe-
ecs Hanpasnerve B Mockse B cepegure 1970-x rofos W B
AanbHenLIeM NOMYYUBLIErO CBOE Pa3BUTHE B COL-apTe W B UCKYC-
ctBe 1980-x C ero X3NNeHHUHraMu 1 NephopMaHcamiu.

C camoro Hadana B npoussesennax FpobmaHa MOXHO BbiGenTs
LB OCHOBHble rpynnbl. OpHa M3 Hux ewle B 60-x rogax Gbina
onpegeneHa CaMmuM XyOOXKHMKOM Kak «Mari4eckun CUMBOMU3IMY.
3T0T TePMUH aCCOUMMPYeTCA ¢ ONpefieneHHbIM NeproaoM B UCTO-
PUM MCKYCCTBA, M CNI0BO «CUMBOMM3MY 1eKNapaTWBHO YKa3blBAET Ha
POLOCACBHYIO MCKYCCTBA TpoBMaHa — OT BU3AHTUMCKOM MKOHbBI 1
HapoaHoro npumutuea o pabot MKnee u abcTpakTHbIX 3KCNpec-
COHWCTOB; HO MPUCOBANHEHME TePMVHA «Marn4eckuiny BBOZMT B
onpenenexue NpUHUMMUANsHO HOBEIM (BaKTOP: CO3ePLATENLHOCTL 1
BOBMEYEHHOCTb XYOOXHMKA Hayana Beka CMEHAETCH OCTpaHeHHON
KOHUENTYanucTCKon AEMOHCTPALMEN B3aMMOOTHOLLIEHUI 06bekTa 1
LEeVCTBUS, NpeBpaliasch 8 Marvieckylo akuuo, MpU3BaHHyo name-
HATb MU, & He TONMBKO KOHCTaTUPOBATL ero MACTUHECKYIO CYLIHOCTb,
CnycTa MHOrO NeT 3TOT acmekT MPOSBUTCA B KOHLEeNTyanbHbIX
npoekTax pobmaHa U akUMAx rpynnbl «JleBuadan».

3a TPMALATL C NULIHUM NeT, ¢ Hadana 60-x O CErofHALIHEro OH, B
rpaHnLax «Marn4eckoro CUMBONM3MaY» XYLOXHWUKOM Dbl MocTpo-
€H OrPOMHbIN CaKpanbHbIA MUp — € Bopon 1 Teepfbio, Hebecamu 1
[0f3eMHbIM UapCTBOM, MUP, WCMELIPEHHBIM MaruYeckuMN 3Haka-
Mu, ByKBamu 1 cnoBamu, Co CBOMM BECTHApMEM W CUMBONMYECKON
thnopon.

Bropas rpynna Npou3BeaeHMiA — 3TO KOHLENTYanbHO NPeobpaxeH-
Hasl peanbHOCTb akTyallbHbIX U MCTOPUHECKMX CODBITUM, PACcXOXMX
MOHATUN ¥ COBPEMEHHOMO MCKYCCTBA — TOFO, YTO CYWECTBYET Mau
CylecTBOBAN0 B KOHKPETHOM NMPOCTRAHCTBE 1 BPEMEHM.

Ho obe 311 rpynnbl NOCTOAHHO COMPYKACAIOTCH, MEPeCeKaioTCs, OHM
MPO4HO CBSA3aHBI MeXy COBOM; B HUX MCMOMB3YIOTCA OHM 11 Te Xe
M306Da3UTeNbHEIE CPEACTBE, OLHM U Te XE 3HAKW U CUMBOMBI = W
TPALMLMOHHDBIE, U HOBbIE, CO3AAHHbBIE Ha UX OCHOBE: «Marnyeckuy
CMMBOAU3MY MpOBMaHa KOHLENTyaneH, a ero «akTyanbHble» pabo-
Tbl NOCTROEHb! Ha CUMBOaX.

[pov3BefeHns «Marryeckoro CUMBONM3Ma» Ha4ana LecTURECHTbIX
ropoB NpeacTaenanm cobovt paspaboTky HeCKOMbKMX DM3KKX, HO
CTVAUCTAYECKW OTAMHAIOWLMXCA OPYr OT Apyra HanpasneHum, oc-
HOBHbIMU Db B3 — reOMETPU3MPOBAHHbBIE METa(hU3MHeCKue
KOMMO3WLMM, OCHOBAHHbIE, KaK MPaBKno, Ha MOHOXPOMHOM ramme
W BEPTUKANbHON CUMMETPUW, C UCNOM30BaHMEM CUMBONOB, aTpU-
DyTOB, @ MHOTOA W anneropui; U LEKOPaTMBHbIE, BOCXOAALIME K
HapPOOHOMY WCKYCCTBY, — C (haHTaCTUHeCKUMU NeproHaxamu,
ADKUM NOKabHBbIM LBETOM U «lyBKOBEIMUY NPOCTPAHCTBEHHBIMM

NOCTPOEHMAMM.
MapannensHo B 3Tv e rofbl NOABUINCL KONNEXHN Ha NCTOPHYECKE
W nonuTyeckie Tembl. CeroHs W3 HWX Hambonee u3secteH
«leHepanucenmycr 1964 rofa, npeareda pasBMBLLErocs MoHTU
nontopa AecatWneTs Cnycta cou-apra. Ho, «eHepanuccumycs
DbiN He eNWHCTBEHHBIM OMLITOM Takoro pofia — MPOVi3BeaeHMEM,
MOCTPOEHHBIM Ha UCMTOMB30BAHIA COBETCKOM MUOTONV U MEHHO
ee rNaBHOro 0bpasa: emy NPedLeCTBOBANN KaMmepHbIE X3MMEHUHY
B Y3KOM Kpyry /py3en, B Kotopblx [pobmaH pabotan ¢ rotogow
npogykunen — noptpetamyt CTanvHa, elle COXpaHMBLLMMMCA K
TOMY BPEMEHM Ha CKN3flax yupexaeHun. B 3tv xe roppl Mpobman
Co30an Cepuio MPOW3BEAEHUM Ha Tembl pycckoW WCTOpWY, rae
OCHOBOW NOCNY>XMNM B CBOKO 04epeb ee MUdbI.

Bo BTOpOW NonoBMHeE WeCTUaeCATHIX B TBOpHecTBe TpobMaHa Lna
pa3paboTka KOHKPETHbIX HOPM XyO0XECTBEHHOIO A3bIKa XYAOKHM-
Ka; NpW 3TOM Npeobnadani Npou3eeneHUs «Maruyeckoro CUMBo-
NM3Ma»; «akTyanbHble» paboTbl, kak NpaBumo, Grvxe No CTpyKType
K HUM, 4eM K YWCTO KOHLEMTyarbHbiM. B 370T nepuop Bbinv co3naHs!
MoYTH BCe UKOHOTpatbu-eckmne TMbl, KOTOPbIE COXPAHSIOTCA B €ro
TBOPYECTBE [0 CWMX NOP, — CMMBOIMb, 3HaKY, (DaHTacTYecKue
CMMBOMYECKME NEPCOHAXM. XYLOXHWK NOCTENEHHO OTKa3blBaeTCh
OT NPUCYLLIEN eMy B NPeLbayLIWe rofk NOBECTBOBATENbHOCTY U Kak
0HO U3 CIEACTBUN 3TOMO — OT M300paXeHUa MoAew; B Tex Cy4as,
Korga Yenosedeckue Urypsl BCe e NpUCYTCTBYIOT, O Nprobpe-
Taer MHOW CMbICA ¥ MHOW XapakTep, Hem B PaHHWM NEpUOS; Kak W
BCe 371eMeHTbl Npov3BeneHns, Urypel NIOIEN 13 KOHKPETHbIX —
MOPTPET, COXETHaA CLEHa ~ CTAaHOBATCA 3Hakamy. OKOHYATeNbHbIN
Mepexon K CeMUOTMYECKOW CucTeMe M30DpaxeHns Bbin Apko
BolpaxeH B pabote «Daphoposbi Yenosek» (1965), kotopad
3Bydana Kak MaHMGecT. KoHUenTyansHoe n3obpaxerue yenosexa
B abCTParvpoBaHHOM NPOCTPAHCTBE MPY NOAHEPKHYTOM UCNOMb30-
BaHWM 0eKOPaTUBHbIX MPYEMOB (DONBKNODHOTO UCKYCCTBa.

HoBble naen nosnekaun 3a cobom M3MeHeHUs NpOCTPAHCTBEHHBIX
NpeAcTaBneHnit e B bonee panHnx paboTax KoMnosuums Osina
OPUEHTUPOBAHA FOPWU3OHTANBHO, TO €CThb TaK, KaKk 3T0 CBOMCTBEHHO
NPOW3BeeHUAM CBETCKOrO €BPOMeNCKOro MCKYCCTBa, @ 3eMns u
Hebo Kak MatepuanbHble 00bekTbl OTAENeHbl ApYr OT Apyra, TO
Tenepb 310 CMEHAETCH eANHbIM MUCTUHECKUM NPOCTPAHCTBOM, rae
BEPX W HU3 OTNIMHIOTCA APYr OT Apyra vk B CakpanbHOM CMblde
W HanonHeHbl COOTBETCTBYIOWMMM CUMBONaMK. [OMUHUpYIOLLen
(TaHOBWTCA BEPTUKANb — NPV LIEHTPANM30BAHHON KOMMO3MUMM OHa
SIBNAETCS CTEPXHEM, ODBEOMHAIOLMM U BEPX, W HU3, MPOXOOSLLMAM
4epes BCe CTMXMW. B KOHUE WeCTMIEeCATIX KOMNO3VLUMOHHO-NPO-
(TPAHCTBEHHA® 3BOMIOUMA 33BEpLINNACh BBELEHWMEM AMArOHamM B
TOM €€ Ka4ecTee, B KOTOPOM OHa NPOABMAETCA B CaKpanbHOM
WCKyCCTBE: CTPeMAch K HeDy W OCTaBasch TeM CambiM B cdepe
BE4HOT0, OHa CBOMMT BORAMHO CTAaTWHECKME W AWHAMMYecKye
HOPMbI, CUMBOAM3MPYS WX HEPA3PBIBHO OBLLLYIO NPUPOaY U pa3pe-
Was KOH(MANKT, NPONCXOLAUMI Ha YDOBHE HI3-BEDX, AMHAMUKA,
BblpaXaemas B 3TOM CNy4ae AMaroHasbio, 370 He nadoC CioMu-
HYTHOTO CTAHOBMEHUA U HE 3MOUWA MIHOBEHWS, CBOMCTBEHHbIE
CBETCKOMY WCKYCCTBY, a 3Heprus BewHoro.

TakuM 0DpasoM, K Hadany CeMUAECSTbIX rOfl0B PEMMUHMUCLEHLIN
CBETCKOTO WCKYCCTBA OBIM OKOHYATeflbHO MpeodcneHsl. Mup,
CO3[aBAEMBIN XYLOXHUKOM, OTHbIHE TPAKTYeTCR WM Kak Hepa3fe-
NMMBIA 11 AMHaMKMYHBI KOCMOC, BCE 3NeMEHTBI KOTOPOTO (BA3aHbI
Mex [y cODON; U NPORBUBLLAACA ellie B Hadase LeCTMAECHTDIX MOfl0B
0BWHOCTL «GKTYaNbHBIX? U CMUCTUHECKMX» MPOM3BRAEHMI CTaHO-
BMTCR €CTECTBEHHbIM MPOABNEHWEM EOMHCTBA M MHOMO3HA4HOCTH
31010 KocMoca.

B 1971 rogy FpobMaH C ceMbelt nepeexan 8 M3paunb.

CUTyaUua, B KOTOPOK OH OKa3ancsl Kak XyLOXHK, Obla 40CTaTouHO
CNOXHOW. M3pannbckoe MCKyCCTBO, KOTOPOe C Hayana Beka qop-
MWPOBanoCh MOL BAUAHWEM XYLOXECTBEHHBIX Moen u cTunen,
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Muxaun [pobmaH, XyOOXHWK, MO3T, KOANEKUMOHep, MCTOPWK W
TEOPETVK UCKYCCTBa, popwnca B Mockse B 1939 rogy v B KoHUe
1950-x CTan OHMM W3 OCHOBATENeN W YYaCTHWKOB JMTEPATYPHO-
XYLOXECTBEHHOTO [IBUKEHWS, M3BECTHOTO CErOfHA NOJ HA3BaHVEM
Bropow pycckuit aBaHrapa,

CneundnyHOCTb YT HOBOTG PYCCKOTO aBaHrapfa coctosina npe-
X[e BCero B TOM, YTO OH 3apPOX[Aancs B YCNOBMAX rOCMOACTBA
OPUUMANBHON 3CTETUYECKON [OKTPUHDI, WAEONOrMYECKU OTBEPraB-
Wen Kak KOHUENUMW COBPEMEHHOro MMPOBOTO WCKYCCTBA, Tak
TPAAMLUMIO PYCCKOTO W 3anafHoTO OMbiTa Hadana Beka. Bropow
aBaHrapfl He 1Men MoKoNeHUa «OTUOBY, Kak UCKYCCTBO TeX Xe NeT
Ha 3anage, HaxoVBLUMEECs B HOPMANbHOW CUTYaLMM Henpepbis-
HOW MPeemCTBEHHOCTW, OH HauWHan ¢
noKoneHus «aenoB». M3ydyeHne ux
Hacnegums, KpUTuKa 3Toro Hacneaus n
OCBOBHUE COBPEMEHHOrQ XYIOXecT-
BEHHOTO #3bIKa M1POU3OLLNO B TeveHue
NPenesisHO CKOHLUEHTPUPOBAHHOTO OT-
pe3Ka BPeMeHW: MeHblle ecATW neT.
BTopou COCTaBAAIOLIEN, BO MHOTOM
onpeaenvBLIeN XapakTep HOBOTO pyc-
CKOrO aBaHrapfaa, Obif ero BbIHYXAeH-
HbI1 HOHKOHOPMU3IM: CYOBEKTUBHO
Aanekve OT MOMUTUKW W He NpUHK-
MaBLUME y4aCTWs B akUMAX ANCCUOEH-
TCKOTO [IBUXEHMS, XYA0XHWKY HOBOTO
3BaHrapfa pPaccMaTpuBanmuch pexu-
MOM KaK 4aCTb 3TOro ABVXEHUA U —
0BBEKTMBHO — CTAHOBMAUCH MM. ITOT
CTaTyC, C OfIHOW CTOPOHBI, MPUBOLKA K
TOMY, YTO XYOOXHMKM BTOpOro aBaH-
rapha [Jonroe spems — MoYTM A0
cepefyHbl CeMUaeCaTbIX rofos — oc-
TaBaNUCh HE3aBUCUMBIMI OT KyNbTyp-
HOTO McTebnAulMenTa; ¢ Apyrow
CTOPOHbI, OHW OKa3blBaNCh B HEKOTO-
POM BaKyyMe, NOCKONbKY Takoe nono-
XEHME MULWAN0 WX HOPManbHOM, He
WOEONOTU3NPOBAHHOW 1 HE MOMUTU3NPOBAHHOW XyAOXECTBEHHON
KPUTKKIA, W HE TOABKO COBETCKOM, HO M 3anafHon. Takum 0bpasom,
Pa3BMBAACh NapanaensHo 3anagHoMY, HO HaxOAfACh B OTIMYHbIX OT
HEro YCnoBWsX, HOBOE PYCCKOe WMCKYCCTBO LWINO CBOMM CaMocTos-
TefbHBIM W HE3BUCUMbIM MYTEM.

30T NyTs B 00WMX YepTax CHOpMYNMPOBaH IPODMaHOM B KDaTKOM
NPeavcnosu K OaHOMY W3 TPOCMEKTOB, Bbllwedlwemy 8 1982 B
M3pavne: «B 10 Bpema kak NPOTUBHMKM DeXuma OTBepranu
TOTQIUTAPHBIM NOPAAOK, HE UMER MO3UTMBHOW MPOTPaMMbl, fuTe-
PATYPHO-XYOOXECTBEHHbIN aBaHTapd, UrHOpUpYs pedopMucTCKie
npoGnemsl, 3aHUManNcs MOUCKOM U KOHCTPYMPOBAHUEM HOBBIX
QYXOBHbIX MIyTed 1 HanpasfeHd 3T [Ba sBeHus He Obin
NpOTUBOMNOCTABNEHDl, HO [ABUIANACL KaXAblM B CBOEM pydier.
(Kypcws Momt, — M.Ten.)’

C nepssix e net paboTbl NPOABUNOCH OLHO 13 OCHOBHBIX Ka4ecTs
TBOpHeCTBa pofiMaHa: OHO OJHOBPEMEHHO W BapUATUBHO, W EAMHO.

B KaxXabl KOHKPETHbIA nepmof OH pa3padaTbiBaeT HECKORbKo
pa3HbIX HanpaBneHuy — 1 B TeMaTuke, U B cTuancTike. Paspabotka
MOET W BHYTPU KaXAOTC HAMPaBMEHWS: Yallle BCEro 3T0 Cepui-
Bapualiu; HO W B TeX Cllydasx, KOTfa peds WaeT ob oTaenbHbix
NPOV3BEOEHUAX, CO3AAHHBIX Ha MPOTAXEHUV OMpeneneHHoro ne-
PUOA3, HO He BXOAALIMX B Kakyio-NMDO Cepuio, UX TOXE MOXHO
0bbennHuTs B pynnbl, BaMskve No Teme W Mo xapaktepy n3obpa-
XeHUS.

AHanoruyHoe sBnexre 0bHapYXMBaeTCA NPW PAcCMOTPEHNM TBOP-
yectBa pobMaHa No BPEMEHHOW KOODAUHATE: eCNM CPABHUTb €ro
CETOAHSILHME NPOM3BEAEHNA C CAMBIMY DAHHMMY, OKaXETCS, YTO ¥
OCHOBHbIE UeW, 1 TeMaTuKa, 1 UKOHOrpa(us ObiM 3anoxeHs! 8
Nepuosl PaHHMX LIECTUARCHTLIX; WX
LanbHenwee pa3suTue ObINO MMEHHO
PA3BUTHEM, & He OMPOBEPKEHMEM. Bce
TBOP4ECTBO [pobMaHa — 370, B Cyll-
HOCTM, BapuaUMKM Ha HECKOMbKO Tem,
CBA3aHHbIX MeXIy coDOM cemarThyec-
Kit 1 MKOHOTPau1ecky, npu orpoM-
HOM Pa3HOODPa3NX XyMOXECTBEHHbIX
CpencTs.

KoHeL, NaTMAeCsTsIX TONOB — paHHUM
nepuof T8opyecTsa MpobmaHa — Obin
BPEMEHEM, KOTA@ OH, TaK Xe, Kak
OCTanbHbIe XYAOXHWKN BTOpOro aBaH-
TapAa, v3y4an COBPEeMEHHble CTunw,
TEXHWKM W HanpasieHns. «310 Obifo
BPEMS NOCTVXEHUA MHOIO Pa3HbIX Xy-
[IOXECTBEHHbIX TexHuK. (.) bonblue
BCErO MeHs Torga NpuTATMBanM paH-
Hun LWaran, Mons Knee n, KoHe4HO
Xe, pycckui ytypram. Ouetb mobun
 QPaHUY3CKMX TalLMCTOB M amepw-
KaHCKUM  aDCTPaKTHBIA  3KCPeCcmo-
HW3M. [MapannenbHo # Hayan
NPUBAUKATBCA K HAPOLHOMY WCKYC-
cTBY — NYOKY M MKOHe» *

B 1958 rogy XyA0XHUK O33N CEpMIo KyDUCTUYECKUX PUCYHKOB —
(Wrypbl My3bIKaHTOB € MHCTPYMeHTamu. B 1959-m — cepuio MOHO-
MR «/lio60BL», B KOTOPOW YyBCTBYIOTCA BNEYATNEHUs OT PUCYH-
Ko JlapvioHosa, KybOMyTYpUCTUYECKYIO Cepuio ¢ TaHLyIoWrMA
akpobatamn W «YepHbi KBapaT» — CODCTBEHHBIM pe3ynbTar
pa3Mbllunern o Manesuye. «[lopTper cTaporo espes», B KOTOPOM
KybohyTypUCTIHECKaA KOHCTPYKUMS COEAMHANACh C XMBOMMCHON
pa3padoTkom, OAM3KON K abCTPaKTHOMY 3KCMPECCOHM3MY, Obir
Hanucan 8 1960 roay v MOXET paccMaTpUBaThCs Kak KOHeL, PaHHero
nepuoga, MPOXOAVBLIErO MOL 3HAKOM aBaHAPAHOW KIaCCMKM
Ha4ana seka.

B TeueHue ClIeAYIOLMX HECKOMbKUX NET — 0 CepemmHbl LiecTuge-
CATBIX TOfIOB — DbINM 3an0XeHbI CeMaHTMUECKMe 1 130DpasUTENb-
Hble OCHOBbI XYOXECTBEHHOTO A3bika [POOMaHa. [NaBeHCTBYIOLYIO
POfb B €70 NPOM3BEOEHNAX Haqan UrpaTb CAMBON B €70 MUCTMYEC-
KOM U KOHUENTYanbHOM BOMAOLIEHMM, YTO MOBREKNO 3a cobou
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pobmaHa, kak korga-1o Moctasa Kypbe, ToXe MOXHO BCTPETUTH
MPOryIMBAIOWMMCS MO CBOSW POSIHOM AepesHe (NPecTVXHOR 30He
Tenb-ABWBa, Y MODEPEXbA), M KaX bl MMEET BOIMOXHOCTL (Ka3aTh
emy Llanom, map Fpobmar! Kypbe Ha nporynxky 6pan nanky, y
TpobMaHa ecTb HenpeMeHHbIA CyTHIAK ~ cobaka:

Viny rynate,

Beny c cobavt Tumypa
Hascrpesy Hum
TuxoHbkad aypa

LBOp OKaumne
Lsetamut oteaHapa
3-3a KycToB

Kpagetcs kowek Hanpa

Mpolwen apab
MPOHeC CBOE BEQEDKO
OH Ha cobaky cmoTpuT
OdeHb 30pKo

MpwviBer Abaana
Kak Teovt getuwku?
Abpnana vewer
MoTHbIE NOOMBILLKY

B okHe maguut
Kocopoxwui Mocu

OH HapKomaH

OH BEYHO YTO-TO NPOCUT

KaHanuzaumio

A BUXY 3aC0puno

I 8Ce rosHo

OHO Hapyxy BCNNBINO

A nocraio cBou kabens
CneumanbHbivt

1 npounuiaio
BogocTok aHansHbiv

Bot o1 nonygHs
Mano 4o 0cTanoch
7 YyBCTBYIO
3n0poByio ycTanocs

A yxoxy

B3gpemHyTs cebe Ha vacuk
MeXayHapoaHO 3HAMEHATLI
Krtaccuk.

Kax pa3 Bo Bpems 37070 puTyana obxona MeCTHOCTU CenaHe MoryT
PACKNAHATLCA, CHAB NEPER, XYAOXKHUKOM LUAANY; & 4TO OH NpW 3TOM
Ha Hawwer 800bPaXaeMON, He HANWMCAHHON UM, KapTVHe pasrpeda-
6T U CMbIBAET HEWNCTOTHI ~ Tak Beflb 370 14 CTh TPaAMLMOHHAS
ODLLECTBEHHAR MINCCUS HACTOALLErO XYOXHWKA-DeanucTa.

T Wnba Kabakos «CemmgecsTble roasl. U3 BOCMOMUHaHUIY, MckyccTBo, 1
{1390), 9.
2 Jlesuacha, 2 (1979), 6.

3 Tam xe.
4 AyTeHTUYHaRA pyccKad MOroOBOPKa 3BYYNT TaK: Kil Kpelerbisi — 4710 BOp
MPOWEHBIA.

5 Muxaun MpobmaH. «bubnerckoe cTpoeHue kBaapata», 3epkano, 3-4
(1996), 175.



MO Ma3Kamu-TouKaMu. TpoOMaH NPUMEHSAET ee TOXe «aHannTusec-
KW» — TO eCTb HaXoAs CNOCoD pazfennTs 1 8 3T0M M3BUTOM npuemMe
O3HavaroLLee 1 03Hayaemoe. [InA 3TOro OH NpesHaMepeHHo pass-
ELMHAET CaM XUBOMMCHBIM METOZL C MPUCYLLIMM emy, 3TOMY METOLY,
MPEACTaBNEHMEM O XMBOMWCK, Kak CMOWHOWM W TOTaNbHOW 3pu-
TeflbHOW MAMI03UM, NPETEHAYIOLLEN Aaxe Ha Hay4HO ODOCHOBAHHYIO
HaTypanbHocTs. B pabotax TpobmaHa myaHTenb, Kak npaswio,
HanpoT1B, MORBNAETCA B XECTKO OTPaHNYEHHBIX M AaXe O4epHeH-
HbIX KOHTYpOM (DparMeHTax; B nensaxe Tenib-ABUBCKMI a3ponopT
OHa 3aNONHAET KOHTYP OEPEBbEB, KOTOPLIE B PE3y/bTaTe KaxyTcH
EAMHCTBEHHBIM OTKPOBEHHO (DaHTaCTUHECKIM, €HyA0BULLHBIMY 3Me-
MEHTOM B 3TOM Kak OyaTo Obl peanbHom nensaxe. ToueyHoe
MUCbMO, 0CBODOX1aACh OT CBA3aHHOM C HAM MOEONOTUM «Hay4HO
AOCTOBEPHOTO Criocoba nepefadu Mupa», npespallaetcs B ab-
CTPAKTHY!O TeKCTypY C DoraTbiM EKOPATHBHEIM U 3KCMPECCHBHEIM
NOTEHLMANOM.

MpremoM, CyxalliM aHanvsy XWBOMUCHOW TeKCTypbl, ABNRETCA
TaKkKe MOCTOAHHO I0MYCKaeMbl [POOMAHOM B €ro ryawax notek
kpackw, 0Bpasy oL NOBEPX TEKCTYPHI NOCTPOEHHOM XYA0XHUKOM,
BEPTUKANLHYIO CETb MMHWWA — MOLENb [IPYroW, HaTypansHOM Tek-
CTyPbl. 2TO CPaBHEHUE WCKYCCTBEHHOMO C HaTypanbHbIM O4EBIIHO
pabotaet 8 oprpere Bonoay Akosnesa, B KapTuHe W3obpaxato-
wen wma Skoenea, B [ioHax noa Tens-AsuBomM, bepere mops n
APYrUx BeLlax. N HaKOHel, HyXHO OTMETUTS ellie O4HY OPUIVHamb-
HYIO NOMbITKY «130Dpa3nTb» XABOMMCHYIO TEKCTYPY — C MOMOLLbIO
PEerynapHoM CETKW NMKUM, KOTOPas NpespaT iack B nosobve creHs,
Hecyllen Ha cebe Opyrod XMBOMUCHBIA «XecT» — rpadduTi:
«Bpybens NapuoHos Tpobman» {Tpu Mixanna).

3TV TPU UMEHW HAMOMMHAIOT HaM O PON POCCUIACKOV TPaaUUMNA B
rpoDMaHOBCKOM NOAXOAE K (heHOMEHY XMBONuCK. B camom aene,
IKCMPECCUOHNCTUYECKMIA 3NEMEHT, 0DpasyIoWMiA CUMYNTUBHBIN
«CTUMb» ero paboT, KOHKPeTHo Oamxe Bcero K flapuoHosy U
loHvaposon unu bypnioky (WHOTZA OTKPOBEHHO HamOMWHas o
€NIYYMIMED ), YEM, CKAXEM, K KyMUPY MUPOBOTO TpaHCaBaHrapaa
KutpxHepy. MHTEPeCHO, YTO U CaMOMY PYCCKOMY 3KMPECCUOHM3MY C
ro NPUMUTUBUCTUYECKMMM TEHZEKUMAMM ObIN HE YyX[ 300MOp-
DUYECKN CUMBOAW3M, BOCTIPUMHSTHIA M3 pYCCKOro Nybka, nuTas-
wero 8000paxerMe XyNOXHWKOB PYCCKOTO aBaHrapia CBOVMM
KPacoyHbIMU METyXaMu 11 Xap-NTMLLaMK.

37a obwas MoboBb U BHYTPEHHAR CONMMAAPHOCTH OHEBUIHbIM
obpa3om oTpasunace B KoMnosnumw [lamamy fasuda bypmioka,
M300paXaIoLLEN B MOHTH «JTY4IUCTCKOM» MAHEPE Yy CHsINA OyiHbIN
Caf C panckon NTMUen B Kylax. Kak B Ciyqae ¢ MyaHTWIU3MOM,
[POOMaH M3bIMAeT U3 NYHMCTCKOM CUCTEMbI e TMaBHYIO MAeoNory-
Yeckylo CTOpPOHYy — CBA3b CO CBETOM, TEM CaMbiM Mapanvi3ys
BO3MOXHOCTb MCTONKOBATh CBOKO PaboTy Kak MpOLonXeHye ny4u3-
Ma. ITOW CBETOHOCHOCTW NY4M3Ma O4EBUAHO NPOTUBOPEHHT rMybo-
KW TEMHO-KPACHBIM KONIOPUT, KOTOPbIN OTCHINAET, CKOpee, Kak 3T0
XapakTepHo Boobule ang Tpobmara, K Cnosy: B pycckol nonynap-
HOW (pa3eonorui Kpackbi — OMOHMM KDPAcoTbl, 1 3TOT NOMNynsp-
HbI 0OPa3 KpacoTbi COOTBETCTBYET MIUDNHECKON KapTUHE pas.
Becs HOBBM MWG pycckoro MyTypuaMa W 3KCNPeccMoHMIMa Moa-
CMyaHO BbICTpaMBaeTcA B 31X pabotax MpobmaHa: Bypmiok, Napy-
0HOB, Kpy4eHblx, Maneswy; 13 Hosbix — Bnagumup Akosnes. O
KOM-TO 13 3TWX PYCCKWX XYLOXHWKOB FOBOPAT Ha3BaHua pabot, o
KOM-TO — CTUAMCTUYECKME accoumalum, KTO-TO BO3HWKAET Ha
BOODpaxXaemMoM TMOpTpeTe, KTO-TO B BWZE WM30DPAXEHHOrO Ha
KapTiHe cnosa (umeHu). Ocoboe MeCTo B 3TOM MKpe 3aHKMaeT
Kasumup Manesud. Metadusnueckas, dunocodckas npupoaa
PYCCKOTO MYTYPU3Ma BbIPA3WNAaCch B HEM BCEro cunbHee. Mo3tomy
poGMaH NOCTOAHHO BO3BPALLAETCA K HEMY W [JaXe K €ro Bi3yallb-
HbIM CMBONaM. TaK, CynpeMaTiyeckuit kpect FpobmaH ycBansaer,
MpeBpaLLas ero B MTMLY-a3poniaH, NeTaioLLee 300MOPGHOE Yy an-
Lle, HanomuHawollee 06 KM3MOBNEHHON MbITM Manesnya — npe-
DbiBaHMM B (BODOAHOM NPOCTPaHCTRe. KapTuHa Manesiy — mope
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[aXe BO3BOAWT NoHsTWe «Manesuy» B CTaTyC 0CoboW CTUXMK ~
OLLYLIEHWE KOTOPOW PacnonaraeTcs rae-1o Mexay Metadusmyec-
KOW MHTYWLIMEN HEMO3HAHHOTO U PeanbHbiM HyBCTBOM CBODOAHOMO
noneta. :

MeTamsudeckui xapakTep CynpemaTudieckoro noncka 8 obnactu
YMCTBIX TEOMETPIYECKMX DOPM (MPOTUBOMONOXHbIA XYO0XKeCTBEH-
HOMY NparMatiaMy reoMeTpum KOHCTPYKTMBIACTOB) 3acTasun Ipob-
MaHa B OfIHOW W3 ero CTatei npoBo3rnacute. «CympemaTnim ecTb
CBOErO POAG XyLOXECTBEHHbLIA MyAan3m»” 310 3a9BNeHNE, a Takxe
MOVCK BM3YaNbHOrO «MOCTa» MEXIy CyNPemMatu3MOM U «Maruyec-
KM CMMBOMM3MOM?, MEXAY CYMNpemaTiyecknM 3MeMeHToM W
YyAOBULLEM, MOKA3bIBAET, HACKOMBKO CUCTEMaA M noAxon Manesuya
BeinK ryboKO MHTEPUOPK3MPOBAHBI B CODCTBEHHOM TBOPYECTBE
MpobMaHa.

Elle 0fMH pyccKui XYAOXHMK, KOTOPOMY DOCMaH MOCBATWA
HECKONbKO paboT, U CrelmanbHylo CTathio, — Mcaak JleButaH, uto
LANeKo He CNy4aiHo. B ero yMO3pUTENbHOM XUBONWMCHOM BCeneH-
HOM 3T0 — Gurypa-oTpaxeHwe, Gurypa-axtunog Manesuda. OvH
CBOMM «XMBOMUCHBIM PEAM3MOM» PeLIMTENbHO MPOPBaN BCE Cou
MPWBLIMHOTO BUAEHUS, ADYrOW CO3MaBan W TKan Mx Tak yCnewHo,
4TO WX YOEAUTENBHOCTHIO MPOHUKANCH NOKONEHUS CODNasHEHHbIX, B
COBETCKOE BPEMS CHWTABLUMX UMEHHO peanqcTiyeckue nersaxw
Jle8WTaHa 3TaNOHOM XyAOXECTBEHHOMO NpUHUMNA.

OnHUM W3 NepBbiX NOAXOROB pobMaHa K 3ToMy deHoMeHy Obina
MOMbITKa NOCPEACTBOM MUHUMANbHBIX TPaHCopMaUWit Ha penpo-
AYyKUMAX MPeBpaTWTs NEBUTAHOBCKME XOPOLUME W «MPaBUSIbHbIEY
XPECTOMATUIHbIE KApTUHbI PYCCKOM NPUpOfs! {BOWeALMe BO BCe
COBETCKME yHebHYKI « POIHOW pedu» 1 TakiM 0OpasoM Henocpes-
CTBEHHO BOBNEYEHHble B 0DA3aTenbHoe 0by4eHMe A3blky) B «eB-
Penckue» u HenpaBMnbHble. [IMKOBMKHbIE CO3BEAWSA NIOMAHOW
rpamn4eckon NMHMEN Nepecekniv NeBUTaHOBCKOE BO3AYLIHOE Mac-
N0 € NNABALMMMN B HeM LEPKBYLIKAMM 1 NOLIAAKAMM.
SKCNEePUMEHT yaAncs Ha peakocTb NpocTto. Okasanock, YTo Hacunns
Ha MaTepranoM NouTK He noTpeboBanoCs, BHELLHES BMELLATeNb-
CTBO NULLL BHISBWIO CKPbITHIE BHYTPEHHWME UHUM, MUCTUYECKYIO
NPOCTPAHCTBEHHYIO AMHAMUKY, TaUHO CBOWCTBEHHYIO MyHLIMM Be-
Wam Jlesutana. JleButaH, No CyT1, 0Ka3ancs TaMHCTBEHHBLIM NeBU-
ahaHoOM, a KapT/Ha Hag Be4HbiM [OKOeM — C ee abCTpaKTHbIM
CBETOM U MOYTW rpODMaHOBCKMMUM YyAOBMLIAMA B 0Dnakax —
Haubo/ee OTKPOBEHHBIM BbICKA3bIBAHMEM PYCCKOTO WyIER.

OnHy W3 Camblx ACHbIX GOPMYAMPOBOK MO NOBOLY 3CTETUHECKOro
OTHOLIEHWS UCKYCCTBA K AeNCTBUTENbHOCTM pobMaH [an 8 ryalm
3npasciayate, ToBapuly Jlesutan! Kasanock Obl, 3Ta Bellb Mpamo
OTCHINAET HaC K 0Bpasy Apyroro, Kak Tenepb rosopsT, «KyNsTOBOrO»
peanucta — Kypbe. OfHaKo ee KOMMO3ULMS NO CyTH BAKXe He K TO
YMUNWTENBHO AEMOKPATUHeCKon KapTure Bonjour, monsieur Cour-
bet! Ha KOTOPYID HaMmeKaeT Ha3BaHMe, a K ero Xe MojoTHy
[NoxopoHsi 8 OpHaHe, KOTOPOE TyT Xe BCMNLIRAET B CO3HAHWM, — C
YEPHOW Pa3BEpPCTON MOTrMNOW Ha MepefHeM Mnake, C B3AbIMAlo-
Liencs CneBa Haf TONMOK BEPTWKANs KpecTa W TOCKIMBbIM
npenYyBCTBUMEM BEYHOCTM. B rpoBMaHOBCKOM KOMMO3WLMM ee
FNaBHbIM MOTMB — MOKOCWBLUMIACH U Pa30PBaHHLIA NneTeHb U
3300p, MOXeT ObiTb, U BbI3LIBAET MEPBYIO aCCOUMALIMIO C NEBUTa-
HOBCKMM NVMPUHECKIM YMUNeHUeM DeHOCTbIO PYCCKOM NPUPOAH,
HO Hafl pa3BEpCTON BHW3Y YepHOTOW W Ha (hoHe KPOBaBOro 3apeRa
OH YWTAETCH, CKOpee, Kak CMMBOM CMepTM W xaoca. Bcrpeva ¢
NeBUTaHOM MMEHHO Ha 3TOM MeCTe, HECOMHEHHO, HeceT B cebe
OLLYLLEHE, YTO TVXaA PEANMCTNHECKAs MINNANA PYCCKOTO NE3axa,
KOTOPYIO eMy yOanoch C TakoW yDeauTenbHOCTBIO BLICTDOUTS Ha
CBOMX MONOTHAX, NULUL NPWUKPbLIBAET ABEPE B HEMO3HAHHOE, CUMBO-
NOM KOTOPOrO ABASETCH «UYAENCKMIA Xaoc» U MeTadm3ndeckum
YKac MOruAbI.

L

Memy NPpo4nM, O pealindme B ero KnacCh4ecknx nposslieHnsx.
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pUTL? 11 00 abCOMOTHOM, U O CKPBIBAIOWWX €0 «CHOSX», NPeofio-
neBaeMblx MO3HABATENbHBIM YCUNEM.

HekoTopbie pedniekTvigHble «xofs» [pobmara, Hanpasnaowme
UMPKYNALMIO €10 Xy[OKEeCTBEHHOW MBICAY, TeM He MeHee, MOryT
ObiTb NPOCAEXeHb. Hanbonee 04eBUAHBIM U3 3TUX XOLOB ABASETCH
Luanor ¢ cou-aptom. Creumduka «rpoBMaHoBCKOro» noaxoda v
Tenepb, B HOBLIVI NepuOf, 0Ka3biBaeTCA CBA3aHA C UCCIe0BaRNEM
BO3MOXHOCTEM, BOIHUKAIOWMX DY COBAMHEHUM PA3NMHHBIX MeXTy
cobon cucteM, paboTaiolux €O 3HAKOM. ECAM B Marmyeckom
CVIMBOMM3ME NPOCTPAHCTBO 3TUX HOBLIX BO3MOXHOCTEN BO3HUKANO
MpW COBAUHEHUM CTPATErM KOHUENTYanMama 1 CUMBOAM3Ma, TO B
1980-x rogax cam «Marvyeckuit CUMBOMM3MY Ha4an BTATMBATL B
AWanar col-apT, BCe LWMpe PACMPOCTPAHABLIMIACA B 3TO BpeMs B
copemeHHow cpepe. «Cou-apT» — TeyeHue, CUMyIMpYyioLLee W
pednekTnpyiollee A3bIK CUMBOMMYECKMX «peaniny COBETCKOro
CTPOA, MPY TOM, HTO, KaK yXe roBopuNnocs, MeTadmandeckue Lenu
3TOr0 aHanvi3a ObiAM YTEPSHbI M3 BUAY. 3TO XYAOKECTBEHHOE
ABNEHWe, BO3KUKLLEE BHYTPM KOHUENTyann3ma, Tenepe, Ha BOMHe
nonuTW3alinu, OxBaTuBlUen POCCWI0 B 3TO Bpewms, BBILUIO W3
3[EKBATHON LAA HEro PO «A0HEPHEro NPefanpusaTua» Npu KoH-
LenTyan13Me 1 CTano nNpeTeHoBaTs YyTo M He H3 CTaTyC ToTanb-
HOrO CTWS CAMOBBIDAXEHWA 3MOXM, AXE NEPEXOLALUETO MPaHULLb!
Poccuw,

Marvyecknin CUMBOMM3M 1 COU-apT — HaMpaBReHua no CMbicay
CNULLIKOM faneko OTCTosAWMeE Opyr OT Apyra, HO, B CUNY Hanuing y
HUX €OMHOTQ WCTOYHMKA MPOMCXOXLEHNS, MPUHUMMWANEHO CO-
BMeCTUMble. [1oCTUraemoe B CUny Takoro COBMel|eHWA BO3Bpallle-
HWe COU-apTa B NOHO KOHUEMTyanu3Ma 1 pednekcus ero BHyTpH
Maruyeckoro CUMBOM3MA — TO &CTb Hanbonee MeTadmandeckomn
BETBM OCHOBHOTO TEYEHMR, JOMXHO Obli0 [aTh HEMpenBUOeHHbIN
«KPOBOCMECUTENBHLINY Pe3YNIbTaT.

PasymeeTcs (v 370 nerko Gbino Mpeayranars), CUOHUCTCKAR pearns-
HOCTb, DYIy4M MDOHW3AHE UNEONOTMYECKMMM TOKaMM, OKazanach
HeoDbl4aMHO yAOOHEIM CyOCTPATOM LNf Da3BepTbiBaHWA COU-ap-
TUCTCKMX cuynaumin. ( Cuommam — Hawe byayiiee, [la 3apascrayer
EINHBIV W HepemmMei coseTckuid Mapans). OTpaxeHue 3Tom
DEaNbHOCTI B CO3HAHUM POCCUIACKOTD «aypakar 3akioyano B cebe
LOMOMHNTENbHBIE BO3MOXHOCTU WMPbl. PeanbHOM MOTUBMPOBKOW
TAKOTO OTPaXEeHUA OJIHOU MALONOTUM B APYTON CTana, KOHEYHO Xe,
TaK Ha3blBaeMan boMbluas anus, COEMHMBLIAN ABA MUpa MexXay
coboit (HenocpeacTseHHO 3TOM Tembl KacaeTcs [lpyaeT 3 M3panns
v opyrvie pabotsl). Ho ropasno Gornee nnogoTBOPHLIM W MO AyXy
Bonee HE3aBMCMBIM 3KCMEPUMEHTOM BbINO «0bpaTHOe» BKAKYE-
HWe B COL-apT 3M1eMEeHTOB MeTapu3nKK, OT KOTOPbIX XYAOXHMK
0TKa3ancs npu HODMYAMPOBAHMM CBOMX CODCTBEHHBIX, OTINYHbIX
OT KORUenNTyanu3mMa 3ana.

TaK, MEeHVHCKUA Mas3oned y [pobmaHa (B cepwuy, Havaton B
1988 1.} 0Ka3bIBAETCA HE TONBKO W HE CTOMbKO NETKO BblOSNAeMON
hUKUeR COBETCKOTO Cocoba MbILLNEHMS, HO, CKopee, CBoeobpa3-
HbIM XDaMOM CMepT, NoMellaeMbiM B MeTam3nteckni nemaax.
«Mas3onen» y TpobmaHa — 370 ¥ eCTb MaB30OMEN, TO eCTb MeCTO
VAW CBATURUWE NOTPebanbHOro KyNbTa; 3TOT KyNbT COBEpLIaeTCs
Tam NOCTOAHHO, CYAR MO OKHaM, FOPALLUM POBHBIM TYCKITbiM OrHEM,
a W3BECTHBIM NO3YHT «JIEHWH XUB» B [aHHOM KOHTEKCTE Hanomu-
HAeT 0 MWCTEPMANbHOW NDWPOLE Takoro poda AEUCTB, CaMa
MUdOncrieckan waes KOTOpbIX COBOUHAET XW3Hb CO CMEepTbio.
COOTBETCTBYIOT 3TOMY CMbICTY M APYTME 3heMeNTb U300paXeHms:
(hnaHkupyIoLLME MaB30Nen uepaty-eckn CUMMETpUYHbIE 1epeBby,
HaKNOHAIOLLIMECS K HeMy, KaK Npenctosiiye K KpecTy W ynoaobns-
foLLe POAb NYDAMUAANBHOTO FTEOMETPYYECKOro CUny3Ta Mas3ones
POMY LPeBa XU3HM B 3PXaveCcKoM TuMe KoMnosuumu. 3sesap,
300MOPMHBIE INEMEHTHI M PA3NNYHBIE HAANUCK BKIIONAIOT pasnuy-
Hble MaB30nieu 3TOK Cepuu B NOAE TeX UM UHbIX accoumauny, He
YXOO# OT OCHOBHOW TeMbl — TeMbl CMEepTH.

3Ta nocneaHas Tema Teneps 0ObEAVHAET BOKPYr Cedg YyTb N He

BCe OCTaNbHbIE MOMEHTbI MMPOBO33PEHUA XYLOXHUK: Mbl HaXOANM
ee 1 B Apyrvx pabotax — Hanpumep, MpsmoM, Kak Obl ¥3-Mof
3eMMu, M30CpaxeHu Morunbl (He xo4y). OHa, Kak yxe roBopu-
NI0Cb, BO3HUKEET BO MHQOXECTBE C(TVIXOTBOPEHWM, TAe CMEpTHble
NPendyBCTBAA 11 HUNOCOMCKIe 000OLIEHUA NEpecka3aHbl HaM Tem
Xe «7ypakoM», KOTOPbIM W B MOrvny nNoacMmatpuean: (mepts
3anoxeHa 8 cnune\ (MepTs 3acesHa B Kone\ B xowke (NB: ne
youBanTe Kouek!) B KpOLKe MaHZaBOWKE\ B KaXAOM MeTKOM
noTpowike\ (..) Takue bor npuayman Ham 3akowsl\ He nomoraior
xanoboi 1 CTowb! | V1 MeveTca befomHas aywa\ dpyrim Kakum-1o
06pazoM abiLlia.

Hywa, 313 MeTaduandeckas ncvxes, e UCnonb3oBaTs CYMBOMN-
YeCKWM KOZ, MOXET ObiTb ODHapyXeHa B BMAE MTUYKU HA Kpblle
O[IHOTO U3 MaB30neeB ¢ Haanuceio « CoMKeHMUBIHY. 300MOpdHLIN
f3bIK apxandeckux 0DpasoB HUKya He MpoOMamaeT ¥ Ha HOBOM
3Tane, COCEACTBYS C NOAUTUHYECKOW U MOMYNAPHOM PUTOPUKON.
(BUOeTENLCTBO TOMY — 300MOPMHLIE CUMBOMLI KapTuH CMepTs
nTuisl 8 Tpase, CpeauseMHoMOopse U Ha bepery Vopaara.

OnumH 13 XyA0XeCTBEHHbIX Weaespos 3Tr0 300MOP@HOTO Hanpas-
neHns — 3men-JleBvadaH C KDECTOM Ha ronoBe C “ellyen u3
FOPALLEN XMBOMMCHOW NYaHTeW, TYCKNO MEPLAIoLMMU MMa3amu,
NOMELIEHHBIMU aH(aC Ha TEMHOM HOCaTOM npodune (Kaxertcs,
Takvie rMasa y rpobMaHOBCKMX YYAOBMLY BCEraa SBAMOTCA 3HAKOM
3na). Ero nemoHmdeckasl rubpUaHOCTL Ha TOT pa3 UMEET Henoc-
PeACTBEHHOE OTHOWEHWMe K Teme MapafcKCanbHOro COemMHEHUs
[ABYX MWPOB, POCCUUCKOTO W €BPEUCKOro, TOMBKO Tenepb 3T0
COMOCTaBNEHME DEPETCA MPAMO B «METAPUINYECKOMY KITIOYE KaK
TeMa COTHOWeHWS Myaau3Ma M XPMUCTMaHCTBA (HeQmHOKpaTHO
3aTparvBaeMas, KCTatn, M B CTvxax): Xug KpewéHsit — 3med
BepYEHbI. TPaMMUMOHHOMY (B AyXe eBPEICKOV TpaauLmm) BU3y-
anbHOMY CUMBOMTY COOTBETCTBYET U CUMYNALMA TRAOVUMOHHON (HO
POCCUICKOV) BepBanbHOM (hOPMYANDOBKM TOMO COOTHOWEHMA.®
BTopas waes, SBHO MPWCYTCTBYIOWAA B HOBOM Nepuoge paboTs
poOMaHa, MOXeT ObiTb Ha3BaHa aHanv3oM #3bIKOBOW MpUPOmbI
KUBOMCK MOCPEACTBOM €€ KOHUENTYanbHoW cumynsiimm. CMblcn
3TOW CTPATEr 3aKNI0HAETCA B NEPEHACe PNk XyB0XEeCTBEH-
HOrO XeCTa U3 chepbl ABUCTBUI W TEKCTOB BHOBb Ha XMBOMMCHOR
MONQTHO. PaccMaTpuBan 3TOT XECT, Kak B YBEVHUTENBHOE CTEKNO,
XYAOKHNK CTONMBKO Xe MULLIET, CKOMbKO AaeT cebe OT4eT B CylliecTse
CBOMX [ENCTBUIA, Urpan O3Ha4atolMML SNeMeHTamMy, pasnaras 1
BHOBb CUHTE3MPYSA MyTb OT O3HAYAIOLUMX K O3HA4AEMOMY, OCTaBNAd
BUOWMBEIM A78 3puTend pe3ynbTaTol Kak OQHOMO Tak W Apyroro
npouecca.

Camas «ynobHas» 475 TaKOM CUMYARLMM CUCTeMa — IKCPeCaUo-
HU3M, AEMOHCTPUDYIOLMM NPOLECC CO3haHMa u30bpaxeHns U
LalolWmn HabnioAaTs 33 CaMOCTORTENbHLIM Pa3BUTUEM O3HaHIOLLE-
ro (KMBOMUCHOM CTPYKTYPbI). M03TOMY 3KCMIPECCUOHCTUYHD! Cbiv
BOMbWWHCTBO MPOABMEHII TPAHCaBAHTAPAA v MMEHHO B 3KCMpec-
CUOHWCTMYECKOM KIIID4e, TNABHBIM 0Bpa3oM, BbIMOMHEHb! W yalu
lpobmana 1980-x roaos. Ho uHTepecHo 3aMeTuts fige Beiuy. Bo-
NepBblX, TPaHCaBaHraph He MpecnenoBan Cyrybo XMBOMMCHBIX
33f1a4, 3 UCTIOMb30BAN TEXHUKY KUBOMUCK B CBOWX Lensax; [pobmak
Xe UCMOMb30BaN CUTYaUMIO TDAHCaBaHrapha 18 HaCTOsLen Xu-
BOMUCK — MYCTb HE COBCEM 0DBIMHON, pehnekTUBHON 1 oboralieH-
HOW KOHUENTYaNlbHbIM OMbITOM. BO-BTOPbIX, 3KCMPECCUOHM3M
HTepecyeT MpobMana He BO BCeM OObeme 3TOr0 MOHATUR, U yX
TOYHO —~ HEe B Ka4ecTBe CWMCTEMb) NO3BONAOLIEN BbiCRODOAWTH
3NeMeHTapHble ¥ NOAYaC MepBODHITHbIE 3MOLMU MULIYLIEro K
npenmety. OH NpUCYTCTBYET 3[eCb, Kak ONpeneneHHas Cragus
PA3NIOXEHUT PeanuCTUYeckoro MCbMa, aHanm3 KOTOporo, Ui et
K KOTOpOMY, OCTAeTCR Heu3MenHom TeMow [pobmaHa. [Nostomy
NapannenbHo B ero paboTax MOXHO OTMETUTL UHTEPEC W K APYTVM
npueMam, NO3BONAILIM NPOUIBECTU Ty Xe KOHUENTyanbHyio
PemyKLMIO MAEN XMBONUCK K NPOCTENLIEMY XECTy.

Cpenu Takvx NpYemMoB ~ NYyaHTeNb, MMNPECCHOHUCTIAYECKO. NNCh-
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B COBOMHERUM KaK TaKOBOM, @ B UCKYCHO CODMIOAAEMOM paBHoBe-
MW, Bnarogaps KOTOPOMY CUCTEMa He CTaHOBMNACk OAHO3HAYHON.
CaM XyLOXHWK TOrha Hasgaj 3Ty CUCTEMy ¢Maruyeckum CUMBO-
NM3MOMY, 1 NPaBLa, ero paccyxpeHus ob 3Tom Metome (onyonu-
KOBaHHbiE B PYKOMMCHOM raseTe «JlesnachaH») BHELIHE UMeIOT
MHOTO OBLLIEro UMEHHO ¢ CUMBOMMCTAYECKON CUCTEMOM MBILLAIEHNS,
HanpwuMep: «Kpyr — 3HaK npvpoabl. TpeyronibHuK — CTatika u
[IBUXEHME OfHOBPEMEHHO.. Pbiba — fleBuachaH: cumson Heba,
3emm, BOObl, MOPS, BeTpa, ABWXenus, Hanpasnervd. CumBon
Hapona; [BOVICTBEHHbI CMBOJ XUBOTHOTO 1 KamHs.»*

«Peiba — fesuathaH» — 370 He ovepefHas «peub Aypaka»,
OLEPXMMOr0o TOBOPEHWEM, HO TOYHOE CNIOBECHOE K30DpaXeHue
XYOOXECTBEHHOrO METOAa, ero KOHLUENTYanbHOW COCTaBNSIoLLEN. B
3TUX CNI0BaX 3aKMMioyeHa cBoeobpasHas hopmyna KOKLENTyanbHoro
COOTHOLLIEHNA M300paxeHns 1 CNoBa. JleBuadaH — 370 OAVH W3 He
BMONHE ACHBIX MUDMYECKUX 0OPa30B NyIan3Ma, MPOHNKILKK B HEro
M3 apxaudeckon Mudonorin. Bpoae Bbl MOpCKOe YyLOoBMLLE, HO
HeW3BECTHOrO BMAA, YNOMWHAEMBIM B NCanMax Kak npyumep Henoc-
TUXWMOCTM U TalHbl OOXECTBEHHOrO TBOpeHMs. B anokpudax
FOBOPWTCA O TOM, YTO B KOHLE AHEN bor yroToBUT NWp npasedHy-
kam 13 MAca JlesnadaHa. Mo Bcen BEPOSTHOCTY, 3T0 TaKOM APEBHUN
0bpas, YTO yXe NUCbMeHHas espeiickas TpaavumMs COXpaHuna ot
Hero OfHO TOMbKO CMI0BO — BPSA M GOMbLle; CNOBO MpaKTUyecku
fe3 fieHoTaTa (03Ha4aeMoro), Wi, 41O TO Xe CaMoe, C AeHOTATOM,
PACILMPSIOWMMCA [0 DECKOHEHO HeompeaeneHHoro noa 3rave-
HUY B CBOGH apXavn4eckon rnyGuHe.

(BA3aB BM3yalbHbIA 00pas — pbiby — C TakMM CIIOBOM, MOTepsB-
LWIVM [EHOTAT, Xy OXHWK Ha[lenser ee BCel 0e3rpariHom nycToTox
W HeNOCTUXUMOCTBIO €r0 CTEPTOTO BPEMEHEM COOEpXaHus. «He-
NOCTUXUMOEY — TO, YTO B MWPOOLLYLLEHUM KOHLeNTyanuMa w
CKpbIBAeT 3a CODOW H3bIK — CTAHOBWTCA, NO CYLUECTBY, HOBbIM
[eHOTaTOM 3T0r0 0bpasa. [pobMaHoBckMe w30DpaxeHus peid
{4YOOBMUIHBIX, HEM3BECTHO KAK BBIMANALMK DacnnacTaHHbIX 8
BO3IyXe, CBEPKAIOWIMX Hellyern 1 KphIbAMM 11 MHOTOrNa3six) — He
CMMBOJ B CTapPOM CMBICIE, OHU HE BOCXOLAT HU K HYemy KOHKDeT-
HOMY — TOJIbKO K CNIOBY. A yXe CTIOBO HEABHO COTEPXMUT B CeDe BCe,
HErO Mbl HE 3HaEM: U TO, HYTO B HETO BIOXWNA TRaANULMS, Kak Xu1Bas,
Tak W 330biTas, U BCE W3BECTHbIE M HEM3BECTHBIE HaM CMBICTSI,
KOTOpbIE MOTM Obi ObiTb B HETO BAOXEHEI. Tak CNOXWIMCb OCHOB-
HbIE 3MIEMEHTHI A3bIKa €Mariyeckoro CUMBONM3MAY: NpeaMeT 13ob-
paxeHus — 300MopdHOe 4Yyposwuwe (MHOoraa c
GHTPONOMOPMUYECKUMU HepTaMu), CBA3aHHOE CO CIOBOM.
OTHOLLEHME K «HENOCTVXUMOMY», BOCTUTGEMOE B KOHUENTYam3ame
C NOMOULBIO MPaBUIBHOMO YKa3aHWA Ha Hero BMECTo yTOMUHeckux
MOMBITOK KBa3WPenurio3HOrO BM3NOHEPCTBA, Obina rMaBHOM 0CO-
DeHHOCTBIO 3TOM CTpaTern. KoHUenTyanucTsl CynTanu Coen 3a-
CNYTOW TG, YTO OHM MCKMIYWIX W3 3TOTO OTHOWEHMR BCE
HepeanbHoe, CBEAS ero K CNocobHOCTM 0B03Hayath. OHW CTanm
4aCTO 11 BMPAMYIO KacaTbCs CMEPTH, MO0 UMenu CBoe onpeaeneH-
HOE, He NPeTEHLMO3HO., ANCKPETHOE 3HAKOBOE OTHOLEHWE K MUPY
HeNOCTAXMMOTO, iPYTUM CIOBOM 11 KOTOPOTO U ABASETCA CMEPTS.
CmepTb, KaK CBOETO POAA 3HAK MM YKa3aHWe — OOHa M3 TNaBHblX
Tem He Tobko poGMaHa, Ho W APYTMX MOCKOBCKWX KOHLEMTYanmc-
TOB.

He NOKaXeTcA Ype3mMepHO YAMBUTENbHLIM U BbIPaXEHUE HaRex b C
MOMOLLbIO 3TOTO NOJXOAA «..NEPEBECTY YENOBEHECKYIO ALY Yepes
MOCT, CORRUHSIOLLY MATEPUATbHO® C RYXOBHbIM.. » CeroHs HaM
00 3TOM paccKa3biBaeT MPOHWHECKM UCMOTHEHHaR nyaHTenbio [lo-
bena Ayxa Han TefioM, Tae 300MOpMHOe Yyaule (HanoMuHaloLLee
0 MeTaMU3MYECKUX 3HaKax Maru4eckoro CUMBOM3MA) NIETOHBKO 1
COCTpafaTenbHO NOATANKMBAET NEXALUMM NEPEL, HUM HeN0BeYeCK i
MELLOK M3 MAca W KOCTew. 3aDaBHO OTMEeTUTb ANA CPaBHEHNSA, YTO Ta
Xe «nobepa ayxa» B YMCTO CMMBONMMCTUHECKON CUCTEMe 0Dpa3os,
B3ATOM BHE BCAKOW CBA3M C KOHUEMTyanu3MoM, Bbirngpena Obi,
cKopee, HaobopoT — KkaK u30DpaxeHue MpekpacHoro Yenosexa
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repos, YouBaloWero YyaoBMUHYIO rvapy.

Maruyeckui cumBonuam Ipobmara B W3panne B 1970-x rogax Obin
peasu3oBaH He TOMBKO B M300paXeHuax, HO W B pade akuww,
nephopMaHCOB W NPCEKTOB. B 3panisCKoM KOHTEKCTE 3TV BhICTYM-
neHus Bbinu HeoObIYHEI TeM, YTO MPOJEMOHCTPUPOBANW YHUKATL-
HO® [ANS W3PauibCkOro COBPEMEHHOTQ MCKYCCTBA, ODBINHO
OncTaHumpylowero cebg OT eBPerckon TPAmMUMK, CTpeMieHme
paboTats ¢ Hew.

CoBpemMeHHble BelLm pobmaHa, cepeamhbl 1980-x — Havana 1990-x
rofloB, CoBpaHHble Ha 3TOW BHICTABKE, He MPEeACTaBNAT Ham
abCoMOTHO PYroro XyaoXHuka. Ho B TO e BPeMA B HWX HeT
Ha30MIMBOTO NOBTOPEHUA OfHaXObl HalOEeHHOro, HeT KOHCepBa-
UMM CODCTBEHHOMO METOMa, XapaKTepHOM [IA MHOTUX ¢M3TPOBY.
PaboTbi (BbiNONHEHHbIE ryaLlbio Ha BOMLLIMX NMCTaX) faxe BIMs-
08T no-apyromy: npeobnafasluve paHee fBHaf «ynopamodeH-
HOCTB», TreOMETpUYeckas 4eTKoCTs CMEeHWINCh CBODOLHON
XMBOMUCHOCTBIO U TeKY4eCTsi0 (DaKTyphl; POBHbIE NAOCKOCTU My~
BOKOro NOKaNbHOro UBETa YCTYNUAM MeCTo KpYMNHOMY CBODOLHOMY
Ma3Ky WM MOAYAC HEOXMOAHHO MATKAM TOHAEHBIM CO4ETaHNAM. HTO
WHTEpECHO, TaKas Xe CBODOLA YyBCTBYETCA U B MeTofe. B paboTax
3TOr0 NepUoAa HeT «CEPUAHOTC NMOAXORAY: COU-aPTUCTCKMN TeKCT
Ha abCTPaKTHOM (hOHe COCEACTBYET C MOPTPETOM UMW Mer3axem,
KapyKaTypa — ¢ MUCTUKOW. ECA eCTb BHELIKWIA NPUHUMN, 00beau-
HSIOLIMM BCE 3TW BELLM, TO 3T — LBETOROE BULEHME B KaX OV eCTh
CBOW LBETOBOW 3aMbiCen, peam3oBaHHemt Mbo ¢ onopon Ha
CMMBONMKY, DO Be3 Hee MK faxe BOMPeKH en.

OBpazbl YyLOBULLHEIX 3BEpen M NTUL, Kak ByaTo ocTaBlLmMecs OT
«MarM4eckoro CUMBOMM3MA», ellle BCTpedalotcs B page pabor
{ CoenmsemHomopse, Ha bepery VMoppana v ap.), HO CaMa 3Ta
KOHLeNUUS, KaxXeTcs, 3HYTPU AeMOHTUPOBaHA U MEpPeoCMBICTIEHa,
MpeBpallieHa B 3NemMeHT HoBOW, Bonee TMOKOW W OTKPLITON CUCTEMSI,
He WCKmTioqeHo, 4TO COBMM BHOBb DbIN MOPOXAeH O4epeaHbiM
MOMCKOM «KOHTAKTa C PeanbHOCTBI0» ~ 0D 3TOM, MO KpayHen Mepe,
FOBOPAT CTVXu [POBMaHa 3TOr0 Xe BpemeHu, KOTopbie Ha [aHHOM
3Tare ABNAIOTCA BECbMa 3HaYMTENbHBIM W CaMOCTOATENBHBIM acnek-
TOM €ro TBOpYecTBa. B HMX, KaK, CODCTBEHHO, W B ryalax, ee
HacTOM4MBOE MPUCYTCTBME Donee Yem 04eBWMIHO. B nmpoctom w
HENOCPEACTBEHHOM (BOeM ODAUHE 3Ta PeanbHoCTh, KakK OHa
MpencTaeT 34eck, ABARET COOOM COBPEMEHHHIV MOBCEAHEBHBIN
MWp 0fHOM 13 CTpaH Cpenv3emMHOMOPLS, NPOHM3aHHBIN ThiCA4e-
NeTHeu TOMLIEN CUMBGIOB U YBWABHHbIN TNa3aMK «fypaka». Mecto
MeTa(K3n4eckoro acnekTa Tenep Bce Donblle OKasbiBaerca no-
FNOWLEHO Temon cmepTn per se. Wtor (Hambonee o4eBWIHBM B
CTWxax) Npencrasnser coboit NpoTMBOBOPCTBO «aypakay C uaeen
CMepTW Ha (hOHe MPEeKpPacHOM W PaBHOAYLWHOWM MPUPOIE, HWIo-
CO(CKOR MEePeOCMbICIEHME PeanbHON UMW BEIMEILLAEHHOW YTPOo3bl
CYLLECTBOBAHMIO — BHYTDEHHEN WU BHEWHEW, TagWENCA B «Kax-
LOM MENKOM MOTPOLUKE» WK B TOTaMbHOW arpeccMBHOCTY Yenose-
4ECKOro COOOLLeCTBA. MW3aHTPONMYeckN He3HamexXHble HOTKM
HeM30EXHBI NPy TakoM packnage (Bor v pewsan: qto ny-we: fleg
Toncrolt \ Wb TMXO CTaTb MM3GI0MMHKON NPOCTOM)

B m30DpazuTensHoM TBOpHecTBe [pobMaHa 3TOT «NOBOPOT K
peansHOCT» HeceT B cebe U Apyrite obepToHbl. Tak, OH Hepa3psIBHO
CBS3aH C peeKTUBHON paboToM Hafl METOLOM, C BO3BPALLEHNEM K
TUMWHHO KOHLEMTYanbHOV DeqnekcMn No NOBOLY COOTHOLLEHMA
MCKYCCTBA M [eNCTBMTENbHOCTU. CaMoe WMHTEPECHOe, HTO BHYTPY
3TON pednekTVBHOW paboTsl LOCTUTAIOTCS Takue Pefkue W yavBu-
TefbHbIE NO CBOEW CWe NpOpbIBLl B AENUCTBUTENBHOCTS, KOTOPbIE
KaXYTCH YACTBIM XUBOMUCHBIM HauTem — Kak Joxas 8 vepyca-
MMCKux ropax, Tens-Asusckunt asponopT v [iomsl nog Tens-
ABwBOM. Bnpouem, CBET 1 NPOCTPaHCTBO 3TMX paboT HecyT B cebe
Takve 04eBUIHbIE CUMBOMMYECKME KAYeCTBa, YTO MX HEBO3MOXHO
Ha3BaTb, HOMYCTUM, Mew3axamu; cKopee, 30eCb AOCTUTHYTO ToO
COCTOSHWE KOHLIeNTyaikHOW BelM, KOraa Cama kapTiHa Mupa 6e3
BCNOMOTaTeNbHEIX APaMaTypritdeckux CpefiCTB HaquHaeT «roso-
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TON5KO SI3BIKOBASA NPKPOA2 BOCNDUATS, HO 11 CaM MWD HENO3HaBa-
emoro. 13K TyT Xe Onpefefuncs Kak OfiHA U3 OCHOBHbIX TeMm
PYCCKMX KOHLENTYanvcIoB, Mo3TOMY, B YaCTHOCTW, U3 HELp 3TOro
TEYEHMS BBILUNO MHOMO YMCTO TEKCTOBLIX OCYLIECTBAEHNM B HEM
€33POAMAMCEY CUMYNATMBHBIE «MUCATenM», «ModTel» (TaKMe, Kak
Tpobman unu Mpwros) U aaxe BNOCTEACTBMM OMH NECEHHbIN
aHcambnb, Cami XyJOXeCTBeHHbIE MPOW3BEAEHS HaNONHUMCH
TeKCTamMy.

POOMaHOBCKUN «OypaK» — MOXET ObiTh, SANHCTBEHHAA B CBOEM
POLe MOMBITKA BLITAMTL M3 TEKCTa HapyXy W BK3yanm3upoBath
00pa3 cyObekTa KOHUENTYanbHOro Tek-
(Ta-BbiCKa3blBaHWA — CyLLECTBa, NOABED-
XEHHOTO AUKTaTYpe A3bika. (B uckyccTse
LPYrMX KOHUENTYanucTos, Hanpumep
Wnbn Kabakosa, 3T0T nepcoHax — ob-
napatens W Hazblpatenb DHITOBLIX Npeg-
METOB, COCTaBUTENb TEKCTOB W CIMCKOB —
0CTaBanCs HEBUDMMBIM, ¥ OT 3TOTO, MO-
XeT ObiTh, elile bonee CyrrecTUBHbIM, Tak
(Ka3aTb, TOTANLHO MPUCYTCTBYIOLINM).
OfHaKo B KOHUENTYanuCTCKou AUXOTO-
MUK A3bIK\ HEMO3HaBaeMoe A3bIK Torga
He Obin KOHeudow Lenblo. Camo 370
0bHapyXeHWe Be3deCyllen OMKTATypbl
23bIKA, TIPOHMKAIOWEN B MefbHanlve
nopbl ObITA W UHTAMHERWME NOMBICTbI
4yenoseka, Obino HanpasneHo 8 Oonee
BOSHYIOLLYIO NEPCNEKTYBY.
3aKNIO4YEHHOE B KOHLENTYanbHOM NOLXO-
Le YTBEDXOEHVE, 4TO PeanbHoCTs daHa
4enoBeky He B OLIYLIEHWAX (KOTOpble
MMWb KaxXyTCs HENOCPeACTBEHHbIMN), a
B FOTOBbIX 3HAKOBbIX KOHCTRYKUMAX, Ha-
BR3aHHLIX arpeccuBHon cpenow, Dbino
PaBHO3HA4HbIM ODHAPYXEHWIO CyulecT-
BOBAHWA 33 370N COMHUTRbHOW peafts-
HOCTLIO MHOTO MMpa, MeTadu3Myeckue KOHHOTaUMK KOTOPOro
MOAPa3yMEBANUCh, XOTb W HE YTOHANNC, {«HenocpeacTBeHHbIM?
8 TOYHOM CMbIC/E MOTTIO Obl ObiTb KaK pa3 OLLyLLEHWe TOro Mupa, Ho
MONacTh B HEro MOXHO BLINO, MWL NOKOHYMB C 3EMHbIM CYLLECT-
BOBaHWeM, palocTb 3100 obpeTenus cebs No cMepTn — ofHa W3
CKBO3HbIX TEM «MOCKOBCKOTO» KabakoBa.

IT1 MeTadm3nyeckme U peanncTMieckue CocTansiowne B uno-
COPUM MOCKOBCKOTO KOHUENTYan3ma Buinyi Hepasfenumsl v B3a-
NMO3aBUCMbL. ODHapyXWTb MenbYalMe U XapakTepHenwme
4acTUb! ObITa, €TONON» PEANbHOCTH, HAYMHAIOWENCS 34eCh, OT
HOCKa HOMVi, 3KCMIOHWPOBATL €€ U NpenapupoBath Kak MUP 3HaKOB,
CTOAUMX B ONpefeneHHoin obs3aTenbHol B3auMoCBsau, U Obifo
CTpaTeryen oBHapYKeHUs «HEMO3HaBAeMOro», NpomaBoas ekt
METapU3NYeCKon De3fiHb!, Pa3Bep3wiencs Nocpeny HOPMansHoro
Teyenma Ku3HW. MeTadmandeckun oT3ByK conposoxdan moboe
CKa3aHHOe Ha KyXHEe CI0BO, W NO CPABHEHMIO C 3TUM OLLYLIeHVEM
NPUCYTCTBUR HENO3HABAEMOrO B KAXLOW TOUKe MPOCTpaHCTBa, BCe
LpYrve, MPeXHUe NOAXO4b! K HeMy Ka3anuch HepeanbHbiM CBATOY-
HBIM PACcCKa3oM O NPUBUAEHMMN.

Muxaun TpobmaH, HaxoaACk B CBOW MOCKOBCKUA MEpUof, BHYTPY
MUPOUYBCTBUS, MOPOAMBLIETO KOHLENTYanu3M, He Dbl NOXOX HK
Ha KOTO 13 TOTAAWHMX MOCKOBCKIX XYHOXHMKOB, Dyaydu Dmm3oK
MHOTMM. [lyx W30DpetaTensCTBa, TakThKa «CyWaHWa oT3syka» B
Pa3HOro DOAA 3KCMEPUMEHTaX C peausMv NPVBENN ero K PARY
CBOEODPA3HbIX OTKPLITUI, NEPCNEKTUBA KOTOPLIX BLIACHMNACH TOMb-
Ko noTom. Tak, OH 0Ka3afics, B YacTHOCTH, OfHUM U3 TepBblX, KTO
CTafl BBOAMTL B XYAOXECTBEHHbIV KOMTEKCT NONUTWYECKYIO
nkoHorpaduio (Fenepaaucanmyc, 1964). 310 npoM3oWNo 3aa0nro
L0 TOro, Kak, No cnosam Mnbn Kabaxosa, «nepuod couMansHoro
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MICKYCCTBa... CBANANCA KaK CHEr Ha FONoBY,»' 1 Tak Ha3blBaeMbiit CoLl-
apT Havan OCBaWBaTh COLMANbHO-MOMMTUYECKYIO 3HAKOBYIO Peans-
HOCTb. 370 NOSBAEHWE COL-apTa ObiT0 KaK a3, Mo BCevt BePORTHOC-
TW, HaYanoMm pacnafla KOHUeNTyanu3ma — B CVNy NOCTeneHHo
HapaCTAIOLLeN TEHAEHUMM K AeMOHCTPALMN BO3MOXHOCTER Camo-
LEHHOV UTPbl C MOMUTUYECKUM 3HAKOM, UTHOPUPYIOLLeH weTadu-
3W4ECKYI0 NePCnekTUBY.

IMEHHO NO3TOMY NP BOIMOXHOM C30eM {Mpu pasHbix 0OCTON-
TENbCTBAX OTMEYRBLUEMCS) NPUOPUTETE Ha ACMIONb30BAHME MOMM-
TUYECKOro 3Haka PobMaH He CTan HW POMOHAYaNsHMKOM, HMY
YYaCTHUKOM COU-apTa. B 1O Bpewms o,
HampoTuB, B elle Gombluen nepe, Yew
Lpyrue, Obin 03ab0uer MeTadm3mIeckon
NEPCreKTUBON W MeTahu3Vveckor Le-
Mbl0 CBOErO UCKYCCTBA. Bonee TOTo, OH
pean30Ban 3Ty UeMb C NOMOLLIO M300-
PaXeHWW, B TO Bpema Kak Yy Apyrix
KOHLLeNTYanuncTos  BbIPaXeHien Takoro
DPOAA NepeXvMBaHyi NoTY Hen3bexHbIM
obpazomM cnyxuno otcyTcTaue 1i300pa-
XeHna (Befib Pevb LINa O CHero3HaBae-
MOM»!), BO3MOXHOCTb KOTOPOTO
CMeumansHo KOHCTPYMPOBaNach BHYTDH
Pa3HOrO POAA NUTEPATYPHBIX CIOXETOB 1
NPUAYMaHHbIX CATYaLMiA,

pobMaH WHaYe BEIPa3UI 3aKNIHEHHYIO
B KOHLIENTYanW3me AMXOTOMMIO 3HaKo-
BOro 1 MeTatuamieckoro. O Taxe, no-
ca0eMy, CneunansHo pabotan ¢ obHapy-
KEHMEM BU3YaNbHOTO A3blka. Ho ero
MOAXOL, K 3TOW 3afade (Havarbiit B Moc-
KBE W NPOAOMEHHbIN B W3panne) Bsi 1
CTUNUCTIYECKW U METORMYECKU UHBIM,
yeM y apyruax. OH NeITance rosopwts
A13bIKOM Mano KoMy peansHo U3BECTHbIM,
HO «BCeobumM». OH XOTeN PEKOHCTPYM-
POBaTh BU3yaibHbI A3bIK APXAWHHOW VYAEUCKOM TRaawumy U
MOCTPOUTL Ha Hem TexcT 0D OCHOBHbIX Mpeax ObITAR — Xu3Hi,
cMepTy, bore, Hapoae. 3bik 3TOT ObIN CUMYNSTMBHBIM ~ OH He Bbin
NOPOXIEH KOHKPETHbIM ClIef0BaHMEM TeM UM WHbIM MCTOpUHEC-
KMM NPOTOTMMAM, NPY 3TOM 0CODOTO PORA NpyeMamu B Hew Dbl
aDTHKYNMPOBAHE! MOMEHTHI, KOTOpblE AOMKHbI Obini Obi XapakTe-
pU30BaTh «DEKOHCTDYMPYEMYIO» BU3YanbHYIO TPAAULMIO MMeHHO
KaKk #3blK. K 41Cny 3TUX NPUeMOB OTHOCUTCA TeOMETPU3NPOBaHHAR
YCTIOBHOCTb (hOPM, CBEAEHHDBIX K 3NEMEHTAPHOMY 3HAKY; apXauyHas
300MOPMHOCTE OCHOBHBIX CUHKPETVMECKWX MOHATIAM, BXOLALMX B
«TeKCT»; a TaKKe Cama OpraHM3aums M300paxeHns Kak «TexcTa», To
ECTb LienK CUMBOIIOB, B KOTODYIO BKITIOMEHbI MKOHWYECKHE 3HaKH,
reomeTpudeckas rpacpvxka 1 Bepbani3osanHele GparsieHTs,

Takas BM3yanbHas pedb, Npexnae BCEro camoit CBOen CTPYKTYpOit
yKa3blBaloLas Ha CBOIO A3bIKOBYIO YCIIOBHOCTb, MOTNA TPAHCMNPO-
BaTb OCHOBHblE DBITUMCTBEHHBIE WAEW, He NDeTeHAYS Ha JMKTaTyoy
Hag 3pviTenem (OTANYAsACh 3TUM OT DONbLIMHCTBA NORODHOMO DOfA
BBICKa3biBAHMM). BMECTO OTKDOBEHHO BU3MOHEPCKOrD nathoca Xy-
JOXHWK NPeLIarar 3HakoBYIO KOHCTRYKLMIO, MWib 0D03Ha4aI0lYI0
CBOVI NPEMMET, 33 BU3YaNbHOW CYITeCTUBHOCTBIO NI0OOBHO NPOpa-
DOTaHHOrO 3HaKa MeTaU3MUecKUi (hOH OCTaBancy ¢Hero3Hasae-
MbIM» 1 HE ONUCHIBANCA M300PAXEHNEM, B TO BDEMS KaK BUAViMbIe
CAMBOMbLI HAaNOMVHANW Camble oDLLYie TPAOMUMOHHLIE 1 NPOCTbE
MOIENY €ro CrUCaHMS.

MHbiMu - CnoBamy, npennoxenHoe Tpobmatom Gbino (3oeobpas-
HbIM COBMIVHEHEM KOHLIeMTYan/3ma N CMBONM3MA ~ CUCTEM, KaK
BBIACHAETCA, He YyXblX APYT APYry B CWNy CBA3AHHOCTH CO 3HaKOM
M W3Ha4anbHOW NOMENeHHOCTM BHICKa3biBaHWA Ha [Ba MNaHa.
CAOXHOCTb W YTOHYEHHOCTL CTPATErMM, BNPOYEM, 3aKNioHanacs He
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MOCTOAHRLIM NEpCOHax KapTuH u ryawen Muxauna pobmana
NOCNeNHEro Neprofa — POXa C ISMHHBIM HOCOM, HI3KO HABUCLLINM,
HANPSXEHHO «IyMAIOLLMMY NOOM U DTOM, MPUOTKPBITHIM OT YAWB-
NeHnd — 370, MO TePMUHONOTM CaMOTO XYLOXHVKA, «Aypak». OH
roBOpPUT. «He TpoXb UBeTOK. He yousante koiek». OH MHOTO Yero
TOBOPUT, U B 3TOM, 8 CYWHOCTY, HET HWHEro raynoro. Mpocro ero
pedb ~ 3TO pedb AypaKa: OH He 3HaeT HacTofWero cnocoba
BbIPaXEHWA CBOMX ULeN, BEIOVpad He Te 000POTH U He Te 0DbeKTI
peyn. HyXHO NPIM3HATLCS, YTO NOCKOMBKY Takoro cnocoba, no CyTw,
He 3HaeT HUKTO, nbas yenoBeveckas peyb, C ONPefeneHHow
no31UMM, ABMAETCA «PeYbIO AypaKay.

WM, 3TMM NepCoHaxeM, KOTOpLIM, MO OnpefeneHuio, CTaHoBUTCA
«4eroBeKoM BOCOLE?, M BTOPBIM ABTOPCKUM <13, HaMCaHb!, M0
CyulecTay, u cmxu Muxawna (poGmara. B HUX nosecrayerca o
XU3HU B 3eMne 00eTOBaHHOW, O BOWHE, MOOBY, NO3I3UM U CMepTH,
ITOT NEPCoHaX OTKPOBEHHO LENUTCH
CBOVIMM OLLYyLUeHWNAMK, A 3HaK, 370
speansbit 3Hak\ Korga bomr B crin-
He nonatka\ Pyka nogbemaercs ¢
ToyaoM\ U BO34yX BXOOMT B rpylb
Hernanxo (..)

W sor torpa poaarca muicm\ O
geuHon bperHocty moden \ Korga
Cpean ONTMMUCTYECKNX uaen\
Bapyr pageps3aetca yXacou nacru
bezgHa\ ¥ sce Haxutoe rogami
CraHosurcs Tak becnonesrol 1 de-
noBex — BeHey npupodsr\ Tepser
BCE CBOY AOXOAb.

MepenasaeMble 30eCh YyBCTBA He-
NOLANeNsHDL POXAIOWMECH U3 HUX
MBICMIM TOXE He Ha30Bellb FNYMbiMu
WM HeyMeCTHbIMW, CTPaRHOe TPEBO-
Xaljee OUyLIEHME NOPOXLAETCH
BpYrvM: camum (DakTom peuy, npea-
CTaB/IeHHbIM B 3TOM TEKCTE KaxK 0co-
boro popa QeHomen. U 8 camom
Jene: «oypak» — YenoBeK He mno-
XOW, HO AEMOHCTPUPYET Ham Harnag-
HO, 4TO MWP pedn — 370 MuD
3aBUCUMOCTH. HUKaKas BHEWHAA He-
(800003 He CPaBHUTCH C TOTafibHOW HECBODOROWM OT A3biKa, B
KOTOPOM [12BHO, 33[10Nr0 IO HALWErO MOSBIIEHUS, BCE YXKe COXM-
NOCh, B KOTOPOM OTMEHATKIA KOMNEKTUBHOTO OMbITa U KOAMEKTUBHOIO
HaCUNNA rOBOPAT C.NOMOWIBI0 CyDBeKTa, CHMTAIOWIErD, YTO 3TO OH
MOMbIYETCA peublo. Ha camom xe fefle B aKTe TOBOPEHVA OH ¥
MOLBEPraeTCA HACNWIO, U DABHOMPABHO Y4aCTBYET B HEM.

3T0T HbiHE Y3Xe XPECTOMATWIAHBIN (haKT, 0f1Ha U3 CaMblix 0DWMX naen
COBPEMEHHOTO UCKYCCTBA, ObiN NO-CBOEMY OTKPLIT, MEpexuT u
TPAHCOPMUPOBAH B XYAOXECTBERHYIO CTPATErMI0 B MOCKOBCKOM
KOHUenTyanu3me B koHue 1960-x — Hayane 70-x rofos — Te4eHunu,
YN XYOOXECTBEHHOM MUPOYYBCTBUM, C KOTOPLIM C CAMOTO Havana
ObiNO CBA3aHO MCKyccTBo Muxamna [pobmana. Nostomy obllee
npeacTasneHye 0b 3TOM KynbTypHOM (akTe HEOOXOAMMO ANs TOro,
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47006l NOHSTH, 4TO CTOWT 3a Gonee no3aHMMK paboTamu [pobuana,
KOTOpble, NO CYyTU, MPEACTaBAfioT COBOW MHOTOCMOMHbBINA TEKCT,
COXPaHSIOWMN «NamaATs» O NpeabifyLmMK TpaHchopMaumsx.

Cpeny Apyrvx HeoMuruMansHbIX XyAOKECTBEHHBIX Te4eHUIA Poccum
TOTO BPEMEHW HanpaBneHvie, Ha3BaHHOR BNOCNELCTBUM KOHUENTY-
anuaMoMm, BINo yHMKanbHEM. OHO He BbIN0 BTOPUHHBIM Mepexm-
BaHMEM TOTO, YTO VK [AaBHO COCTOANOCH Ha 3anafe wau B
CODCTBEHHOM WCTOPWIA, He ObINO W DercTBOM B XYLOXKECTBEHHYIO
3K30TUKY U3 HEHABWCTHOrO MUPa HacUMs. 3eCb BHOBb HalLyMbl-
Banach KOrfa-T0 yTepaHHan ayTeHT4Has NpODREMaTVKA PYCCKOro
MCKYCCTBA, KOTODYIO — Kak HM CMEWHO ~ B CUHOMTW4ECKOW
nepcrnekTiBe v N M3BECTHOM ODODLJAIWIEM YCUNMK MOXHO
onpefenuTs Kak CTpemnenne K peanusmy. MOXHO, pasymeercs,
ApW YCNOBMM, YTO 3TOT TepMUH DYLOET TPakToBaTLCA IKIUCTEHLM-
anbHO — KaK CTpeMieHie YCTaHOBMTL KOHTAKT € DEANBHOCTLIO NpH
OULyLeHMY ee TOTaNbHOW (amtbCudu-
Kauuu; MMEHHO B 3TOM CMbICie W
ManeBny HasbiBan CBOIO CUCTEMY KHO-
BbIM XWBOMUCHBIM PEanyizMom?.
Tonbko B coBeTckie 60-e roapl A%
CEPbE3HOTO OCYUIeCTBNERUA 3TOW YC-
TAHOBKM He OBINO HW Tpagwuuw, ot
KOTOPbIX MOXHO Obl10 Obl OTTONKHYTb-
ca (BCe OHM ObIM MpepBaHbl MK
CKOMINPOMETVPOBAHbY), HW KUBOTO
GUnocodCkoro a3sika uan chopmy-
NMPOBAHHOMO MUMPOCO3EPLAHNS.

bonee TOro, Tenepb 3TOM YCTaHOBKe
NPencToano ONPEefenuT W OCYLIeCT-
BiTb e6F B CNeUMBUIEcKIX YCNOBM-
fiX, Hanbonee 3aMmeTHbIM Ka4eCTBOM
KoTopbiX Obi0 Mepenpov3BoAcTso
Pa3HOODPa3HbIX BOPM XYAOXECTBEH-
HOro peanusma, obHapyXusuiero
CBOIO WCKYCCTBEHHOCTb WM PUTOPUY-
HOCTb, MPEBPAILEHHOTO B CUACTEMY
CUMBONOB, MeTadopr3uPYIOUWX CO-
nof At LianbHoe Hacunme.

B 31X yCnoBMAX TpaaMumoHHas [ng

DYCCKOTO XYAOXHMKA pednexcus, Ha-

NPABIEHHAA Ha COOTHOLLGHWE WNCKYT-
(T8a v JENCTBATENLHOCT, TIDUBENA K NaPAKOKCaNbHOMY pe3ynbTaTy
~ K BbIBOAY, YTO NPAMOE COOTHOWIEHA® MEXDY XYAOKHWMKOM M
PEANLHOCTLIO, MIDAMOE BUACHNE 86 HEBOIMOXHO. BbiNo NO4yBCTBO-
BAHO, UTO YEMOBEK HA CAMOM JENE YXE U3HAYaNbHO BOCTPUHAMAET
MUD, HEBOMBHO MOOUMHAACH TOMY WA MHOMY rOToBOMY Cnocoby
ero onucaHys (BepGansHOMY Wlv BU3YansHOMY), KaKOBbIMM ABNA-
I0TCH, B HaCTHOCTH, PRANMCTIYECKIE CTUMU UCKYCCTRA 1 IMTEPATYPbY,
W YTO TakiiM 0DPa3OM, OH XVBET HE B «MUPEe PEeanmbHOCTU Kak
TakoBOWY, @ B MWpPe ToToBbIX A3bIKOB M306paxeHna 1 Habopos
CUMBOTIOB, KOTOPLIE OAHYM M MOTYT DbiTb IPSAMETOM BHUMAHUA
M300PAXEHNA XY [OXHMKA-DEAMCTA. BHE WX PeanbHOCTL CaMa no
ceBe 0CTaeTea No-NPeXHEMY HEBNAMMON Y HENO3HABAEMON.

Takum o6pa30M, B OJHOM 1 TOM Xe CO3epuaHiv Bbinn OTKDbITHI He
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Understandable Art (1993), a collective action in which Grobman
functioned as both curator and participant. These tendencies are
perceived as a logical result of his previous creative activity which,
being the basis of his art, still cannot be considered something fixed
and invariable, but on the contrary, it is in a state of constant
transition.

In his typical manner, Grobman verbally declares his apprehension of
current artistic tasks: "This is the renewed combination of plastic
ideology with social and public thinking. We want an artist to hold his
position in society far from a pearl-caster. | like many of these things
which have been done once, But | demand disobedience from myself
as well as from other people. Devotion to the ideas of the past Is
sticide for an artist.""
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However, this was not only a summing-up, but also the beginning of
anew phase. In 1975 another Leviathan was established by Grobman
— a school in the most basic sense of the word; ie. not a group, but
rather an educational process. This Leviathan
was comprised of various artists, both re-
patriates (not only from the Soviet Union, but
also from other countries) and native Israelis.
Grobman expounded his conceptions in the
newspaper and in catalogues published for
the Leviathan exhibitions-actions. Defining in
his manifestoes specific positive goals and
tasks, Grobman rejected — as obsolete and
restraining — not only the classical realism,
but also many modern trends, thus infuriat-
ing the advocates of such trends.

"Using the name of pluralism as a cover, the
satiated public undermines the aesthetic and
moral foundations of our civilization. Realism
is their general favorite since realism in art is
the exultation of egoism, self-admiration,
self-enjoyment. (..) Realism (..)in its objects
or artistic actions appeals to the prosaic logic
of housewives, {..)

Hyper-realists, hand in hand with the ex-
outcast pop-art, servilely serve the surfeited
bourgeois the most pungent and savory
garbage modeled with maximal realism.
Artists, like blind puppies, bustle about new art techniques, but
neither performance nor video can be content in and of themselves
— just as the very fact that the picture was painted in oil or in
watercolors cannot be its content. (...)

Plot and illusions, perspective and psychologism, prose and pseudo-
science — all these are worms in the body of artistic avant-garde.."”
Having been the co-founder of conceptualism, Grobman now
regards this trend as one of the obstacles in the development of
new ideas, as a heritage to get rid of.

".The so-called conceptualists (..) dig the grave for the supreme
language of humanity, for the symbols of absolute Divine visual
forms. The conceptualists’ struggle with the form is another
symptom of the grave moral blindness (..) of this world. "

"Three foundations define our artistic stand:

1. Primitive.

2. Symbol.

3. Letter.

"Our enemies are:

1. Historicism, psychologism, pathos.

2. Literary plot, visual illusionism.

3. Disdain for the material.

"Our action is work with the space and time using all kinds of visible
materials."”

The practice of Leviathan conformed to these declarations, thus
implementing the ideas of the magical action as a means of
transforming the world; these ideas were devised in the '60s and
actualized in lsrael on the synthetic level. Street processions were
organized in several Israeli cities and meetings were held in the Judea
Desert and by the Dead Sea:® participants' magical symbols, gestures
and acts led to an interaction with the environment: the sea, the
mountains, the sky, Jerusalem. Despite the formal resemblance,
these actions could not be treated as performances; on the contrary,
they were organized without spectators since magical actions do not
tolerate strangers. Nevertheless, the actions were documented in
stills and video, and the material was detached enough from the
actions themselves, being the work of another, to serve as basis for a
more traditional art. These documentations were presented at the
third Leviathan exhibition (1982) along with paintings and graphics.
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Simultaneously with these magical actions, projects of essentially
new architecture were conceived based on the idea of interrelation
between the structure of the architectural object, the environment,
and the human being, who was considered in
the completeness of his physical and spiritual
essence. One of these projects was the
construction of a magical-symbolic theater
whose design was to determine the nature of
the dramatic works to be staged therein.
However, due to various reasons, none of
these projects has ever been implemented.
In the late 70s, the mystical symbol became
the principal expressive means in both "magi-
cal" and "actual” works. In fact, the difference
between these practically dissolves; the artist
no longer links symbol to plot, not even to
the slightest extent, but only considers the
form and meaning of the symbolic expres-
sion.

"The circle, the triangle, the square — there is
nothing more precise than these notions,
there is nothing more abstract. The construc-
tive function of these symbols in the visual
world is to establish peace, balance, analytical
lucidity. {..)They are the language used by the
Lord when He addresses us." (1974)°

The specific role during this period is assigned
to letters: letters of the Hebrew and Russian alphabets, texts written
in these languages, and signs imitating ancient Hebrew script. Al
these elements can also be found in Grobman's works of the
Moscow period, but now they have become permanent semantic
and visual components of his paintings; they appear in various
combinations, in arrangements incorporating both the usual
Grobmanean iconographic types and new ones which were typified
in the 70s and '80s.

In the '80s Grobman produced several series united by a common
theme and composition device, and dedicated to death, Satan and
"black skies". In one of these works, Skeleton Satan, accompanied by
a swastika and spots of yellow paint (yellow is the color of the
Holocaust in Grobman's symbolism), is scudding through the
inscription which covers the entire surface of the painting and reads
as follows: "Satan is the state of the human soul when there is no
love in this soul.” In these works Grobman introduces for the first
time the "topsy-turvy” motif, using the well-known magical concept
of mirror reflection.

Still producing works of "magical symbolism”, in the late 70s
Grobman increasingly turns to "actual” works. He addresses various
themes — social, political, religious; expresses his viewpoint on
cultural aspects, compiling albums dedicated to topical subjects;
paints a series of large-format gouaches;® and constructs sharp
political installations and ob jects.

The same can be said about Grobman's poetical activity. The lyrical
verses gave way to verses from the Military Notebook and the
protagonists of the latter were the brothers of the main character in
his series of gouaches (such transformation did not happen all of a
sudden, but concurrently with his artistic activity, going through the
same stages). Dispelling any doubts about his intentions, the author
writes in the foreword to this book:

"The folkiore shell hides away not only the physiology of sodiety, but
also the final and unreserved denial of all contemporary poetry.
Literature has got the pukes of poets. It is high time to understand
that everything needed by humanity has already been written, and
the only way to avoid being stiff-necked is to risk your own neck.”™
Post-modernist tendencies became typical of Grobman's works in
the late '80s, and were distinctly manifested in the exhibition
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combining pictographic elements with free geometrical forms.”

It was a new conceptual approach. By "conceptual” | do not refer to
conceptualism as a trend, since the key principle of this trend — the
creative act as an end in itself, the prevalence of the process over the
result — contradicted the goals of artists belonging to the early
Moscow Avant-garde. | do refer to a conceptual approach that
believed in the leading role of the abstract idea to which all
expressive means are subjected. The artists of the Second Avant-
garde — Grobman, Kabakov, Rabin — were the first in the history of
Soviet art to proclaim this principle in their creative activity; thus they
objectively became the precursors of the Moscow Conceptualism —
a trend which took shape in the mid- Seventies, and later developed
into Sots-art and the art of the '80s with its happenings and
performances.

From the very beginning of his artistic career, Grobman's works can
be divided into two major groups. One was defined by the artist
himself in the ‘60s as "magical symbolism". This term is associated
with a spedific period in art history, and the word symbolism
emphatically indicates the genealogy of Grobman's art — from
Byzantine icons and primitive folk art to P. Klee and the abstract
expressionists. However, by adding the word magical he introduces
an essentially new factor into this definition. contemplation and
involvement typical of the beginning of the century give way to an
impersonal conceptualist demonstration with the aim of showing the
object-action interrelations thus being transformed into a magical
action whose goal is to change the world and not only ascertain its
mystical essence. Many years later, this aspect was manifested in
Grobman's conceptual projects and in the actions of the Leviathan
Group.

For more than thirty years, from the early '60s to the present, the
artist has created, within the framework of magical symbolism, the
great sacral World, with its Water and Dry Ground, Heaven and Hell;
a World mottled with magical signs, letters and words, a World with
its own symbolic fauna and flora.

Grobman's works belonging to the second group depict the
conceptually transformed reality of actual and historical events,
common notions and modern art — everything that exists or ever
existed in the concrete space and time.

Nonetheless, both groups intersect and adjoin regularly; they are
interrelated and interconnected; the artist uses the same expressive
means, the same signs and symbols — both traditional and new,
which rely on the traditional; Grobman's "magical symbolism™ is
essentially conceptual, and his "actual” works are based on symbols.
The "magical symbolism” works {from the early '60s} comprise
several similar, though stylistically different directions, of which the
most important were (1) geometricalized metaphysical compositions
based, as a rule, on the monochromatic gamut and vertical
symmetry, using symbols, attributes, and sometimes allegories, and
{2) decorative compositions which go back to folk art, with fantastic
characters, bright local colors and spatial patterns a la Lubok.

This was also the period of Grobman's first collages on historical
subjects; one of the most famous of these, The Generafissimo
(1964), was the precursor of Sots-art — the trend which developed
almost fifteen years later. But The Generalissimo was not the only
work based on Soviet mythology, and — in particular — on the use of
its main image; it was preceded by various chamber happenings
organized for close friends in which Grobman used the ready-made
pseudo-artistic Soviet production, Stalin's portraits, which could still
be found in the warehouses of Soviet offices. During this period
Grobman also created a series of works dedicated to certain
episodes in Russian history in which the historical myths were use
for their deconstruction. ‘
In the late '60s Grobman was developing the specific forms of his
artistic language, with the domination of "magical symbolism”; the
"actual” works were, as a rule, structurally closer to these than to
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purely conceptual ones. During this period, practically all his
iconographic types were created, types which can still be found in
his current works: the symbols, the signs, the fantastic symbolic
personages. Gradually, the artist began to deny his former
narrativity, and one of the consequences was that he ceased to
depict human beings. There were still human figures in his works, but
these acquired a different meaning and character; they were no
longer portraits or figures in paintings of this or that genre, but
rather, like all other elements of his works, had become symbols. The
decisive transition to the semiotic system of expression was
completed in Grobman's work The Porcelain Man (1965) which
served as some kind of a manifesto: a conceptual depiction of a man
in an abstract environment, with an emphasized application of the
decorative mode typical of folk art.

These new ideas led to new spatial notions: in Grobman's earlier
works the composition orientation was horizontal, as in secular
European works of art, and Heaven and Earth were presented as
differentiated material objects; in his works of the new period we
can see an indivisible mystical space, where the top and bottom are
distinguishable only in a sacral sense, and are replete with
corresponding symbols. Vertical becomes the dominant orientation;
it is the pivot which, espedially in case of the centralized composition,
unites the top and the bottom, bridging the gap between all the
elements. In the late '60s the artist introduced the diagonal as the
composition’s orientation, suggesting its role in sacral art: a diagonal
which aspires to reach the sky, thus remaining in the realm of the
Eternal, brings together static and dynamic forms; it symbolizes their
indissoluble nature, thus providing a solution to the "top-bottom”
conflict. The dynamics of the diagonal in this situation is not the
pathos of immediate formation, nor the emotion of the moment so
typical of secular art, but the energy of the Eternal.

Thus, by the beginning of the 70s, the remainders of secular art
were completely overcome. Henceforth the World created by the
artist is interpreted as the indissoluble and dynamic Universe, whose
elements are all interrelated. Thus, the proximity of "actual” and
"mystical” works (which was already revealed in the early '60s)
becomes a natural manifestation of the unity and multi-dimension-
ality of the Universe.

In 1971 the Grobmans came to Israel. As an artist he was faced with a
rather complicated situation. Against the background of the already
existing Israeli abstractionism, Israeli art in the ‘60s (which since the
beginning of the century, had been forming under the influence of
artistic ideas and styles brought by successive waves of repatriates)
began to pattern itself after American art. The dominant ideas were
conceptualism and pop art, espedcially in their American versions,
ideas which were suitable for the US, but not for Israel.

The things Grobman could do — and was actually doing —
contradicted the generally adopted attitudes and tendencies.

For Grobman it was unacceptable to repeat either the achievements
of modern American and European art or his own Moscow
innovations. His practice was different: he wished to develop the
major ideas of the Second Avant-garde, their sum and substance —
namely, the contraposition of a sign system in art to realism and
illusionism in all their manifestations, including the most current ones
— and use those elements of the world's avant-garde which
corresponded to his own goals, while rejecting the means which
contradicted them, whether these were introduced by himself or by
somebody else.

And then, as if summing up the results of his twenty years of
activity, Grobman formulates the basic tenets of his approach to
artistic ideas, specifying how his symbols and signs should be
interpreted. The irregular notes of previous years became a system-
atized conception.? These theses, together with extensive excerpts
from his diaries, were published in The Leviathan Newspaper
founded by Grobman in 1975.



MARINA GENKINA | GROBMAN'S SKY

Michail Grobman — the artist, the poet, the collector, the expert in
the fields of art history and theory, was born in Moscow in 1939, and
at the end of the '50s became one of the co-founders, as well as a
participant in the literary and artistic movement nowadays known as
the Second Russian Avant-garde.

The unique nature of the new Russian avant-garde resulted first and
foremost from the fact that it originated in a situation where the
reigning official aesthetic doctrine rejected both the conceptions
prevalent in the contemporary world art and the Russian and
Western artistic traditions established at the beginning of the
twentieth century. The Second Avant-garde did not have a
generation of "fathers; the normal continuity of artistic traditions
was interrupted, and, unlike their Western contemporaries, the
artists of the Second Avant-garde were
motivated by the generation of "grand-
fathers”. The study of the "grand-
fathers™ heritage and its criticizing, as
well as mastery of the contemporary
artistic language — all these were com-
pressed into a period of less than ten
years. Another component which greatly
determined the traits of the new Russian
avant-garde was its forced nonconfor-
mity: although they were subjectively far
from politics and took no active part in
the actions of the dissident movement,
artists of the new avant-garde were still
considered by the regime an integral part
of this movement, and were — objec-
tively — dissidents. The consequences of
this status were twofold: on one hand,
the artists of the Second Avant-garde
remained for a long time — almost until
the mid-Seventies — independent of the
cultural establishment; on the other
hand, they existed in a certain vacuum,
being deprived of normal, non-ideclogi-
cal, non-political criticism, both from the
Soviet and from the Western side. Thus,
the new Russian art was developing in an original and independent
manner — simultaneously with Western art, but under dissimilar
circumstances.

This mode of development was formulated by Grobman in a short
foreword to one of his exhibition catalogues issued in Israel in 1982:
"While the opponents of the regime were rejecting the totalitarian
order, though they did not offer any positive program, the literary
and artistic avant-garde ignored the reformative problems and
devoted much attention to the search and design of new spiritual
ways and directions. These two phenomena were not contraposed,
but eejxch was moving through its own channel” [Italics are mine —
MG]. :

Among the major features characterizing Grobman's creative activity
since the early years, the following should be specified: his works are
both variational and holistic at the same time.
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During each period he develops several different thematic and
stylistic directions concurrently. A similar elaboration is performed
within each direction as well: usually he presents series-variations, but
single works which are created during a certain period and do not
belong to any series can also be combined into groups, based on
thematic or stylistic affinity.

A similar phenomenon can be discerned when considering Grob-
man's creative activity along a temporal axis: comparing his recent
works to his earliest ones, we can see that the foundations — the
main ideas, subjects and iconography — were laid in the early '60s,
and were subsequently developed rather than denied. Grobman’s
oeuvre may be regarded as variations on several themes, which are
interrelated both semantically and iconographically, using a vast
variety of artistic means.

The late '50s — the initial period of
Grobman's creative activity — were the
years of learning, when, like other artists of
the Second Avant-garde, he studied con-
temporary styles, techniques and trends. “It
was the period when | comprehended
various artistic techniques. Among those
who attracted me most of all were
Chagall, Paul Klee, and, of course, Russian
Futurism. | also liked the French Tachists
and the American Abstract Expressionism.
Simultaneously | started drawing nearer to
folk-art — lubok and icons."

In 1958 Grobman produced a series of
cubist drawings: figures of musicians with
musical instruments; in 1959 he painted a
series of monotypes entitled The Love
(where the inspiration of Larionov's draw-
ings is discernible), a cubo-futuristic series
with dancing acrobats, and The Black
Square, the product of his contemplations
on Malevich's art. The Portrait of the Old
Jew, where the cubo-futuristic construc-
tion is combined with a painting technique
reminiscent of Abstract Expressionism, was
done in 1960. This work may be regarded as marking the end of his
earliest period which was influenced by early twentieth century
Avant-garde classics.

During the next several years, until the mid-Sixties, the semantic and
figurative foundations of Grobman’s artistic language were laid, and
the symbol in its mystical and conceptual personification began to
play a leading role in his works; this entalled a transition toward a
fundamentally different pictorial language and an essentially
different spatial structure, incompatible with the linear perspective
and illusionist space.

"The possibility of combining folk, anecdotal artistic thinking with an
abstract, constructionist thinking opened possibilities for the devel-
opment of my own artistic language.. | began to consider pictures as
relying primarily on intellectual principles, whereas sensuality became
a secondary element. | became interested in the problem of
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Grobman's artistic universe, Levitan is a mirror image of, and an
antipode to Malevich. The latter, with his "pictorial realism”, resolutely
broke through all layers of habitual vision, while the former created
and weaves these layers so well that several generations of Soviet
people considered his realistic landscapes a standard of the artistic
principle.

One of Grobman's first approaches to this phenomenon was the
attempt to convert, by means of minimal transformations, the
reproductions of Levitan's good and "correct” paintings (model
Russian landscapes which were published in Russian language text
books) into "Jewish" and incorrect ones. Broken graphical lines of
strange constellations were now crossing the oily air of Levitan's
canvasses with floating churches and horses. Fundamentally, the
experiment worked. It turned out that practically no force had to be
applied: the outer interference only assisted in the revelation of
hidden inner lines and mystical spatial dynamics typical of Levitan's
best works. As a matter of fact, Levitan proved to be a mysterious
Leviathan, and his Eternal Peace, with its abstract light and nearly-
Grobmanian monsters in the clouds, happened to be the most
sincere utterance of a Russian Jew.

One of the most distinct formulas for the aesthetic correlation
between art and reality was given by Grobman in his gouache Good
Day, Comrade Levitan! This work seems to be a direct reference to
the image of another prominent European realist, G. Courbet.
However, the composition is close not to Bonjour, monsieur Courbet!
(as the title implies), but rather is reminiscent of A Burial at Ornans,
with the dark yawned grave in the foreground, the vertical line of
the cross (above and on the left of the crowd), and the melancholy
foreboding of eternity. The rickety and ramshackle fence in the
middle of Grobman's gouache can probably be associated at first
sight with Levitan's lyrical tender emotions about Russian meager
nature, but — over the yawned darkness of the grave and against
the background of the scarlet glow — it is rather read as the symbol
of death and chaos. To meet Levitan at that very place clearly means
that the quiet realistic idyll of Russian landscape created on his
canvasses does not scothe at all, but rather, unwittingly, half opens
the door to the incognizable which is symbolized by the metaphysical
horror of death.

* kK

Speaking of realism, Grobman, like Courbet, can be seen walking
around his "village" (a prestigious Tel-Aviv area, near the sea-side),
while everyone greets him, "Shalom, Mar Grobman!". Courbet used
to walk with a stick, while Grobman'’s customary companion is a dog.

I go for a walk

And to take out Timur, the dog.
And meet Nily,

A quiet fool.

QOur yard is edged

With oleander bushes.
A cats' gang is sneaking
Behind the bushes.

Here goes an Arab,
With his bucket.
He closely watches
My dog.

Hi, Abdallah,
How's the kids?
Abdallah scratches
His sweaty armpits.

Squint-eyed Yossi

Is looking out of his window.
He is a drug-fiend

And always begs for something.

| see that the sewer
Is blocked,

And all shit

Is afloat.

| bring

My special device
And clear

The shitpipe.

The better part of the afternoon
Is over,

And | feel

A healthy fatigue.

And return home

To take a nap,

Me, the classic

Of international reputation.

During this ritual walk, the natives can greet the artist, bowing and
taking off their hats. And as far as this picture is concerned, the
picture existing only in our imagination and not yet painted by the
artist, the picture where he unstops the sewer pipe and washes off
the excrements.. well, it is the traditional social mission of a real
realistic artist, isn't it?

Notes

1 lya Kabakov. "The Seventies”. From Memoirs. Iskusstvo (Art),
1{1990), 9.

2 leviathan, 2 (1979), 6.

(bid.

4 "Michail Grobman. The Biblical Structure of the Square”.
Zerkalo (The Mirror), 3-4 (1996), 175.
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Snake-Leviathan, with a cross on its head, the scale of shining
pictorial pointilism, dimly flickering eyes en face on the dark nose-
dominated profile (such eyes in Grobman's monsters seem to be the
sign of evil). In this case, its demonic hybridity is directly related to the
theme of the paradoxical conjunction of Russian and Jewish worlds,
only on the "metaphysical” level, as the theme of correlation
between Judaism and Christianity: "A baptized kike is like a forsworn
snake”. The traditional (in the spirit of the Jewish tradition) visual
symbol both contrasts and corresponds to the simulation of the
traditional {in Russian vulgar folklore style) verbal formula of this
correlation.

The second idea manifested in this new period of Grobman, and
shared by many contemporary artists, can be formulated as the
analysis of painting's linguistic nature by means of its conceptual
simulation. The idea of this strategy consists in transferring the
reflection of the artistic gesture from the realm of actions and texts
back to the canvas. Considering this gesture as if through a
magnifying glass, the artist not only paints but also cogitates on his
actions, playing with denotations, decomposing and again synthesiz-
ing his way from denotatum to designatum, thus allowing viewers to
see the results of both processes.

The most "convenient” system for such a simulation is expressionism,
which demonstrates how the depiction is created, and allows us to
watch the independent development of the pictorial structure. That
is why the majority of post-avant-garde paintings are expressionist,
and Grobman's gouaches of the '80s are also done mostly in the
expressionistic mode. But it Is interesting to mention a couple of
nuances. Firstly, trans-avant-garde rarely pursued purely pictorial
goals, using a painting technique
for its own purposes only,
whereas Grobman seems to
use the trans-avant-garde situa-
tion for the real painting —
maybe, though not a regular
one, reflective and enriched by
the conceptualist experience.
Secondly, expressionism inter-
ests Grobman not in its entirety,
and definitely not as a system
which releases elementary and
sometimes primitive emotions of
an artist regarding the object of
painting, but rather as a specific
stage in the decomposition of
realistic painting, since analysis
of the latter (or even squaring up with it) remains his inveterate
topic. Lkewise, Grobman shows interest in other techniques that
allow a conceptual reduction of the idea of painting to elementary
gestures.

One of these techniques is pointillism, the impressionist style of
painting with strokes-points. Grobman too utilizes this technique in
an "analytical" way; he succeeds in separating the denotatum and
designatum even within the framework of this truism. He
deliberately separates and even opposes the pictorial method to its
original outlook, while the world is apprehended as a total illusion of
the spectator (claiming even on the scentifically-grounded natural-
ism). Paintillism is used mostly in fragments of these works which are
strictly confined and even outlined. In Tel-Aviv Airport outlines of the
trees are filled with pointille which makes them the only fantastic,
"monstrous” element of this (seemingly) realistic landscape. Being
liberated from its ideology ("scientifically grounded means of
depicting the world"), Pointillism becomes an abstract texture with
a rich decorative and expressive potential.

There is another method used by Grobman to analyze the pictonal
texture: in his gouaches, he regularly allows for damp patches which
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form another, natural texture over the texture bullt by the artist ~
ie, a vertical net of lines. This confrontation of the artificial and the
natural obviously works in The Portrait of Volodya Yakovley, in the
painting depicting the name of Yakovlev, in Dunes near Tel-Aviv, in
The Sea Shore, and in other works. And last but not least: the original
attempt "to depict” the texture by means of a reqular net of lines
that became a semblance of a wall, with another pictorial gesture —
graffiti "Vrubel, Larionov, Grobman" ( Three Michaels).

These three names remind us of the role of Russian tradition in
Grobman's approach to the phenomenon of painting. Indeed, the
expressionistic element which forms the simulative “style" of his
works is closer to Larionov and Goncharova or Burlyuk {sometimes
being openly reminiscent of rayonism), than to the idol of world's
trans-avant-garde, Kirchner. Interestingly, Russian expressionism
with its primitivistic tendencies was inclined to the zoomorphic
symbolism borrowed from Lubok, which used to nourish the
imagination of Russian avant-garde artists with its picturesque
roosters and firebirds.

This mutual love and inner solidarity are openly reflected in
Grobman's /n Memory of David Burlyuk, which depicts in an almost
"rayonistic’”_ manner the marvelous lively garden, with a bird of
paradise sitting in the greenery. As in the case of pointilism,
Grobman draws from the rayonistic system its principal ideclogical
aspect, ie. the association with the light, thus paralyzing any attempt
to interpret his work as a development of rayonism. The deep-red
coloring of the picture contradicts the light rays of rayonism,
referring us, as typical of Grobman, to the word: in Russian
phraseology, "red” also means "beautiful”, and thus the painting's
coloring corresponds to the
mythical idea of paradisal
beauty.

The entire story of Russian
futurism and expressionism s
latently presented in these
works: Burlyuk, Larionov, Kru-
chonykh, and Vladimir Yakovlev
of the younger generation.
Some of these Russian artists
are mentioned (or hinted at) in
the paintings' titles, others bring
up stylistic associations; some
appear in the works like imagin-
ary portraits or in the form of
words (artists’ names). A pro-
minent place in this world is
occupied by Kazimir Malevich. Though Malevich was never an
expressionist in the strict sense of the word, he expressed the
metaphysical, philosophical nature of Russian futurism in the
strongest way. That is why Grobman regularly returns to him or to
his visual symbols. Thus, Grobman adopts the suprematist cross,
transforming it into the bird-plane, a flying zoomorphic monster
reminiscent of Malevich's favorite dream about abiding in the free
space. The painting Malevich-Sea elevates the notion of Malevich up
to the status of a specific milieu, in-between the metaphysical
intuition of the incognizable and the real sensation of a free flight.
The metaphysical character of the suprematist quest in the field of
pure geometrical forms (as opposed to the artistic pragmatism of
constructivist geometry) brought Grobman to assert, in one of his
articles, that: "Suprematism is a sort of artistic Judaism"* This
statement, as well as the quest for a visual "bridge” between
suprematism and magical symbolism, between the suprematist
element and the monster, proves how deeply Malevich's system and
approach have been internalized in Grobman's creative activity.
Another Russian artist to whom Grobman dedicated several works
as well as a spedial essay is Isaac Levitan, and it was not in vain. In
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pushes the human sack of bone and flesh. It is interesting to note,
for the sake of comparison, that the same "victory of the spirit” in
the purely symbolical system of images (taken without any
connection with conceptualism) could have been just the other
way round, to wit, a depiction of a beautiful strong hero striking a
monstrous hydra.

Grobman's magical symbolism in Israel of the 70s was implemented
not only as depictions but also as actions, performances, and
projects. These events were peculiar due to the fact that, unlike
many other contemporary Israeli artists who tend to shun Jewish
tradition, Grobman expressed the intention to act within this
framework.

Grobman's works of the mid-'80s — early "90s, exhibited here,
belong by no means to an entirely new artist. But at the same time,
one cannot find in them any importunate repetitions of previous
breakthroughs, or attempts to conserve his own style which is typical
of some maitres. His works {gouaches on large sheets of cardboard)
even look different: the once dominating “orderliness” and geometric
precision gave way to a free picturesqueness and a fluid facture;
surfaces of deep local color gave way to thick free strokes and
sometimes surprisingly tender tonal juxtapositions. It is worth
mentioning that an analogous freedom is also felt in his approach.
The works of this period are very different: a Sots-art text against an
abstract background adjoins the portrait or landscape, and the
cartoon is next to the mystical picture. If there is an external principle
which unites all these works, it is the color vision; each work is
characterized by its own color design which is implemented either
based on symbols, or without the symbols, or even in defiance of
them. The images of monstrous animals and birds (as if remnants of
"magical symbolism") can still be found in some works
{Mediterranean, On the Bank of the Jordan River, etc), but the
conception itself seems to have been decomposed and reconsidered
from within, being turned into an element of a new, more flexible
and open system.

One can assume that the shift was inspired by the reqular search for
"contact with reality”; in any case, this can be confirmed with
Grobman's verses of this period which became by then an important
and specific aspect of his creative activity. In his verses, as well as in
the gouaches, the insistent presence of reality is more than obvious.
This reality is contemporary, everyday life in one of the Mediterra-
nean countries, permeated with symbols of millennia and perceived
through a “nitwit's" eyes. The dominating metaphysical aspect
becomes the notion of death per se. The consequence (more
evident in the verses) is the "nitwit's" resistance to the idea of death,
the philosophical reconsideration of a real or imaginary threat to
existence, this threat being uttered whether from the inside or from
the outside, concealed in "human guts” or total aggressiveness of
humanity.

This "turn to reality” had specific overtones in Grobman's artistic
method. In his paintings, Grobman returns to a typically conceptual
reflection upon the correlation between art and reality. It is worth
noting that within the framework of these reflections, Grobman
achieves such rare and powerful insights into reality which seem to
be pure pictorial inspiration, e.q., The Rain in Jerusalem Mountains,
Tel-Aviv Airport, or Dunes near Tel-Aviv. However, the light and
space in these works are so symbolic that it seems hardly possible to
treat them as landscapes; rather, we can say that Grobman reached
such a level of conceptual work where the image needs no dramatic
plot and can in itself tell the spectator about both the absolute, and
the “layers” which conceal it and can be removed by cognitive
efforts. ,

Some reflective "moves” which control Grobman's artistic thinking
can be traced. One of the most obvious moves is the dialogue with
Sots-art. The specificity of Grobman's approach now, in this new
period, is connected to the investigation of possibilities provided by

combinations of various systems based on visual signs. In his magical
symbolism he combined the strategies of conceptualism and
symbolism, and in the '80s magical symbolism began to build up
the dialogue with Sots-art as the latter became increasingly
widespread in the modemn artistic environment.

Sots-art is a trend which stimulates and reflects the language of
symhoalic "realia” associated with the Soviet system; the metaphysical
purposes of such an analysis are lost. This trend originated within
Conceptualism, but in the tidal wave of politicization that over-
whelmed Russia at the time, Sots-art overgrew its original status of
conceptualism's "affiliate”, beginning to claim the role of the epoch's
mouthpiece, and even beyond the Russian borders.

Magical symbolism and Sots-art are conceptually distant trends, but
they have a common source, and hence are compatible in principle.
The return of Sots-art in the bosom of conceptualism and its
reflection within Magical Symbolism (which is the most metaphysical
branch of the main trend) was to produce the unexpected
"incestuous” result.

Indeed (and it was easy to envisage), being highly ideologized, the
Zionist reality proved to be an extraordinarily convenient substratum
for the development of Sots-art simulations (*Zionism is Our Future”,
"Long Live the United and Indivisible Israel"). The reflection of this
realty in the perception of the Russian "nitwit" provided extra
opportunities for this game. The real motivation to mirror one
ideology in another was the so-called "Great Aliyah" (mass
repatriation of the '90s from the ex-Soviet Union) which connected
the two worlds; this topic is revealed in Greetings from fIsrael and in
some other works.

Another experiment was much more fruitful and spiritually
independent: the artist used the elements of metaphysics which
Sots-art rejected when formulating his own tasks in a different
manner than conceptualism, and included them "back” in Sots-art.
Thus, Lenin's Mausoleum (Grobman's series started in 1988) proved
to be not only, nor exclusively the distinctive fiction of the Soviet
maode of thinking, but also a peculiar temple of death placed into the
metaphysical landscape. Grobman's Tombis precisely a tomb, i.e. the
place, or sanctuary of the obsequies cult; the rites are performed
there permanently judging by its windows which are lit with a steady
dim light; and the well-known slogan "Lenin is alive” in this context
recalls the mysterious nature of such actions, which through their
mythological idea connect life and death. Other elements of the
depiction too correspond to this concept: the trees symmetrically
flanking the tomb bend toward it like saints to the cross in orthodox
icons, and the role of the tomb’s pyramidal geometrical sithouette is
similar to the role of the Tree of Life in archaic images. Stars,
zoomorphic elements and various inscriptions assign various “tombs”
of this series to various associative fields, without deviating from the
principle topic — the theme of death.

This theme unifies practically all other aspects of the artist's outlook;
we find this mtif in other works — e.g.in the direct (as if from under
the ground) depiction of a grave (/ do not want). This theme can be
found in many verses where lethal foreboding and philosophical
generalizations are retold by the same "nitwit” who also peeped into
the grave: "The death is sown in your back/ In your horse/ In a cat
(PS: "Don't kill the cats!"), in a crabby/ In your guts/ ... These are the
Lord's laws/ Neither complaints nor moans can help/ And your
homeless soul rushes about/ Starting to breathe in some other way."
The soul, this metaphysical psyche {to use the symbolic code) can be
personified by a bird sitting on the roof of one of the tombs bearing
the inscription "Solzhenitzin”. The zoomorphic language of archaic
images is not lost at this new stage; it exists along with political and
popular rhetoric. One can mention zoomorphic symbols in such
works as The Bird's Death in the Grass, Mediterranean, On the Bank
of the Jordan River.

One of the artistic chefs-d'oeuvre of this "zoomorphic” group is the



point of space all other previous approaches seemed to be just
innocent Christmas ghost stories.

During his Moscow period, Michail Grobman was close to many
Moscow conceptualists, though he was never like any of them. His
spirit of inventiveness, his tactics of "repercussion perception” within
various experiments on realia — all these allowed him to make several
breakthroughs whose significance became evident later on. Thus he
happened to be one of the first artists to introduce poliical
iconography into the artistic context (The Generalissimo, 1964). This
was long before the times when, to quote |. Kabakov, "..the period
of Sots-art came like a bolt out of the blue,” and this so-called Sots-
art began to master the sodial-political sign reality. This emergence of
Sots-art was in all probability the beginning of conceptualism'’s
collapse — due to a gradually growing tendency to demonstrate the
possibilities of plays with political signs while ignoring the metaphy-
sical perspective.

That is why Grobman, despite his (broadly cited by many experts)
priority in this area, never became the founder nor a participant of
Sots-art. Rather, during this period he was (more than others)
concerned with the metaphysical perspective and metaphysical goal
of his art. Moreover, he would implement this goal by pictorial
means, while other conceptualists expressed their emotional
experience by a lack of depiction, relying upon such means as
story-telling, actions, or performances.

Grobman expressed the sign/metaphysical dichotomy of conceptu-
alism in his own way. He, too, strove to emphasize the visual
language, but his approach to this problem (both in Moscow and
later in Israel) was stylistically and methodically different from that
of the others. He was trying to speak "the universal” language (which
the majority of the audience were not really familiar with). He
wanted to reconstruct the visual language of the archaic Jewish
tradition and use it for constructing
the text on the principal concepts of
the entity — Life, Death, God,
People. It was a simulative language
which did not closely follow specific
historical prototypes, though it pos-
sessed some methods which were
supposed to characterize the visual
tradition "under the reconstruction”
exactly as a language. Among these
methods were (a) geometricized
conventionality of forms, reduced
to elementary signs, (b) archaic
zoomorphism of principal syncretic
notions in the text, and {c) the very
arrangement of the depiction as a
text, ie. as a chain of symbols
including iconic signs, geometrical
graphics, and verbalized fragments.
Visual speech of this type, whose
structure indicated its linguistic con-
ventionality, could translate the principal concepts of the entity,
without putting forward claims on the dictatorship over the
spectator (thus differing from the majority of similar utterances).
Instead of blunt visionary pathos, the artist offered a sign
construction which did not describe the topic, but only denoted it;
beyond the visual suggestivity of the sign (worked up by the artist
with admiration) the metaphysical background remained "incogniz-
able” and was not described by means of depiction, while the visual
symbols offered, and were reminiscent of, the most general
traditional and simple models of its description.

In other words, Grobman's approach was a peculiar combination of
conceptualism and symbolism — systems which proved to be rather
close since they both deal with signs, and their utterances originally

exist on two planes. The complexity and refinement of the strategy
lay, however, not in the combination itself; the secret lay in
maintaining a delicate balance, otherwise the system might have
become plain and commonplace. The"artist himself then defined his
system as "magical symbolism”, and indeed, his own speculations on
this method (published in The Leviathan Newspaper) look like the
symbolic system of thinking, e.g., "The circle is the sign of Nature. The
triangle is stasis and movement simultaneously. The Fish — Leviathan
is the symbol of Heaven, Earth, Water, Sea, Wind, Movement,
Direction. The symbol of people, the dual symbol of Animal and
Stone"?

"The Fish — Leviathan” is by no means another "speech of a nitwit”
obsessed by logorrhea, but the predise verbal depiction of his artistic
method. These words comprise the peculiar formula of the
conceptual correlation between the depiction and the word.
Leviathan is one of the somewhat obscure mythological images in
Judaism which emerged from archaic mythology. It is an aquatic
monster of unknown shape mentioned in Psalms (7414) as an
example of the incomprehensibility and mystery of the Lord's
creation. Apocrypha asserts that at the end of the world, the Lord
will prepare a feast where He will nourish the righteous on the flesh
of Leviathan. This image is so ancient that written Jewish tradition
kept only the word itself as a designatum, the word practically
devoid of the denotatum — or, probably, with the denotatum which
broadened its semantic field up to infinite indefiniteness.

Having associated the visual image — the fish — with the word which
lost its denotatum, the artist bestows all the infinite emptiness and
incomprehensibility of the word's obliterated meaning upon the
image. "Incomprehensibility” becomes the new denotatum of the
fish.

Grobman's depictions of fish (monstrous, incredible, sprawled in the
air, with glistening scale, winged, and
multi-eyed) are not symbols in the
traditional sense because they do not
go back to any specific idea — only to
a word. And the word implicitly
contains everything that we do not
even know: concepts, both existing
and forgotten ones, which could
have been crammed into this word.
Thus the major elements of the
language of "magical symbolism®
took shape: zoomorphic monsters
(sometimes with anthropomorphic
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features) associated with words.
The advantage of this strategy was
the attitude towards "the incompre-
hensible” which in conceptualism was
achieved through the correct indica-
tions, instead of Utopian attempts of
quasi-religious visionarism. Conceptu-
alists eliminated from this attitude all
the unreal, retaining only the capacity to denote, considering it as a
significant achievement of theirs. They often tackled the concept of
death directly, since they had their own, definite, non-pretentious,
discrete ability to touch the world of the incomprehensible. Death as
a sign or an indication is one of the major topics in works by
Grobman and other Moscow conceptualists.

It is no wonder that hope was expressed to use this approach in
order ".. to take the human soul across the bridge which connects
material with spiritual.,” as maintained in one of Grobman's
Manifestoes of the 70s> Today it is evoked by his painting The
Victory of the Spirit Over the Body (done ironically in the manner of
pointillism) where the zoomorphic monster (reminiscent of meta-
physical signs of magical symbolism) gently and compassionately



LOLA KANTOR-KAZOVSKY | FROM LEVIATHAN TO LEVITAN: MICHAIL GROBMAN WITHIN
THE CONTEXT OF RUSSIAN CONCEPTUALISM'S METAMORPHOSES |

The usual character of canvases and gouaches painted by Michail
Grobman in the recent period has a face with a protruding nose, a
protuberant, emphatically "contemplative” forehead, and a mouth
slightly open as in surprise. The artist defines this character as a
"nitwit" — whose statements, such as "Let the flower bel", or "Don't
kill cats!”, appear on the paintings. He says many other things too,
things which, in fact, are not at all foolish. It is just that his speech
habits are those of a simpleton, who is unaware of proper ways to
express his ideas, nor is he able to select the appropriate objects of
speech and modes of expression. One must admit, however, that the
entirely correct mode is not known to anybody, and hence any
human speech is, to a certain extent, a nitwit speech.

in fact, this character who by definition can be considered an
"everyman’, or the author's alter ego, has also written Grobman's
verses. These tell us about life in the Promised Land, about war, love,
poetry, and death. This character shares his sensations with us
candidly: "I know this harmful sign,/ The pain under the shoulder-
blade/ When you cannot move your arm/ And it is difficult to
breathe/ And you start thinking/ Of the transient nature of human
beings/ And all your optimistic ideas/ Sink into a terrible abyss/ And
all your gains/ Become totally worthless,/ And man, the King of
Nature,/ Loses all his possessions.”

These feelings are sincere and genuine. And they give rise to
thoughts which can hardly be called silly. Yet something still elicits
this odd disturbing sensation, and this something is the very
phenomenon of speech represented here. The grounds for anxiety
are obvious: "a nitwit" is not a bad person, yet he clearly
demonstrates that the realm of speech is the realm of subordination.
No external non-freedom exists which can compare to the total
non-freedom brought about by language, since in all languages
everything has already taken its shape, long before our time, and in
all languages the imprints of the collective experience and the
collective oppression speak via the subject, who believes it is he who
uses the language. However, the subject participating in the process
of speaking is, in fact, oppressed and, at the same time, takes part in
the act of oppression on a par with other participants.

This well-known fact, which is one of the fundamental ideas of
modern art, was discovered, reconsidered and transformed into
artistic strategy within the framework of Moscow Conceptualism
(from the late '60s to the early '70s). Michail Grobman's artistic
activity was, from the outset, connected with this artistic perception
of the world. Thus the general notion of this artistic trend helps us
understand Grobman's recent works which are, in fact, multi-layered
structures retaining the "memory” of their previous transformations.

The trend subsequently called Conceptualism was, to my mind, a
unigue phenomenon among other non-official artistic ideas in Russia
of those days. It was not a secondary reconsideration of trends that
had already been experienced either in Western or in Russian history;
neither was it an attempt to escape from the odious world of
violence into artistic exotica. Here we grope again for the once lost
authentic problem of Russian art which can be defined — in a
synoptic perspective and with certain generalization — as the
aspiration for realism (of course, if we treat this notion existentia-
listically, ie. as the aspiration to establish contact with reality, while

revolting against its total falsification; in this very sense Malevich
called his system "new pictorial realism"). However, putting this
archetype into practice was a problem in Moscow of the '60s since
there were neither traditions (all of them having been interrupted or
discredited), nor a contemporary philosophical discourse. Further-
more, the specific milieu which was characterized by an over-
abundance of realistic artistic styles engaged more or less entirely in
official propaganda, exposing its artificiality and rhetoric.

Under such circumstances the reflection, so typical of Russian artists
and directed at the correlation between art and reality, resutted in a
paradoxical inference: the direct correlation between the artist and
realty and the direct vision of reality are not possible. It was
apprehended that when initially comprehending the universe, a
person submits himself unwittingly to a certain ready-made mode of
its description {either verbal or visual), and among these modes are
realistic styles in art and literature; thus a person lives not in "the
world of reality as such”, but in the world of ready-made expressive
languages and sets of symbols, which they and only they are
capable of presenting the object of attention and depiction for a
realistic artist. Outside such a world, reality itself still remains invisible
and imperceptible.

Thus, by virtue of one and the same contemplation, not only was the
linguistic nature of comprehension discovered, but also the world of
the imperceptible or incognizable. Language was immediately
defined as one of the major issues preoccupying the Russian
conceptualists; thus this trend gave rise to many purely textual
accomplishments: not only simulative “writers”, "poets” (like Grob-
man or Prigov), but even a pop-group. Depictions began to be filled
with texts. Grobman's "nitwit” is probably a unique attempt to
extract the subject of conceptual utterance from the text, and
visualize this subject, the creature experiencing the dictatorship of
language. {In the art of other conceptualists, eg. |. Kabakov, this
subject — the owner and name-giver of consumer goods, the
compiler of texts and inventories — was visible, and therefore, even
more suggestive, or omnipresent, so to speak.)

But the very revelation that the dictatorship of the ubiquitous
language penetrates into all aspects of everyday life and into the
innermost parts of the human heart had an even more stirring
perspective. The assertion that reality is given to a man not directly
through his sensations, but through ready-made false sign
constructions that are imposed by the aggressive environment,
was equipollent to the revelation of an ‘incognizable” world existing
beyond this dubious picture, and the metaphysical connotations of
such a world were implicated, though not specified.

These metaphysical and realistic constituents in the philosophy of
Moscow Conceptualism were indivisible and interdependent. Dis-
covering the smallest and most typical detalls of everyday life, of the
"naked" reality which begins right here, at one's toe; exposing them
and dissecting them as a world of signs characterized by their
definite and compulsory interrelation — this was the strategy of
discovering "the incognizable’, and that had the effect of the
metaphysical abyss yawned amidst the regular course of life. A
metaphysical echo accompanied each word uttered in the kitchen,
and being compared to this sensation of "the incognizable™ in each



Michail Grobman’s works on paper exhibit an extensive scope of
creation from 1971, the year in which he immigrated to Israel from
Moscow, until 1997.

Grobman is a versatile artist. Qut of his diverse oeuvre we chose to
display a group of paper works as a group in and of itself, and at its
heart, gouache works from the current decade.

The choice of paper was deliberate. Grobman is a man of paper: A
collector of an archive on Russian Art and the owner of a rare
collection of works on paper by artists of the Russian Avant-Garde.
Grobman is a man of sharp and straightforward statements. The
work on paper allows an immediate application of an idea and a
quick response to what transpires. The papers are like sketches of
thought. Out of a desire to preserve this very directness - the works
are hung on the wall like objects, without frames, becoming the
writing on the wall.

The works in the exhibition may be divided into two main groups:
1. A group consisting of contemporary avant-garde works from the
1970s, characterized by motifs drawn from the Jewish religion and
tradition and by manifestations of pioneering and Zionism, alongside
works from the 1980s engaged with the shattering of myths and
parting from the old world. This group is exhibited in order to
acquaint viewers with the ideas and concepts underlying Grobman'’s
later works.

2. Works from the 1990s characterized by a critique of Israeli society
out of involvement and a sense of belonging, as well as the belief,
that the artist plays a central role in society, and being an integral
part of it, he must grapple with materials emerging from the social
conditions.

This group of works is the core of the exhibition.

This exhibition is a documentary record exposing the thought
processes of an artist who immigrated to Israel of his own free
will, bringing with him into the local artistic scene a new spirit and a
new language. Since his arrival here Grobman has continued to
operate with consistency and determination, and in his own unique
way has managed to leave his impression on trends in Israel Art.

Dalia Levin

THE WRITING ON THE WALL

~
>

P2y TR TR SR

e e N T

1977 ,wrip
KADISH 1977





