


















M I C H A I L  G R O B M A N  

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 sym- 
bolic 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, fero- 
ciously demolishing them in collages and pain- 
tings 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 spe- 
cial 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 lan- 
guage was projected into space and inscribed 
into the landscape; his spectator-less perfor- 
mances will defy oblivion with the help of pho- 
tography. 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 broa- 
dened 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- 

,Inn TOTO, '4~06bl CO3flaTb nPOM3BeAeHMe 
MCKyCCTBa, KOTOpOe OH CaM OnpenenMT KaK 
" M a r M ' 4 e ~ ~ ~ i  CMMBO~M~M" .  C 3TOr0 MOMeHTa 
nyTb nponoxetl, MCKYCCTBO onpeneneHo KaK 
TpaHCueHAeHTanbHOe RBneHMe, 3aJJaqa 
KoToporo - nepenara nocnaHMn. 

n0cnaHMe flOnXH0 6b l~b  KOHueflTyanM- 
~ M P O B ~ H O B H O B O ~ C M C T ~ M € ? ~ ~ H H O C T ~ ~  '4epe3 
C M M B O ~ M C ~ ~ C K M ~  ~ ~ W M @ P O B ~ H H ~ I ~  R3blK, MMe- 
IOUeMy y ~ ~ ~ e p c a n b ~ b l f i  AeKODep. T ~ K M ~  
PaMKM n03BOnMnM rp06MaHy pa3BepHyTb 
C B O ~  MCKYCCTBO B CaMblX pa3nMCIHblX HaflpaB- 
neHMRX M BCerna O ~ H O B ~ ~ H H ~ I M M  npMeMaMM. 
EMY H ~ O ~ X O ~ ~ M M O  6bln0 nPOTMBOCTORTb BenM- 
KMM UaPMCTCKMM M COBeTCKMM MM@~M,  HeMC- 
TOBO pa3flOXMTb MX B KOnnaXaX M KapTMHaX, 
Ha'4MHaR C 1964 rOAa, M BO3BpaUaRCb K 3 ~ 0 h  
TeMe BnnoTb no 90 ronoe. npexne scero, 
rp06Ma~a 3aHMMaeT OnyXOTBOpeHMe 06- 
WecTea, y-rpa-rmwero ceoe r n y 6 ~ ~ ~ o e  carvlo- 
C O ~ H ~ H M ~ .  OH B H O B ~  0 6 p a ~ a e - r ~ ~  K O ~ P O M -  
HblM TeMaM X M 3 H M  M CMePTM, 0 6 p e ~ a e ~  BOnD 
YBOflMTb B MeVTbl, flOKa3blBaTb KPaCOTY. 

n o ~ o 6 ~ o  MHOrMM PYCCKMM XYnOXHMKaM 
rp06MaH ROKMHeT P O C C M ~ ~ ,  HO nyTb er0 He 
CTaHeT flyTeM KO'4eBHMKa MnM M3THaHHMKa, 
OH 3aKpeflMTCR Ha ,QpyrOM nOntoCe, BOKPYr 
KOTOpOrO CTaHeT BpaUaTbCR er0 XM3Hb M €?TO 

TBOP'4eCTBO. He 6 y ~ e ~  paapblea, 1460 o6pe- 
TeH flpyr0i ROM, M MMeHHO B 3TOM AOMe OH 

Tenepb xMeeT, o c o 3 ~ a s a ~  ceoto ABO~HYKI 
npMHa~neXHOCTb, B OKPYXeHMM, me PyCCKaR 
KynbTypa Ha npMBMnerMp0BaHHOM nOnOXe- 
HMM. OH CTanKMBaeTCR C X Y , Q O X ~ C T B ~ H H O ~  

c ~ ~ H o G ,  B3rnRAbl K O T O P O ~  06paUeHbl K 

A M ~ ~ M K ~ ,  M rue npaKTM'4eCKM HM'4erO He 
3HalOT 0 nOCneflHMX nOBOpOTaX pa3BMTMR 
MCKyCCTBa B POCCMM. TBOPC~~CTBO r p 0 6 ~ a ~ a  
KaXeTCR HaCTPOeHHblM no APYrMM qaCaM, 
OH0 He COOTBeTCTBYeT pa3flMCIHblM KPMTe- 
PMRM 3aflaAHOrO MCKyCCTBa M PMCKYeT OKa- 
3aTbCR MaPrMHanbHblM. rp06MaH CpearMpy- 
eT Ha  TO M c o 3 ~ a e ~  rpynny " J l e ~ ~ a @ a ~ " ,  
KOTOPaR nep~blh pa3 flpeACTaHeT flepen 
n y 6 n ~ ~ o i  B 1978 r0ay. C W M B O ~ M ~ ~ C K M ~  R3blK 

r p 0 6 ~ a ~ a  6 y a e ~  CnPOeuMpOBaH B flpOCTpaH- 
CTBO M BnMcaH B nei3ax, a ero n e p @ o p ~ a ~ -  
C ~ I  683 s p ~ ~ e n e i  npeoaoneto-r 3 a 6 s e ~ ~ e  
6naronap~ @0~0rpa@MM. rp06MaH BepHynCR 
B cepnue cnopa, s e p ~ b l i  ceoenny cnoBapto M 
CBOeMy nOCnaHMF0, M CMOr YMenO Bblpa3MTb 
c e 6 ~  CpenCTBaMM COBpeMeHHOrO MCKyCCTBa. 
C 3TOr0 MOMeHTa rp06Ma~ HaVHeT flPMHM- 
MaTb aKTMBHOe Y'4aCTMe B X ~ ~ ~ O X ~ C T B ~ H H O ~  

XMBHM 1/13pa~n~, ero n p o ~ 3 ~ e ~ e ~ ~ ~  6 y ~ y ~  
BblCTaBnRTbCR B MY3eRX M BO BpeMR BaXHblX 
M ~ P O ~ ~ P M R T M ~ .  Ero TeMaTMKa PaCWMpReTCR, a 
3pMTenbHaR M n0nMTMqeCKaR PeanbHOCTb 
1/13paMnR PaCCMaTpMBaeTCR Ha pa3nM.IHblX 
YPOBHRX. O A H ~ K O  POCCMR M eepeic~an Tpa- 
AMuMR np0flOnXatoT nPMCYTCTB0BaTb B erO 
TBOpreCTBe, KaK 3T0 6bln0 Y UJarana MnM 
eUe y Ka6a~oea, ero Apyra c MOCKOBCKO~ 

nopbl. 1/1~0rfla KaPTMHbl CBOARTCR K ~ 3 0 6 -  
PaXeHHblM TeKCTaM, 'iaCT0 TeKCT M ~ 3 0 6 -  



"Avant-garde - Revolution -Avant-garden " A s a ~ r a p ~ (  - peeonmqnH - a e a ~ r a p ~ "  
Tel Aviv Museum, November 7 ,  1988 T~~~-ABMBcKII~~ XYA. ~yse f i ,  7 ~ 0 ~ 6 p f i  1988 r. 

from right: Michail Grobman, Zlatochka Grobman, cnpaBa: M ~ x a ~ n  rp06MaH, 3 n a ~ o q ~ a  ~ P O ~ M ~ H ,  
Marc Scheps, Schlapo Lahat  map^ LUenc, LUnano n a x a ~  
Photo: Archive M. Grobman ~ O T O :  APXMB M. r p o 6 ~ a ~ a  

lone is entrusted with the message. Over the 
years his paintings have become larger, some- 
times with vast plains of vibrant colours; more 
recently, the brush-strokes show a sponta- 
neous, 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 a journal of his 
mental life, and in it are found all the contra- 
dictions and meanderings of an intense exi- 
stence 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 pheno- 
mena of contemporary life, and in this it reflec- 
ts the agitation of the age. In it we find scepti- 
cism 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 irre- 
mediable in it. With the passage of time, 
Grobman's work follows its chosen path, ever 
changing, ever faithful to itself. 

PaXeHMe BblCTyflaIOT B KaPTMHe Ha PaBHblX, 
PeXe TombKO ORHO ~ 3 0 6 p a ~ e ~ M e  HeCeT B 
cede nOCnaHMe. C rOAaMM er0 KaPTMHbl 
CTanM bonbwe, MHOrAa C npOCTpaHCTBaMM B 

B M ~ P M P Y W ~ M X  KpaCKaX, COBCeM HeAaBHO 
Ma30K KMCTM CTan CnOHTaHHblM, OaXe ' 
3KflpeCCMBHblM, COSnaWuMM O W H b  OXMB- 
AeHHble fl0nOTHa. B ~ ~ M R  OT BpeMeHM nepen 
HaMM flp€?flCTaH)T 6onblu~e KOnJlaXM, 0 6 ~ 0 -  
BJlRtOuMe XaHP B O P M ~ M H ~ ~ ~ H O ~  MaHepe. 
Bce donblue M 60nbwe r p 0 6 ~ a H  3aAyMblBa- 
eT CBOe TBOPqeCTBO KaK nHeBHMK CBO& 
MblCnM, rfle MOXHO H ~ R T M  BCe flpOTMBOPe'4MR 
M M3nYqMHbl H ~ ~ ~ R X ~ H H O ~  XMSHM, 03a609e~- 
HOR B C ~ G  CnOXHOCTbK) PaenbHOCTM. TBOP- 
qeCTB0 rp06~aHa npO~OnXaeT YKnO-HRTbCR 
OT M3BeCTHblX ~a~er0pMf i  no  TO^ ~ ~ O C T O ~  
npMwHe, C~TO X Y ~ O X H M K  Bcerna O T K ~ ~ ~ I B ~ ~ C R  

naTb sanepe~b c e 6 ~  B R ~ M K M  new.  Ero 
MCKYCCTBO TOqHO M HeM3MeHHO OTBeYaeT 
cnneTeHMm ~ a u e i i  anoxM. M ~ I  HaxonMM B 
HeM CKenTMuM3M M MPOHMH), HO TaKXe M BePY, 
M n ~ ) 6 o ~ b ,  M e u e  yTpaTy ~ n n m 3 ~ R  M y ~ o n ~ R ,  
c a p ~ a a ~  no oTtiowetiMto K q e n o ~ e q e c ~ o i  rny- 
nOCTM, HeXHOCTb K nPMPOAe, @ M ~ O C O @ C K M ~  
pa3MblWneHMR M APYXeCKMe BOCflOMMHaHMR. 
OT o6pasa K o6paay M H T M M H ~ I ~  nHeBHMK 
XYnOXHMKa CTaHOBMTCR BCe 60nblu~M OTKPO- 
BeHMeM HaWefi 3nOXM M HaWerO C O ~ C T B ~ H H O -  
r0 CyueCTBOBaHMR CO BCeM, qTO eCTb B H ~ G  
HeynOBMMOrO M 6e3~03Bpa~~0 r0 .  1/1#e~ 
BpeMR, M TBOPWCTBO rp06~aHa npOflOnXaeT 
BBMxeHMe no Bcerna HOBOR, Bcerna BepHoi 
cede TpaeKTOpMM. 



LOLA KANTOR-KAZOVSKY 
FROM LEVIATHAN TO LEVITAN: 
MlCHAlL GROBMAN WITHIN THE 
CONTEXT OF RUSSIAN CONCEPTUA- 
LISM'S METAMORPHOSES 

The usual character of canvases and goua- 
ches 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 sur- 
prise. The artist defines this character as a nit- 
wit" - whose statements, such as "Let the flo- 
wer be!", 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 sim- 
pleton, 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 cha- 
racter shares his sensations with us candidly: 
"I know this harmful sign,/ The pain under the 
shoulderbladel When you cannot move your 
arm/ And it is difficult to breathe1 And you start 
thinking1 Of the transient nature of human 
beings1 And all your optimistic ideas1 Sink into 
a terrible abyss/ And all your gains1 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 hard- 
ly be called silly. Yet something still elicits this 
odd disturbing sensation, and this something 
is the very phenomenon of speech represen- 
ted 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-free- 
dom 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 expe- 
rience 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. 

JlEJlFl KAHTOP-KA30BCKl-l 
OT JlEBMAaAHA K JlEBVITAHY: 
MMXAVlJl rP06MAH B KOHTEKCTE 
METAMOPa03 PYCCKOrO KOHUEn- 
TYAJlM3MA 

~ O C T O R H H ~ I R  nepcoHam KapTMH M ryaweR 
M ~ x a ~ n a  r p o 6 ~ a ~ a  nocnewero nepnona - 
POXa C AnMHHblM HOCOM, HM3KO HaBMCLUMM, 
HanpRXeHHO " ~ Y M ~ D ~ M M "  n 6 0 ~  M PTOM, 
nPMOTKPblTblM OT YnMBJleHMR - 3T0, no Tep- 
MMHOnOrMM CaMOrO XYflOXHMKa, ")JypaKf'. OH 
rOBOpMT: "He TpOXb UBeTOK. He y 6 ~ ~ a R ~ e  
KOU~~K" .  OH MHOrO VerO rOBOpMT, M B 3TOM, B 
CYUHOCTM, HeT HM'ierO rnyflOr0. ~ ~ O C T O  er0 
perb -  TO peqb AypaKa: OH He s ~ a e ~  
HacToRuero cnocoda BblpaxeHMR CBOMX 
MfleO, Bb16MpaR He Te 060p0~bl M He Te 
06beK~bl pe'-iM. HYXHO flPM3HaTbCR, qTO 

n0CKOnbKy TaKOrO cnocoda, no CYTM, He 
3 ~ a e ~  HMKTO, nto6a~ renoBerecKaR perb, c 
0npe~eneHH0h fl03MuMM, RBnReTCR "perbt0 
gypa~a". 

MM, ~ T M M  nepcoHaxeM, K O T O P ~ I ~ ,  no onpe- 
AeneHMIO, CTaHOBMTCR ' " ~ ~ ~ o B ~ K o M  ~006ue" ,  
MnM BTOPblM aBTOPCKMM "fl", HiWIMCaHbl, I70 
cyuecTsy, M CTMXM M~xawna r p o 6 ~ a ~ a .  B 
HMX nOBeCTByeTCR 0 XM3HM B 3eMne 06e~0- 
B ~ H H O ~ ,  0 B O ~ H ~ ,  n t o 6 ~ ~ ,  n033MM M CMePTM; 
 TOT nepCOHaX OTKpOBeHHO aenMTCR CBOMMM 

OuYueHMRMM: "H 3HaI0, 3T0  B P ~ J J H ~ I R  3HaK \ 
K o r ~ a  6 0 n ~ ~  B CnMHe nonaTKa \ P y ~ a  
fl0AbeMneTCR C TPYAOM \ M BO3AYX BXOnMT B 

rpygb HernanKo (...) M BOT Torna PORRTCR 
MblCnM \ 0 B ~ C ~ H O ~  ~ ~ ~ H H O C T M  nto$Jei \ Korna 
CpenM OflTMMMCTMqeCKMX MfleR \ Bnpyr pas- 
~ e p 3 a e ~ c ~  y x a c ~ o h  nacw 6e3n~a  \ M Bce 
HaXMTOe rOflaMM \ CT~HOBMTCR TaK 6ecno- 
n e a ~ o  \ M renoBeK - BeHeu npnnonbl\ TepRe~ 
Bce CBOM noxoflb~." 

nepeF la~ae~b~e sgecb qyecTBa He non- 
nenbHbl. Po~jJalouMecR M 3  HMX MblCnM Tome 
He Ha30Belllb rnyflblMM MnM HeYMeCTHblMM. 
C ~ p a ~ ~ o e  TpeBoxauee ouyueHwe nopox- 
flaeTCR APYrMM: CaMMM @ ~ K T O M  PerM, np€?g- 
CTaBneHHblM B 3TOM TeKCTe KaK 0c06oro 
POfla @ ~ H O M ~ H .  1/1 B CaMOM flene:  flyp pa^" - 
'4enOBeK He flnoxofi, HO fleMOHCTPMPYeT HaM 
HarnRwo,  TO MHP p e w  -  TO MMP ~ ~ B M C M -  
MOCTM. HMKaKaR BHeluHRR ~ e c ~ o 6 o n a  He Cpa- 
BHMTCR C T O T ~ ~ ~ H O ~  H B C B O ~ O J J O ~  OT R3blKa, B 

KOTO~OM OaeHo, sanonro ao Haluero nomne- 
HMR, Bce yxe cnoxmnocb, B KOTOPOM oTne- 
'iaTKM KOnneKTMBHOrO OflblTa M KOnneKTMBHO- 
r0 HaCMnMR rOBOPRT C nOMOubt0 C Y ~ L ~ K T ~ ,  
crMTatouero, c l~o  TO OH nonb3ye~c~ perbto. 
Ha CaMOM Xe Aerie B aKTe rOBOpeHMR OH M 
nonBepraeTcR HacMnMlo, M paBHonpaBHo 
YraCTByeT B HeM. 

 TOT HblHe YXe X ~ ~ C T O M ~ T M ~ H ~ I ~ ~  @ ~ K T ,  

OnHa M 3  CaMblX O ~ ~ M X  Mneh COBpeMeHHOrO 
MCKyCCTBa, 6bln no-CBOeMy OTKPblT, flepeXMT 
M T P ~ H C C ~ ) O P M M P O B ~ H  B XY~OXeCTBeHHYto 
CTpaTerMto B MOCKOBCKOM KOHUeflTyanM3Me B 



This well-known fact, which is one of the 
fundamental ideas of modern art, was disco- 
vered, reconsidered and transformed into arti- 
stic 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 noti- 
on of this artistic trend helps us understand 
Grobman's recent works which are, in fact, 
multi-layered structures retaining the "memo- 
ry" of their previous transformations. 

The trend subsequently called Conceptua- 
lism was, to my mind, a unique 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 perspec- 
tive and with certain generalization - as the 
aspiration for realism (of course, if we treat this 
notion existentialistically, i.e. as the aspiration 
to establish contact with reality, while revolting 
against its total falsification; in this very sense 
Malevich called his system "new pictorial rea- 
lism"). 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. Fur- 
thermore, the specific milieu which was cha- 
racterized by an overabundance 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, resulted in 
a paradoxical inference: the direct correlation 
between the artist and reality and the direct 
vision of reality are not possible. It was appre- 
hended that when initially comprehending the 
universe, a person submits himself unwittingly 
to a certain ready-made mode of its descripti- 
on (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 pre- 
senting the object of attention and depiction 
for a realistic artist. Outside such a world, rea- 
lity itself still remains invisible and impercep- 
tible. 

KoHue 1960-x - Havane 70-x ronoe - 
TereHMM, MnM XyflOXeCTBeHHOM MMPOCIYBCT- 
BMe, c KOTOP~IM c caMoro Havana 6blno 
C B R ~ ~ H O  MCKYCTBO M ~ x a ~ n a  r p o 6 ~ a ~ a .  
~ O ~ T O M Y  06qee npencTaBneHMe 06   TOM 
KYnbTYPHOM @ a ~ ~ e  R e o 6 x o n ~ ~ o  nJ lR TOrO, 
'4~06bl ROHFITb, ClTO CTOMT 38 donee nO3RHMMM 
pa60~aMM r p 0 6 ~ a ~ a ,  KOTOpble, no CYTM, 
npenCTaBnRloT co6oR M H O ~ O C ~ O ~ ? H ~ I ~  TeKCT, 
C O X ~ ~ H R O ~ M ~ ~  "naMR~b" 0 npeflblAyqMX 
TP~HC@OPM~QMRX.  

CpejJM ApyrMX H ~ O @ M ~ M ~ ~ ~ H ~ I X  XynO- 
XeCTBeHHblX T ~ C ~ ~ H M R  POCMM Tor0 BpeMeHM 
HanpasneHMe, HaseaHHoe BnocnencTBMM 
KOHuenTyanM3MOM, 6blno YHMKanbHblM. OHO 
He Bblno B T O P M ~ H ~ I M  nepexMsaHMeM Toro, 
 TO yxe  AaeHo cocToRnocb Ha 3anane MnM B 
C O ~ C T B ~ H H O ~ ~  MCTOPMM, He 6bln0 M ~ ~ ~ C T B O M  B 

XyflOXeCTBeHHyK) 3KCOTMKY M 3  HeHaBMCTHOrO 
MMpa HacMnMn. 3necb B H O B ~  Haqynbleanacb 
KOrAa-TO YTePRHHaR EiYTeHTMqHaR npo6ne~a-  
TMKa PYCCKOrO MCKYCCTBa, KOTOPYKI - KaK HM 

CMeWHO - B C M H O ~ T M % C K O ~ ~  nepCneKTMBe M 
npM M3BeCTHOM 0 6 0 6 q a t o q e ~  YCMnMM 
MOXHO OnpenenMTb KaK cTpeMneHMe K pea- 
~MBMY.  MOXHO p a 3 y ~ e e ~ c ~ ,  npM ycnoewt, 
qTO 3TOT TePMMH ~ Y A ~ T  TpaKTOBaTbCR 3K3M- 
CTeHuManbHO - KaK CTpeMneHMe YCTaHOBMTb 
KOHTaKT C PeanbHOCTbK) npM OU(Y~eHMM ee 
T O T ~ ~ ~ H O R  @anbcM@M~a~MM; MMeHHO B 3TOM 
CMblCne M ManeB~C1 Ha3blBan CBOK) CMCTeMY 
"HOB~IM XMBOnMCHblM peanM3~0~" .  T O ~ ~ K O  B 

coeeTcKMe 60-e ronbl AnR cepbes~oro ocy- 
UeCTBneHMR 3 ~ 0 i  YCTaHOBKM He 6bln0 HM 

T ~ ~ A M U M ~ ,  OT KOTOpblX M O X H O  6bln0 6b1 
OTTOnKHYTbCR ( B C ~  OHM 6blnM npepBaHbl MnM 
C K O M ~ ~ O M ~ T M ~ O B ~ H ~ I ) ,  HM XMBOrO @Mn0- 
CO@CKO~O R3blKa MnM C@OPMY~MPOB~HHO~O 
MMPOC03ePuaHMR. 

Lonee Toro, Tenepb  TOR ycTaHoBKe npen- 
CTORnO OnpenenMTb M OCYueCTBMTb c e 6 ~  B 

c n e u ~ @ k i q e c ~ ~ x  ycnosbmx, ~ a ~ 6 o n e e  3 a ~ e ~ -  
HblM Ka'ieCTBOM KOTOPblX 6bln0 nepenpOM3- 
BOflCTBO p a 3 ~ 0 0 6 p a 3 ~ b l ~  @OPM XYflOXeCT- 
BeHHoro p e a n ~ ~ a ,  0 6 ~ a p y x ~ ~ w e r o  CBOKI 

MCKYCCTBeHHOCTb M PMTOPMqHOCTb, npeBpa- 
UeHHOrO B CMCTeMY CMMBOnOB, M ~ T ~ @ O P M ~ M -  
p y t o q ~ x  couManbHoe HacMnMe. 



Thus, by virtue of one and the same con- 
templation, 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 Grobman 
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 experi- 
encing the dictatorship of language. (In the art 
of other conceptualists, e.g. I. Kabakov, this 
subject -the owner and name-giver of consu- 
mer goods, the compiler of texts and invento- 
ries - 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 sen- 
sations, but through ready-made false sign 
constructions that are imposed by the aggres- 
sive environment was equipollent to the reve- 
lation of an "incognizable" world existing 
beyond this dubious picture, and the metaphy- 
sical connotations of such a world were impli- 
cated, though not specified. 

These metaphysical and realistic constitu- 
ents in the philosophy of Moscow Concep- 
tualism were indivisible and interdependent. 
Discovering the smallest and most typical 
details 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 disco- 
vering "the incognizable", and that had the 
effect of the metaphysical abyss yawned- 
amidst the regular course of life. A metaphysi- 
cal echo accompanied each word uttered in 
the kitchen, and being compared to this sen- 
sation of "the incognizable" in eachpoint of 
space all other previous approaches seemed 
to be just innocent Christmas ghost stories. 

During his Moscow period, Michail Grob- 
man was close to many Moscow conceptua- 
lists, though he was never like any of them. His 
spirit of inventiveness, his tactics of "repercus- 
sion 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 

T ~ K M M  06pa30~, B OAHOM M TOM Xe CO3ep- 
UaHMM 6blnM OTKPblTbl He TOnbKO R3blKOBaR 
npMpOAa BOCnPMRTMR, HO M CaM MMP 
~ e n o s ~ o e a e ~ o r o .  R ~ ~ I K  TYT x e  OnpeAenMncR 
KaK OAHa M 3  OCHOBHblX TeM PYCCKMX KOHUen- 
TyanMCTOB, n03TOMy, B WCTHOCTM, M 3  Henp 
3TOr0 Te'4eHMR BblWn0 MHOrO qMCTO TeKCTO- 
B ~ I X  o c y u e c ~ s n e ~ ~ F i :  B Hew "sapon~n~cb"  
CMMYnRTMBHble "nMca~enM", "n03~bl" ( T ~ K M ~ ,  
KaK r p 0 6 ~ a H  MnM npMr0~) M AaXe BnOC- 
JleACTBMM ORMH n e ~ e ~ ~ b l f i  a H ~ a ~ 6 n b .  C ~ M M  
Xy~OXeCTBeHHble npOM3BefieHMR HanOnHM- 
nMCb TeKCTaMM. 

~ ~ O ~ M ~ H O B C K M ~   flyp pa^" - MOXeT 6b l~b  
eAMHCTBeHHaR B CBOeM pone nOnblTKa BblTa- 
UMTRbM3TeKCTaHaPYXYMBM3yanM3MPOBaTb 

o6pa3 c y 6 b e ~ ~ a  KOHUenTyanbHOrO TeKCTa- 
BblCKa3blBaHMR - CYqeCTBa, nOABepXeHHOr0 
aMKTaType R3blKa. (B MCKYCCTBe APYrMX KOH- 
UenTyanMcToe, HanpMMep Vlnb~ K a 6 a ~ o ~ a ,  
 TOT nepcoHax - obnana~enb n ~ a s b ~ e a ~ e n b  
6bl~0Bblx nPenMeTOB, COCTaBMTenb TeKCTOB M 

CnMCKOB - OCTaBaJlCR HeBMnMMblM, M OT 
~ T O ~ O ,  MoxeT Bbl~b, e q e  donee cyrrecw- 
BHblM, TaK CKa3aTb, TOTaJlbHO nPMCYTCT- 
B Y D ~ M M ) .  

3a~nIOre~Hoe B KOH4etlTyanbHOM nOnX0- 
ne YTBepfleHMe, q T 0  PeanbHOCTb AaHa 
VenOBeKy He B OUYqeHMRX ( K O T O P ~ ~ ~  nMLUb 
KaXYTCR H ~ ~ O C P ~ ~ ~ C T B ~ H H ~ ~ M M ) ,  a B rOTOBblX 

3HaKOBblX KOHCTPYKUMRX, HaBR3aHHblX arpeC- 
CMBHOR cpenok, 6blno paBH03Ha9HblM 
0 6 ~ a p y ~ e ~ M t O  CYUeCTBOBaHMR 38 3 ~ 0 i  COM- 
H M T ~ ~ ~ H O R  PeaflbHOCTbD MHOrO MMpa, MeTa- 
@ M ~ M W C K M ~  KOHHTaUMM KOTOPOrO nOApa3y- 
MeBanMcb, X O T ~  M He YTowiRnMcb. ("Heno- 
C ~ ~ ~ ~ C T B ~ H H ~ I M "  B TO'iHOM CMblCJle Morn0 6b1 
6b l~b  KaK pa3 OUyqeHMe Tor0 MMpa, HO nona- 
CTb B Her0 MOXHO 6bln0, nMWb flOKOH'iMB C 
3eMHblM CYUeCTBOBaHMeM; PaAOCTb 3TOr0 

06pe~eHMR ce6n no CMePTM - OAHa M 3  
CKB03HblX TeM "MOCKOBCKO~O" KaBa~osa".) 

~ T M  M ~ T ~ C @ M ~ M W C K M ~  M PeanMCTM'ieCKMe 
COCTaBnRDLL(Me B @IJ~ocoC@MM MOCKOBCKOrO 

~ o ~ ~ e n ~ y a n ~ s ~ a  6 b l n ~  ~ e p a a n e n ~ ~ b ~  M 
B3aMM03aBMCMMbl. 06HapyxM~b Menb'4aR- 
wMe M x a p a ~ ~ e p ~ e k u i ~ e  ClacTMUbl 6b1~a,  
"ronok" peanbHocTM, ~ a w ~ a o L L ( e k c ~  a~ecb ,  
OT HOCKa HOrM, 3KCflOHMPOBaTb ee M npenap- 
HpOBaTb KaK MMP SHBKOB, CTORUMX B OnpeQe- 
~ ~ H H O R  06~3aTenbH0k B3aMMOCBR3M, M 6bln0 
c~pa~erklef i  O ~ H ~ P Y X ~ H M R  " H ~ ~ O ~ H O B ~ ~ M O -  



of the first artists to introduce political icono- 
graphy into the artistic context ( The 
Generallissimo, 1964). This was long before 
the times when, to quote I. Kabakov, "...the 
period of Sots-art came like a bolt out of the 
blue"', and this so called Sots-art began to 
master the social-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 poli- 
tical signs while ignoring the metaphysical per- 
spective. 

Michail Grobman and his wife lrena Vrubel-Golubkina 
in their Moscow flat June 13,1966 

Photo: Jean Mohr 

Mnxaun r p 0 6 ~ a ~  n M p e ~ a  B p y 6 e n b - T O ~ Y ~ K U H ~  
y c e 6 ~  B KOMHaTKe 13 MDHR 1966 r. 

00~0: ) t ( a ~  Mop 

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 meta- 
physical perspective and metaphysical goal of 
his art. Moreover, he would implement this 
goal by pictorial means, while other concep- 
tualists expressed their emotional experience 
by a lack of depiction, relying upon such 
means as story-telling, actions, or performan- 
ces. 

Grobman expressed the sign/metaphysical 
dichotomy of conceptualism in his own way. 
He, too, strove to emphasize the visual langu- 
age, 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 

ro", rlPOM3BOflR 3@@eK~ M ~ T ~ @ M ~ M C ~ ~ C K O ~  

6e3flHb1, pa3Bep3UIeicR IlOCPeAM HOpManb- 
HOrO TeCleHMR XM3HM. M ~ T E ~ @ M ~ M ~ ~ C K M ~ ~  OT- 
~ B Y K  conpoeoxnan nodoe c ~ a 3 a ~ ~ o e  Ha 
KyXHe CnOBO, M n0 CpaBHeHMtO C 3TMM OUY- 
UeHMeM ~PMCYTCTBMR H ~ ~ O ~ H O B ~ ~ M O ~ O  B 

Kaxfloh TOClKe npOCTpaHCTBa, BCe npyrMe, 
npexwe nonxonbl K HeMy ~ a s a n ~ c b  Hepe- 
anbHblM CBRTOClHblM paCCKa30M 0 flpMBMfle- 
HMM. 

M H X ~ M ~  rp06MaH , HaXOnaCb B C B O ~  

MOCKOBCKM~ nepMon BHYTPM MMPOC~YBCTBMR, 
nOpOnMBUIer0 KOHueflTyanM3M, He 6bln 
nOXOX HM Ha KOrO M3 TOT,QaWHMX MOCKOBCKMX 

XY,QOXHMKOB, 6ynyClM 6nM30K MHOTMM. U ~ X  
~306pe~a~enbc~Ba ,  TaKTMKa " c ~ ~ w ~ H M R  OT3- 
s y ~ a "  B pas~oro pona 3KcnepMMeHTax c pea- 
nMRMM npMBenM er0 K PRny C B O ~ O ~ ~ ~ ~ H ~ I X  
OTKP~ITM~,  nepcneKTMBa KOTOP~IX B~IRCHM- 

nacb TonbKo ~OTOM. TaK, OH o ~ a 3 a n c ~ ,  B 

ClaCTHOCTM, OflHMM M 3  nepBblX, KT0 CTan 880- 

nMTb B X Y ~ O X ~ C T B ~ H H ~ I ~ ~  KOHTeKCT nOnMTM- 
recKytO M K O H O ~ P ~ @ M K )  ( " r e ~ e p a n ~ c c ~ ~ y c " ,  
1964). 3 ~ 0  npo~3ouno aanonro no Toro, KaK, 
no cnoeann Vlnb~ Kada~oea, " n e p ~ o n  
COuManbHOTO MCKYCCTBa ... CBanMnCR KaK CHer 
Ha rono~y,"' M TaK ~Ei3bl~aeMbl~ COu-apT 
HaClan OCBaMBaTb COuManbHO-flOnMTMCleCKYtO 

3HaKOBYtO PeanbHOCTb.  TO nORBneHMe COu- 
apTa 6blno KaK pas, no Bcei BePORTHOCTM, 
HaqanoM pacnana ~ o ~ u e n ~ y a n ~ s ~ a  - B cMny 
nOCTeneHH0 Hapac~atO~eh TeHneHuMM K 
neMOHCTpauMM B O ~ M O X H O C T B ~ ~  C ~ M O ~ ~ H H O ~  

MrPbl C nOnMTMCleCKMM SHaKOM, MTHOPMPY- 
tOuei ~ e ~ a @ ~ a ~ q e c ~ y t O  nepcneKTMsy. 

~ ~ M ~ H H O  n03TOMY flpM BO3MOXHOM CBOeM 
(npM pa3HblX O ~ C T O R T ~ ~ ~ C T B ~ X  OTMeClaB- 
W ~ M C R )  nPMOPMTeTe Ha MCnOnb30BaHMe 
nonMTMvecKoro s ~ a ~ a  r p 0 6 ~ a H  He cTan HM 

POROHaWnbHMKOM, HM YClaCTHMKOM COu- 

apTa. B TO BPeMR OH, HaflpOTMB, B cue 
6onbwefi'~epe, YeM npyrne, 6bln o3a60re~ 
M ~ T ~ @ M ~ M ~ ~ C K O ~  ~ ~ ~ C ~ ~ K T M B O G  M M ~ T ~ @ M -  

~ M C ~ ~ C K O ~  uenbm cBoero McKyccTBa. Sonee 
Toro, OH pean~aosan 3 ~ y  uenb c noMoubtO 
~ 3 0 6 p a x e H ~ i ,  B TO BpeMR KaK y ApyrMX KOH- 

UenTyanMcToe BblpaxeHMeM TaKoro pona 
nepexMBaHMi nOClTM HeM36exHbl~ 06pa30~ 
CnyXMnO OTCYTCTBMe ~306paxeH~R ( ~ e n b  
peqb UJna 0 " H ~ ~ ~ o ~ H O B ~ ~ M O M " ! ) ,  B03MOX-  

HOCTb KOTOPOrO CneuMaAbHO KOHCTPYMPO- 
sanacb BHYTPM pas~oro pona nMTepaTypHbix 
CtOXeTOB M nPMnYMaHHblX C M T Y ~ ~ M ~ .  

r p o 6 ~ a ~  MHare ~ b ~ p a a ~ n  a a ~ n r o r e ~ ~ y t ~  B 

KOHueflTyanM3Me nMXOTOMMtO 3HaKOBOrO M 
~ e ~ a @ ~ s ~ r e c ~ o r o .  OH Toxe, noceoewy, cne- 
UManbHO pa60~aJl C 06Hapy~eHMe~ BM3yanb- 
HOrO R3blKa. HO er0 I lOnXOfl  K 3 ~ 0 c  3anaCle 
(HaCla~bli B M O C K B ~  M ~ P O A O J ~ X ~ H H ~ I ~  B 

Vl3paklne) 6bln M CTMnMCTM'ieCKM M MeTOAM- 
CleCKM MHblM, CleM Y JJPYrMX. OH IlblTanCR 
rOBOPMTb R3bIKOM Mano KOMY PeanbHO 
M3BeCTHblM, HO " B C ~ O ~ ~ M M " .  OH XOTen 
PeKOHCTpyMpOBaTb BM3yanbHblh R3bIK 
apxaMClH0fi MynekcKofi TpaflMuMM M nOCTp0- 

































Michail Grobman Mnxann r p o 6 ~ a ~  
Tekstilshchiki, MOSCOW T ~ K C T M ~ ~ ~ M K M ,  M O C K B ~  

December 22, 1956 22 a e ~ a 6 p ~ i  1956 r. 
Photo: Maksim Almar (Aleksej Markov) Q)OTO: M ~ K C M M  AnbMap ( A n e ~ c e i  Map~oe). 








































































































































