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Wpura Cybotut
BEOrPAZICKA U3NOXBA MOC/EAHE HEEO MUXAUNA TPOBEMAHA

Mpopouka uanoxba npeteher Hasusa [locregHe Heb6o Muxauna JakoBrbeBuda [pobmaHa
y 6eorpaZickoM YMETHWYKOM MaBurboHy Ljujeta 3y3oput pesyntar je YMETHUKOBUX — 1 Hawwux
— Kerba, UCKasaHuWx Mpe MHOro, MHOro roguHa, Aa ce uUmarMHapHuM, anu HajMORHWUM HUTUMA
NoBEXY TPU Tayke TPOyrna y Kojuma nexe pasfMyuTocTv y HaTanoXeHum npobnemuma anu u
cpogHe uaeje, pasymeBatbe W cHara Borbe: Ten Asue — Mocksa — Beorpag y TOM cMmucny npocTopu
Cy jyKCTanosupaHux AellaBarba, pasnuyuTiX U UCTOPWiCKNX W CaBPEMEHWX TOKOBa, Maja 61IMCKNX
MeHTanuTeTa W eHepreTckmx Haboja. Mo uaejn Muxauna pobmaHa, ynpaso Ta cnpera Cnv4Hor U
pa3nN4MTOr, YCNOBIbEeHa BULWE HEro KOMMIMKOBAHUM )XXMBOTHUM Mpunnkama y CBaKo] 0f, HaBeAeHUX
cpeAvHa, Aaje AOBOSBHO TKUBA 3a CTBaparbe HOBE CrOjeBUTOCTM, 3a UCTULarbe BPeAHOCTU W OHUX
NOoce6HOCTM Koje C& MOTy Camo TaHaHUM JyXOM Aa OTKpuBajy v AonyHyjy. A npu TOM, OCHOBHa
XyMaHUCTMYKa Hayena ocTajy ucta. Kao WTo cy MCTe MUCIU yMeTHUKa O [06pobutn, 0 CyaouHM,
0 rbyAvMa cBeTa W HUXoBOj 6esabegHocTn, mupy. Kao wTo je sajegHuyka 6pura U 0 oO4yBamy
NPUMapHUX >XUBOTHUX YCNOBa O KOjUX 3aBUCU LieNoKyrnHa eraucTeHumja Ha 3emMrbu.

O cBemy Tome je xeneo Muxaun lpobmaH fa ce ,MWUTa® ca HEroBUX Cnuka v Ha Herosum
CRMKaMa 1 Ha WHCTanauwju noctasrbeHoj y beorpagay. Ha BusyenHum npeAcraBama Koje pasHOMpaBsHO
YKIbydyjy NMKOBHE eneMeHTe M jesnyke NOopyke Kao WHTerpanHe Aerose Herosux pajosa, lpobmaH
je ykasao Ha pasnMuyuTy CEeMaHTUKy y ABOCTPYKOM faHLy y Kojem ce npennuky OCHOBHU WMMYJICK
HoeroBe ymeTHocTM. Ha rbera Cy y WUCTOj Mepu yTuLamM UCTOPWiCKM aBaHrapAH TOKOBM, Kao LITO
je moacTuuaj HHEroBOM CTBapanawTBy W Cam )KMBOT — Heroa akTyenHocT W CaBPeMEeHOCT. Vv
nctm Max kog lpobmaHa je jacHo u3spaxeHa notpeba 3a obpaharbem peanHocT# Ha Marbe-Bulle
TpagMuvoHanaH, nperiosHaT/bue, AMAAKTUYaH, YUTaK HauduH, y Ayxy OHora LITo ce cmatpa Aa je
TUNWNYHO pycKa OCOGEHOCT: YMETHOCT Y MPUHLMMY OKpeHyTa peanucTu4kuM uspasiva KOju cy — ny
XIX Beky u y XX, y goba coumjanucTuykor peannama — CryXunu y nponaraHaHe CBpxe.

AKO ce MOACETUMO fa je TOKOM LuesfeceTux roauHa, y npeoj Mnagoctu Muxavna IpobmaHa,
NWUKOBHA YMETHOCT Ha jaBHoj cueHn CosjeTckor CaBesa nmana 4BpcTa ynopuwra y NO3UTUBUCTUNYKO]




MAEONOLWKOj paBHU U3rpajtbe cpehHor KOMyHU3ma/couujanuama, fa Ce HUje MOrmO U HUje CMEno Hu
NOMULLBATA O U3NACKY Ha 3BaHU4YHY MO30OPHULY Ca HEKUM CrOBOAHUUM CIUKAPCKUM KOHLIENTOM U
Kaga je ryctn mMpak obasujao Taby Temy — pycKy aBaHrapgy, npubnmxkuhemo ce atMoctepy y Kojoj
je Huyano NpobmMaHOBO MOCKOBCKO CTBapanaluTBo.

Beorpaackoj v jyrocnoBeHcKoj nybnuum Huje HuKada npy>keHa npunuka ga ce yrnosHa ca ToM
anTepHaTMBHOM yMeTHoOLWRY: 3BaHN4YHa KynTypHa pa3meHa ca CosjeTckum CaBe3om Hyauna je npe
cBera KoHuepTe AsiekcaHgpoBa unu bepjocke, 3aTuM BPXYHCKe M3BOhaye KracuyHor peneproapa,
noTom J06po oAMepeHe U3NoX6e My3ejCKNX eKCroHaTa, anu He U XKUBY JIMKOBHY MPOAYKLUMjy: jeANHO
je EpHeT Jocudhosuy HemnssjecTHn nanarao y CanoHy Myseja caBpemeHe yMETHOCTU cepamaeceTmx
rogvHa, n TO CacBMM MpUBaTHUM NyTeBUMA. TU PETKU HE3BaHWYHW KOHTAKTW HUCY GMNM O0BOSbHM
Aa 6u ce ynoTnyHUNO Halle nosHaBake CBUX CNOjeBa Ha KojUMa Ce OABMja0 pacT pycke MoAepHe
nukosHe mucnu apyre nonosuHe XX Beka. Y Mockeu MpobMaH je OKynrbao yMeTHUKe pasnuumTiX
YMETHUYKUX Ha30opa, of KOjuX Cy ce MojejuHN KOPUCTUNN NOMMTUYKOM UKOHOrpaujoM, y3 KpUTUHKK
OZHOC NMpema cBakuaalltbuuy WTo je 6Mo OCHOB 3a pacT HekohopMusMma gpyre aBaHrape: Aaneko
O NONMUTUKE anu UCNpoBOLMpaHn HoMe, y TULLIMHK 1 6e3 3aneha, pobmaH 1 Herosu cabopum Urba
Jocudposuy Kabakos, Bnagumup Bopucosuy JaHkunescku, Bnagumup Uropesuy Jakosrbes, JleB
Bongewmaposuy Hys6epr, Jyno Joxaxesosuy Coctep, AmuTpu Muxaunosud KpacHOMeBLEB M MHOMU
Apyrv rpagunu cy HOBY He3BaHU4YHY YMETHOCT.

Cehatba Muxauna lpobmaHa Be3aHa 3a Taj — JaHac 3HAMO — MyYHU W jOW YBEK MpayHu
ncTopujcKK nepuog — 6naroHaknoHa cy, y CBojoj MPOHUU Yak briaxkeHa: Beh Ha camoM No4eTKy ceora
paja, [pobmaH je cxBaTno fga My je MecTo Aaneko Off jaBHOCTW, KIOHUO Ce Aoaupa ca ouLMjenHoOM
MONMTUKOM U C TOM CBellhy KnaHAEeCTWHCKOr MPUCYCTBa, MPOHANasuo je CBOj CKPUBEHM, na unak
MohaH 1 yTuuajaH ceeT. CBeT Heroe yMETHOCTU HUje MMao HermocpedHe hopMmarnHe y3ope nako ce
obpakao HenocpeaHOM XWBOTY. Hanajao ce MemMopwjoM Kojy Cy Hyauna 6pojHa, 3abopaBrbeHa unm
3abpatbeHa, y CBakoM Cry4ajy Ayro CKpuBaHa yMeTHWYKa U Aena KynTa, apXMBCKM, AOKYMEHTapHM
W Apyru maTepujan Koju je oH npegaHo cakynrbao hopmupajyhu Tako gparoueHy 36UpKy ca Kojom
je 3ayBeK — Kao 1 BpOjHN ApYrK WHTENEeKTyanuu, Hay4HULUM 1 yMeTHULM — u3awao u3 Mockse 1971.
roguHe u Hacenuo ce Hajnpe y Jepycanumy, a notom y Ten ABMBY Kao OTBOPEHUjEM KyNTYPHOM
cpeauwTy. Mehy aenuma us rberoBe 36upke 6une cy nMpaBoOCNaBHE MKOHE C jeAHe CTpaHe, u
aBaHrapfgHa octsapera C Jpyre, nocebHO fena Koja AujaxpoHUM MyTem Beayjy CIMKY U ped, Koja
roBope AUPEKTHUM je3UKOM M MOACTUYY Ha pasMulLbarba O M3BOPHOM KOHTEKCTY pycKe MOoAepHe




ymeTHocTH yonwTe. To je 6uno nexoguwwute MpobmMaHoOBUX 3aMUCHK, MaTepujan KojuM je XpaHuo ceoja
Jena v y UCTM Max martepuja KojoM Cy Ce CRy>XWNU U MHOTM APYr MOCKOBCKM YMETHULM OKO Hbera
KOjU rOTOBO A@ HWUCY MManu HUKaKBOr KOHTakTa ca ymeTHuuuma 3anaga. Tako je werosa 36upka
nocTana BMLIECTPYKO 3Ha4yajHa, He caMo 3aTo WTO je, Kao CBaka yMeTHUYKa 36upka — jeauHCTBeHa
Ha cseTy, Beh n 360r Tora WTO je MocTana nofnora 3a passBujarbe ApYror Kpyra Bpfo KpUTuykor
KOHLenTa YMETHOCTM HOBUX reHepauwuja, WTO je 6wuna nnargopma 3a naHcuparbe HOBe pycKe,
Taja jow yBeK COBjeTCKe, HedopmanHe, underground aBaHrapae Wnu gpyre asaHrapge, Kako je
HaauBajy. Y TOj paBHM Ce MpoHanasuna npekuHyTa HUT KOHTUHyuTeTa c nodeTkom XX Beka kaga
je HacTao mpeBpaTHUYKM OMyc OrpoMHor 6poja akTUBMUCTa KOjU Cy rpaguny CUHKpeTu3am HOBOT
goba anu umja je Tpaguuuja 6una OpacTWYHO MpekuHyTa W rpybo auckpenutosaHa. W mapa y
MockBM Tora BpeMeHa Huje 6uro MHOro mMpunvka ga ce yMEeTHOCT aBaHrapfe ynosHaje, O HOj ce
TUXO M MHOrO FrOBOPUIIO U Mehy cTpydrbauuma v Mehy ymeTHUUMMa U 3Hano Bulle y rpaHuuama
MUTa HEero HermocpeaHor nosHaearba M cUCTeMaTu3oBaHor 3Harba. C apyre cTpaHe, 3axsasbyjyhiu
BENMKOM 6pojy YMETHUKA Koju cy ce gocenunu y M3paen mocnearux AeLieHuja, cTBopeHa je Hosa
W jeAvMHCTBEHa pycKa yMeTHOCT y Aujacmopu u y Tome je Takohe ofpeheHa [pobmaHoBa 3acnyra
jep ce OH HUKaZa HUje OfpeKao PYCKUX KOPEeHa, HWKajda Huje mpuctao Ha MoTnyHy acumunauujy,
Kako Mulle Benvku 3Hanay v npujaters Mapk LLenc, Hekagalwby AVPeKTop YMeTHUYKOr Myseja y
Ten AsuBy (y npearosopy 3a Karanor Avant-Garde Revolution Avant-Garde. Russian Art from the
Michail Grobman Collection, The Tel Aviv Museum of Art, 1988).

YrnpaBo Ha TuUM 6GoraTtcTBMMa pasHONMMKe Tpaguuuje, mMuTOoBa W penuvruja, y AoAupuma ca
jeBpejcTBOM, XpUIWHAHCTBOM M KPUTUYKUM MOMMEZOM Ha >XUBOTHE npunuke, Muxaun lpobmaH je
3ano4eo cacBuM nocebaH BWUA NIMKOBHOI M3pajkaBakba, CacBMM HOB U 32 MOCKOBCKY U KacHuje 3a
13paernicky CLeHy, ca XemneHuH3auma, akuujama, nepcopmaHcuma, ypbaHum npojeKTuma Koju cy ce
ocnarbanu 1 Ha npumuTuBmusam Jlyboka n pyckor ,byaeTrbaHcTBa’, Ky6o—yTypusam U pejoHu3am,
YaK W Ha KOHCTPYKTMBM3aM, a nocebHo Ha meTadumauuke, duno3odcke uheje cynpemaTusma
Kasumupa CeBepuHoBuya MarbeBuya ca CyrnpoTHUM MOZENOM WHKapHapaHum y crnvkapcTtBy Vcaka
Wrbnya fleButaHa — y3opa KnacuyHor pycusma anv v peanuama couujanucTuykor nepuoja. Takea
YMETHOCT je obenexuna Heroe fonasak y Vspaen no4eTkom cejampaeceTux roauHa u y Toj
cemMaHTU4Koj cripeau pobmaH je UcTpajao U TOKOM ocameceTux roguHa. NNoveTkom aesefjieceTux
— Kako To cuctemaTuayje Jlona KaHTop-KasoBcku y Tekcty From Leviathan to Levitan: Michail
Grobman within the Context of Russian Conceptualism’s Metamorphoses ([Npegrosop y karanory
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nanoxbe Michail Grobman : Picture = Symbol+ Concept +Symbol, Herzliya Museum of Art / The
State Russian Museum / Ludwig Museum in the Russian Museum, 1998) — reroesa ymeTHOCT gobuna
je M3pasnTy KPUTUYKY HOTY, yNepeHy KONMKO KOHKPETHO MpOoTuB npobnema y uspaesickoMm ApyLiTsy,
TONMUKO W Ha4yenHo MpoTWMB AeBujaunja caBpeMeHe UuuvBMnu3auuvje y HajluiMpeM CMUCTY Te Ppeuu.
Mpu TOMe TpobmaH yBeK UCTUYe CBOj jacaH CTaB O 3HAYajHOj couujaniHoj yno3u U MecTy YMeTHMKa.
Hberosa aHraXxoBaHOCT MHXEPEHTHA je HEeroBoj YMETHOCTU, HEeroBOM Mopasny W KapakTepy.

Muxaun [pobmaH je yMEeTHWK BenuKOr 3Harba, OLWTPUX CTaBOBa, CNOJEBUTUX 3aMUCIIK,
jacHUX mopanHux Hadena u uapasuTe CrnocobHOCTU Aa CBOjy epyavuujy npetoun y geno. O Tome
HeJBOCMUCNEHO roBopu oBa 6eorpajcka uanoxba, vMako, YMHW MU ce, peuenuuja HeroBor gena
Huje morna ga 6yde jegHocTaBHa. buno je NoTpebHO MPOAPEeTN y Tako pasnuyuTe YCIOBIbEHOCTH
KOje Cy foBene [0 HeroBor AaHallHer oryca, CXBaTUTU >XXWUBOT Y MOCTCTarbMHUCTUYKO] MockBu,
3aTUM MpaTuUTK naraHe NpoMeHe Koje Cy ce Aecune ca AoNackoM y ApacTUYHO pasnuuuty, borarty,
ann yrpoXkeHy, KOCMOMONUTCKY a Mpu TOM He yBeK OTBOpeHy artmocchepy W3paena u pasymetu
00 Koje mepe ce cBW Tu criojeBu npennuhy y [pobmaHOBOM geny, CBe Te pasfMynTe MUTCKe
OCHOBE M CynpoTCBarbeHe penuruje, Tpaguuuja nomellaHa ca caBpeMeHolWwhy a y UCTU MaX KONUKO
je cadyyBaH XyMaHUCTUYKU KOpPEH HEroBOr uckasa. YMETHUK Huje O03BONMO fa NpomeHe A[ohy
crorba: O[roBOp Ha CBe Te M3a30Be NpoHallao je y Herosaky CBOra KOHTYHyUTeTa U y 3a[pXKaHoj
KOMYHVUKaTUMBHOCTW CBOra fena, yKrby4yjyhu v aHerfoTckum AUCKYpC — Kafa 3a TO oceTu notpedy.
360r TOra cy nojeAuHN HEerosy pagoBu U AaHac 6JIMCKU HaUBHOM UMK AeYjeM ucpasy, a nojeauHn Ha
rpaHuLy nnakartcke jacHoke u rpacutn 3abase. Ta npuBMAHA je4HOCTAaBHOCT UCMyHEHA je BENUKOM,
Aybokom 1 npe ceera uno3ocKoM UAEJOM KOjy HaAKPUIbyje XYMaHUCTUYKW MOTEKCT U XKUBOTHU
cTaB; TO je jeqHO OTBOpPEeHO Aeno ynyheHo pasymy, ocBeluhinBarby, BENUKOj] Bepy Ja YMETHOCT MMma
npocheTcKy ynory u ApywTBeHV 3ajaTak.

loToBo LienokynHo MpobMaHOBO CTBapanalliTBO 3aCHOBAHO je Ha MKOHWYKOM 3HaKy ca BepbarnHum
uckasuma ¥ noHekas reomeTpusoBaHUM dparMeHTUMa, CynpoTCTaB/beHUM haHTacMaropu4yHUM
dhopmama Herose cumbonuke. Ta cumbonunka Huje yBek YMT/bMBa U Npeno3HaT/buBa y MpPBOM Aaxy,
NMOBPEMEHO Ce YYMHU CaMOCBOJHOM, IMHHOM M TELIKO AOKYYMBOM, anu XparbeHa je apxeTurnosuma u
ONWTUM MecTMa U Tako nocTaje 1 onwTtesaxeha u onwTtenpuxesakeHa. [pobmax ce obpaka XUBOTY
— NOHeKa/ CMPTU — U U3 TUX ersucTeHuujanHo CynpoTCTaB/bEHUX NUTarba Lpre cMucao CBor paja.
CBoj ,Marnykn cumbonuaam” Be3ao je 3a OCHUBarbe YMeTHW4Ke rpyne Leviathan jow 1976.rofuHe
— nofcehajyhn nmeHoM Ha ABOjHM CUMOON SbyAW M XXMBOTUHA — HA BOAEHO Yy[AOBULLITE HEemnosHaTor
obnuyja 4uje ce MOpekno Beayje joll 3a apxajcky MUTOMOrWjy U MojamM TajHOBWTOCTW CTBaparba
ceeta. [peysumajy ra un ncanmm, Takohe kao eHOMeH HepasjalHeHux cuna. Y rnacuny rpyne
Leviathan lpobmaH je o6jaBuo mMaHUecT 1 nporpaM Kojum je 06jacHUO YMETHUYKE CTaBOBe Koju ce
o4 Tafja HUCY pajukKanHo NMPOMEeHWNU: OH roBOpW Aa Cy akuuje rpyne BesaHe 3a paf Yy NpocTopy u
BpemeHy y martepujanuma Koju CToje Ha pacnonarakby TMK OKO Hac, Aa CBW pajoBu CTBapajy 3Hake
UNN CeKBeHLle 3HaKoBa BpemeHa 360r yera CBECHO, YaK MpOrpamcKiu, KOPUCTE PasHOBPCHE CTUMCKE
enemeHTe. CBe TO 3ajegHO AOMPWHOCK CTBapasiadykoj AMHAMMYHOCTW M acouupa Ha KOHGY3HO U



CMHKPETNYHO BpeMe Yy KojeM Hema [OMUHaHTHe MAeonoruvje, jep ce cBe Npoxuma u npennuke. Y
TOM cnefy pasmullrbarba buna cy u Herosa gena uanoxeHa y beorpagy.

Beorpagckoj ny6nuun Muxaun lpobmaH je Npukasao Heke Of CBOjUX Hajno3HaTUjUX, YecTo
vsnaraHux u penpofykoBaHWX pafoBa uYuja je HernocpedHOCT acouujauuje nporopuvoHanHa
V3BOPHOCTU 4WT/BMBOM PyKOMMUCA M CHa3W ekcrpecuje HEeroBor LupTexa, HUKMIOr Ha CroboHoj
(haHTasuju u cHoeuhery. Bes pamoBa, pafoBu nako nocTajy Aeo ambujeHTa, ca WM ce cTanajy u
MOTOM U3 Hera U3BMPY Kao OMoMUkbyhu 3HaLW.

Y VYmeTHnykom nasurboHy LjBujeta 3ysopuk, [pobmaH je nopes Tora MOCTaBuO W
MynTUMeujanHy MpoCTOPHY MHCTanauujy Koja je KOHCTPYKLMjOM, 3BYKOM, CIMKOM U pedjy Hanpasuna
jeAvHCTBEHN amOujeHT aujanora v uHTepakuuje. Y BWAY MOHYMEHTanHe rpoTecke MOCTaBIbeH je
KOHCTPYKTUBUCTUHKO LIpBEHN 060p KpO3 KOju MOCeTMouM — Kao Kpo3 YCKO rpno — fonase Ao
3aTBOPEHOr 1 3aTamHbeHOr MPOCTopa y KojeM Ce CMekbyjy MpeAcTaBe YrpOXKEeHUX AUBIbUX XKUBOTUH-A
ynoTtnytseHe 3syurma u3 npupoge. Taj AUCKYPC je MMao WCTOBPEMEHO WM MPOHUYaH MPU3BYK anu u
npuMapHy, AWAAKTUHHY HOTY: ornefarno 3a pedieKToBarbe COMCTBEHOr NuKa Huje camo meTtadopa
Hawer mocTojatba Beh eKOMOWKM 30B CaBecTW. Ynora yMeTHUKa jol je4HOM je Ha WUCTIUTY, anu u
ynora cBakor 4YoBeka Takohe.

Ca pasroBopuma M Npe3eHTauMjoM LIeNOKYMHOr Ofyca U AyXOBHOr OKpYXeksa y Kojem ce
Hanasun Mwxaun lpobmaH, Georpagcka Nybnuka je ynosHana cTBapaola Koju CBOjUM MUCNUMA,
pagom v fenoBarbeM MOKpMBa HEKONMMKO 06NnacTu, Hausrnes 4ak W CynpoTCTaBIbeHUX: cTapy
jeBpejcky v pycKy Tpaguuujy, NOce6HO 3HaYerbe peyn Kao noyena, MnoTom aBaHrapgHe ugeje c
novetka XX Beka Koje Cy Ha jeUHCTBEHU HAYMH WHTeprnonupaHe y fena akTyenHor 3ByKa, Kao
M XYMaHUCTUYKM acrnekT YMeTHWYKOr fefioBarba KOju He OcCTaBrba MO CTPaHW HWjedaH acnekT
Kpuse caspemeHe umsunmsaumje. [pobMaHOBE CRMKApPCKe, KONIMKO U MHTepMeaujanHe MHTepBeHLje
AOMpUHOCe CNOJEBUTOCTU HEroBe MOeTCKEe 3aMUCT U HErOBUM CBECHO apxaunaupajykum genvma
HyAE AyX CUHKpETW3Ma aKTyernHor 3Byka. Tome Ce MpuKrby4yjy YMETHWKOBU MUTEPapHU U CTPYYHM
TEKCTOBYM anu 1 Herose nckasaHe Xerbe Ja Ta fiMHuja nosesnsarba 13paerncke ca PyCKoM KynTypom
Aobuje jow jeqHy, Tpehy AMMeH3Mjy noBeauBarba ca CPHCKOM TpaauLujoM u AaHallH0j No3nyunjom
Hale ymMeTHOCT Koja je, MO HEeroBOM MMULLbeHy, HAaTOM/beHa CrojeBMMa PacNo3HATILUBIX KOpeHa,
anu 1 NocebHOCTUMA Koje je YnMHe aKTUBHOM 1 cMucaoHom. OTyzda Heros BenMKK Tpya Aa ynpaso y
Beorpagy, u ynpaso y Hawe faHe, opraHusyje nsnoxoy, NoHyAu oburbe nHpopmMaLmja 0 akTyesnHoj
W3paenckoj YMETHOCTW HaTOM/beHoj PYCKUM cajpxajuma, Aa Npeanoxu — 3ajegHo ca CBOjOM
cynpyrom, MpuHom Bpy6en-Tony6kuHoM, ypeaHUKOM LierseHor Yaconnca 3epkasio — farby pasmeHy
naeja v TpajHujy capagrby Koja he yYBPCTUTM Te NIMHMje MMarMHapHor, a unak noctojehier, BaxHor
TPOyrna y Kojem ce u Mu, Ha nocebaH Ha4duH, MOXEeMO Aa Nperno3Hamo.



Marc Scheps

THE GROBMANIAN PROJECT

| well remember my first meeting with Michail Grobman
at the Tel Aviv Museum of Art, shortly after the inauguration of
the new building in April 1971. He was arriving from Moscow,
spoke only Russian and had managed to bring part of his oeuvre
with him. It was my first direct contact with the Moscow avant-
garde of the sixties, an encounter with something new and
fascinating, the rebirth of Russian art after a long hibernation.
Soon afterwards, we were inaugurating an exhibition of his
work at the museum. It was, no doubt, one of the first displays
of the Russian avant-garde in the West, at a time when
information about it was scarce and contacts sketchy.

On his arrival in Israel, Grobman was a young artist of
32, with a period of intense artistic activity behind him covering
the years of the sixties. It was in Moscow that his work took
~shape and his personality first claimed recognition, but it is
in Israel, first in Jerusalem, then in Tel Aviv, that he has been
able to develop freely over the last 28 years. His house at No.
3 Simtat Nes-Tsiona has become a meeting-place for Israeli
artists and intellectuals and a magnet for devotees of Russian
and Jewish cultures. The man has become an institution,
an authority from whom advice is sought and whose voice
is listened to. It is hardly possible to speak of the art of
Grobman without first defining this multi-dimensional man and
describing the dual guiding lights that defines his work. Michail
Grobman is not only a visual artist; he is also a poet and writer,
but it would be wrong to reduce him to the mere exercise of a
double profession. True, he likes to stay at home to paint and
write, but also to devote himself to other activities. Grobman is
a scholar fascinated by Russian and Jewish culture, not only
researching their historical sources, but closely tracking their
current development. As a result, he has created a vast and
ever-growing library, whose archives are now without equal
and constitute a source of learning indispensable to other
researchers, who visit it from all over the world.

Besides this, Grobman has gathered an art collection
which combines works of the historical Russian avant-garde
with those of artists of his generation, above all the Moscovite
avant-garde of the sixties. Formed while he was still in Rus-
sia, this collection of historicaland contemporary work has a
breadth, depth and quality which are quite remarkable; it was
the subject of an exhibition | organised at the Museum of Art in
Tel Aviv in 1988 under the title ,Avant-Garde Revolution Avant-
Garde"”. The selection covered 110 artists and bore witness to
a profound knowledge of Russian art. impeccable taste and a
keen sense of the historical weight of the works. Grobman’s
activities as librarian, archivist and collector are without doubt
intimately linked to those of the painter and writer; they are
to the latter like a feeding-ground, an indispensable, even
inseparable, complement. Grobman, beyond all this is also
a man for whom all activity has a social dimension and, in
this sense, each book acquired, each document added, each
new work in his collection are part of a social project of which

-the aims have been clearly marked out. To achieve these aims

he will be by turns commentator, journalist, editor, exhi-bi-
tion organiser and authdr of manifestos. Grobman leaves
no doubt: he seeks to convince, he does not set to keep his
convictions to himself. He creates and articipates in study
groups on cultural or political problems. He organises artist:
to take joint action. It may be said that his own action is exces-
sive, but also that by bringing together all the facets of activity it
justifies them. Grobman does not randomise his activities: one
does not take place to the detriment of another, and toget they
form a whole that mav be called the Grobmanian project. To act
means, of course, to take risks, which Grobman does with a kind
of provocative joy: he is an accomplished, sometimes formidable
polemicist. He loves paradox, the extremist argument, and his
listeners are overwhelmed by his gospel rather than subscribing
to his ideas. He has never sought to please or to swim with the
tide: most of the time he has been at odds with established power,
a position that suits him well, since it enables him to act, to take
the initiative, to attack all that is conventional. But he never allows
himself to be pushed to the margins; he is always at the centre of
things, a fighter with nothing of the rebel, an accomplished strate-
gist, a lucid, critical and independent spirit fiercely committed to



the promotion of his ideas. Grobman is endowed with a long-
term capacity for resistance, is able to await his hour with great
patience. After 40 years it seems that his time is come: at last he
is recognised, even accepted, invited to take part in the debate,
perhaps not yet truly understood, always feared because unpre-
dictable and ready to spoil the sport.

When Grobman came to art in the late fifties, the Russian
historical avant-garde, reduced to silence for 30 years and absent
from the museum picture rails, survived only in the memory of a
small number of artists and intellectuals. On the other hand, the
official art installed by the Soviet regime had, in the new post-
Stalinist age, lost its underlying motivation and was withering
into an outdated academism. For a young artist like Grobman,
therefore, it was a time to examine basic premises and try a new
beginning. Was it possible to link back to a tradition which had
played a decisive role in the definition of modern art (Kandinsky,
Malevich, Tallin)? Could three decades of socialist realism be
ignored? How to connect with Western contemporary art? Every
artist of the period tried to answer these questions in their own way,
or rather to overstep the questions to propose models to create a
new, nonconformist art. To judge the successes and failures of the
time it is necessary to understand the immensity of the task facing
the artists. It was a matter of defining a new cultural identity within
the Russian context, to rediscover an historical memory, enriched
by all the experience of the past without, however, seeking to pick
up the argument where it had been broken off. It was to be the
beginning of a prolonged process which is far from complete, and
the stages of which cannot be forced. The history of Russian art
is full of lessons on the matter: the westernisation of Russian art
was accelerated from the second half of the nineteenth century
onwards. At the beginning of the twentieth century, Russian art
was oscillating between Western avant-garde and a return to
popular sources and orthodox tradition. In any event, it was an
art moving in line with an historical development. Grobman rea
lised that the answer to the three questions mentioned earlier was
going to be complex. Certainly, it would be necessary to renew
the link with the Russian avant-garde, but without copying it.
From Malevich he was to retain the metaphysical dimension of art,
which had to be reintroduced into painting by new means. From

Larionov he would keep the enrichment through popular sources,
a kind of reservoir of the imaginary. And Chagall showed him that
attachment to a living cultural identity did not deprive art of its
universality. As for how to deal with Soviet painting, Grobman was
to be a pioneer of the tendency that showed that by dismantling
its mechanism, both pictorial and ideological, it could be stored
safely away in the dusty pigeon holes of history. Contem- por-
ary Westernpainting, for its part, deserved careful study, but just
as, after a brief cubo-futurist interlude, the Russian avant-garde
had been able to develop original propositions like Rayonnism,
Suprematism and Constructivism, so the artists of the new age
needed to discover new paths to follow, to correspond to the genius
of their own cultural identity. It was in this way that Grobman was
to forge the new tools necessary to create an artistic language
according with his own personality and with what he felt to be his
Russian and Jewish identity. To give form to a new spirituality in
art, he invented a visual vocabulary laden with symbolic content
and introduced writing into his imagery to create an oeuvre that
he would himself define as ,magic symbolism“. From that moment
the road was marked out, with art redefined as a transcendental
phenomenon whose purpose was to transmit a message. The
message was to be conceptualised in a new system of values
through a coded symbolic language with a universal decoder.
Within this framework Grobman was able to develop his art in
many diverse directions and using constantly changing means.
He was to tackle the great Tsarist and Soviet myths, ferociously
demolishing them in collages and paintings from 1964 onwards,
returning to the same themes in the nineties. Grobman is above all
concerned to return its soul to a society that had lost its deep sense
of identity. He rediscovers the great themes of life and death, but
also the desire to inspire the dream and to reveal beauty.

Like many Russian artists, Grobman was to leave Russia,
but to become neither nomad nor exile. He settled at the other pole
around which his life and art revolved. There was no trauma, since
he was in his other home, and thenceforth assumed his double
identity in an environment where Russian culture had a special
place. He found himself facing an artistic scene where all eyes were
turned to America and where there was almost total ignorance of
recent developments in Russia. Grobman’s art seemed adjusted



to a different clock. He did not fit with the different Western criteria
and was therefor in danger of marginalisation. He reacted with
the creation of the ,Leviathan group, which presented itself to
the public for the first time in 1978. Grobman's symbolic language
was projected into space and inscribed into the landscape; his
spectator-less performances will defy oblivion with the help of
photography. He was back at the heart of the debate, faithful to his
vocabulary and to his message and expressing himself with ease
through the medium of contemporary art. From that moment he
was to participate actively in artistic life in Israel and his works
were exhibited in important exhibitions and in the museums. His
thematic repertoire broadened to include varied treatments of the
visual and political reality of Israel. But Russia and the Jewish
tradition continued to have their place in his work, as they did
with Chagall and Kabakov, a friend from his years in Moscow.
Sometimes his pictures are simply painted texts, often text and
image carry equal weight in the picture; more rarely the imagea
lone is entrusted with the message. Over the years his paintings
have become larger, sometimes with vast plains of vibrant colours;
more recently, the brush-strokes show a spontaneous, even
“expressive, tendency, creating surfaces of great liveliness. From
time to time large collages appear, renewals of the genre showing
great originality. More and more, the work of Grobman is seen as
ajournal of his mental life, and in it are found all the contradictions
and meanderings of an intense existence preoccupied by the
infinite complexity of reality. Grobman’s art continues to defy
categorisation, for the simple reason that the artist has always
refused to be imprisoned by such constraints. His art responds
with rigour and constancy to the panoply of the phenomena of
contemporary life, and in this it reflects the agitation of the age.
In it we find scepticism and irony, but also faith and love, the loss
of illusions and Utopian dreams, sarcastic commentary on human
folly, tenderness for nature, philosophic reflection or, perhaps,
just the memory of a friend. From image to image, the intimate
journal of the artist reveals to us our own existence, with all that is
fluid and irremediable in it. With the passage of time, Grobman’s
work follows its chosen path, ever changing, ever faithful to itself.

Selected group exhibitions

1962 — "Young Artists", Udarnik Cinema, Moscow

1963 — Dostoevsky Museum, Moscow

1964 — Patent Institute, Moscow

1965 — Artist's House, Moscow — "Artists from Moscow", Trade
Union Club, Usti-nad-Orlicy, Czechoslovakia

1968 — "The New Moscow School", Museum of Art, Ostrov-nad-
Ozhy, Czechoslovakia (cat.)

1969 — "The New Moscow School", Pananti Gallery, Florence, Bar
Gallery, Stuttgart; Interior Gallery, Frankfurt "The Russian
Avant-garde Today", Gmurzynska Gallery, Cologne (cat.)

1970 — "New Trends in Moscow", Museum of Art, Lugano (cat.)

1973 - "Modern Russian Art: Avantgarde Drawings", Ostwall Mu-
seum, Dortmund (cat.)

1975 - "Progressive Trends in Moscow, "1970-1975", Museum of
Art, Bochum, Germany (cat.)

1978 — "Leviathan Group", Belt Uri and Rami Nechushtan Museum,
Ashdot Yaacov (cat.) "New Art from the Soviet Union", Pratt
Institute Gallery, New York (leaflet)

1979 — "Leviathan Group", Artist's House, Jerusalem (cat.), "20
Years of Independent Art in the Soviet Union", Gallery of St.
Mary's College, Maryland (leaflet)

1980 — "East European Art in the 20th Century"”, Museum of Art,

Bochum, Germany (cat.)

1981 — "Leviathan Group", Jerusalem Theatre (cat.) "Russian Sa-
myzhdat Art, 1960-1982", Franklin Furance Gallery, New
York; Chapaque Library Gallery, Washington, D.C. (leaflet)

1984 — "Transformations", University Gallery, Tel Aviv University
(cat. text: Mordechal Omer)

1987 — "Art Works Done in Groups", K-18, Kassel (cat.) "Retrospec-
tion", Hermitage Garden Hall, Moscow

1988 — "Avant-garde — Revolution — Avant-garde", Tel Aviv Museum
(cat. texts: Marc Scheps, Peter Spielmann) "Upon One of
the Mountains: Jerusalem in Israeli Art", The Genia Sch-
reiber University Art Gallery, Tel Aviv University (cat. text:
Mordechal Omer)

1989 - "Wortlaut", K. Schopenhauer Gallery, Cologne (cat.) "The
Russian Avant-garde in the Early 20th Century”, University
Gallery, Ben Gurion University, Beer Sheva (cat. text: Haim
Finkelshtein) "Abattoir '89", Marseilles (cat.)

1990 - "Different Art", Tretjakov 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 (cat. text: Avram Kampf)

1991 — "The Return to Painting in Israeli Printmaking", The Genia
Schreiber, University Art Gallery, Tel Aviv University "Text-
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Image", Janco-Dada Museum, Ein Hod (cat. text: Sara
Hackert)

1993 — "Understandable Art", The Museum of Israeli Art, Ramat
Gan (cat. texts: Miriam Tovia-Boneh, Evgeni Steiner) "From
Malevitch to Kabakov: Russian Avant-garde in the 20th Cen-
tury”, Museum Ludwig, Cologne (cat. texts: Marc Scheps,
Evelyn Weiss, Noemi Smolik, Stephan Diederich, Barbara
M.Thiemann, Gerard A. Goodrow)

1994 — "The Printer's Imprint", The Israel Museum, Jerusalem (cat.
texts: Meira Perry-Lehmann, Arik Kilemnik) "Anxiety", The
Museum of Israeli Art, Ramat Gan (cat. text: Miriam Tovia-
Boneh) "Europe Europe: The Century of the — Avant-garde
in Central and Eastern Europe", Kunsthalle, Bonn (cat.
texts: Pontus Hulten, Karl Ruhrberg, Richard Stanislavsky,
Cristoph Brockhaus, Norman Davies, Sergel Avawerinzew,
Cristophe Pomian)

1995 — "Unser Jahrhundert", Museum Ludwig, Cologne (cat. text:
Marc Scheps, Barbara M. Thiemann, Stephanie M. Bau-
mann, Jens Bove, Gerard Goodrow, Martin Spantig)

1996 — "Ketav: Flesh and Word in Israeli Art", Ackland Museum,
North Carolina (cat. texts: Jerry Bolas, Gideon Ofrat, Mi-
chael Sgan-Cohen)

1996 — Nonconformists: The Second Russian Avant-garde, from the
Bargera Collection", Russian National Museum,

1997 — St. Petersburg; Tretjakov National Gallery, Moscow; State
Gallery, Frankfurt; Quadrat (J. Albers Museum Bottrop, Ger-
many; Kunsthalle, Leverkusen, Germany (cat. texts: Hans
Peter Rose, Yevegni Barabanov, Alexander Borovski)

1998 — The Boundaries of Language, Tel Aviv Museum of Art Tikkun.
"Aspects of Israeli Art of the 70s", The Genia Schreiber Univer-
sity Art Gallery, Tel Aviv University (cat. text: Mordehaj Omer)

1998 — "Non conformists" — the Second Russian Avangarde, The
State Smara Art Museum.

1999 - "Russian post-war avant-garde", The Trajsman Collection
in the State Russian Museum, St. Petersburg Tretjakov Na-
tional Gallery, Moscow (cat. text: Yevgenij Barabanov, John
Bolt, Karl Eimermacher, Alexander Borovsky)

1999 — "Russian Avant-garde after the war" — The state Russian
museum, St. Petrburg, State Tritikov Gallery, Moscow.

1999 - "Books of artists” — The State Fine art Museum (Pushkin),
Moscow.

2000 — "Moscow underground and Halupetsky" Zmichlaclina Gal-
lery, Prague.

2000 — Un official Art in CCCP — Palazzo Forti, Verona.

2000 — "Non conformists 1955-1988" Markishes Museum, vitten
Germany.

2001 - "Wedding" — Beit Hagefen, Haifa.

Selected collections:

Center Pompidou, Paris

Tel Aviv Museum of Art

Bochum Tretjakov Museum

Moscow Tiumen Regional Museum

Russia Museum am Ostwall

Dortmund Museum of Modern Art

Utrecht Pushkin Museum of Fine Art Moscow
Museum Ludwig, Cologne

Selected personal exhibitions

1959 — Mukhina Art Institute, Leningrad

1965 — Artist’s House, Moscow — Energy Institute, Moscow — History
Institute, Moscow — Usti-nad-Orlicy Theatre, Czechoslovakia
(leaflet text: Dushan Konetchni)

1966 — Mos-Ing-Projekt, Moscow

1971 — Tel Aviv Museum of Art (cat. text:Haim Gamzu)

1972 — Nora Gallery, Jerusalem

1973 — Negev Museum, Beer Sheva — Beit Rami and Uri Nechush-
tan, Ashdot Yaacov (leaflet)

1977 — International Art Fair, Tel Aviv (cat.) — Spertus Museum, Chicago

1984 — Zvi Noam Gallery, Beit Levik, Tel Aviv

1985 — ,Khlebnikov 100, performance in the streets of Acre, Jeru-
salem, Tiberias and Tel Aviv

1987 — ,Messiah®, installation and perfor mance in the streets of
Jerusalem (cat.)

1988 — Art Museum, Bochum, Germany (cat. text: Peter Spielmann)

1989 — Tova Osman Gallery, Tel Aviv ,The Beautiful Sixties in Mos-
cow’, The Genia Schreiber University Art Gallery, Tel Aviv
University (with llya Kabakov; cat. text: Mordechai Omer]

1990 — Tova Osman Gallery, Tel Aviv

1995 — ,Password and Image*, University Gallery, Haifa University

1998 — ,Picture = Symbol + Concept*, Herzliya Museum of Art,
Herzliya

1999 — Michail Grobman — Works 1960-1998 — Russian State Mu-
seum, St. Peterburg

1999 — Michail Grobman — Works on paper — ,Other Gallery* Tel-Aviv.

2002 — Michail Grobman — The last Skys — Pavilion ,Zvieta Zuzuris®,
Belgrad.
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Biography:

1939 - Born in Moscow

1960s — Active member of The Second Russian
Avantgarde

1967 — Member of the Moscow Painters Association

1971 — Immigrated to Israel and settled in Jerusalem

1975 — Founded the Leviathan group and art periodical
(in Russian) Since

1983 — Lives and works in Tel Aviv
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