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MICHAIL GROBMAN MUXAWND TPOBMAH

Michail Grobman Muxaun 'po6man
Tekstilshchiki, Moscow TexkcTunewmMku, Mockra
September 21, 1971 21 ceHTsabpa 1971 r.
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M1 CHA/I

EVGENIJA PETROVA
GREETINGS

Michail Grobman’s first ever one-man show
was held at the Vera Mukhina School of Art
and Industry in Leningrad in 1959. Forty years
later, the Muscovite is once again back in St.
Petersburg. Since he was last here, however,
his works have bheen exhibited in Moscow,
Jerusalem, Tel Aviv, Chicago, Bochum, Haifa
and, more recently, Herzliya.

As in Grobman's last exhibition, Picture =
Symbol + Concept, held at the Museum of Art
in Herzliya in 1998, the main accent at the cur-
rent exhibition in the Ludwig Museum in the
Russian Museum falls on Grobman’'s oeuvre
after 1971, the year that he emigrated to
Israel. At the same time, both the exhibition in
the Russian Museum and the accompanying
catalogue are of a restrospective nature. Here
one can alse find works created by Grobman
in Russia in the 1960s. The composition of the
exhibition has thus been extended by the pre-
sence of works from a period that is of parti-
cular importance for Russians. For in the
1960s, Grobman was one of the leading figu-
res of the Moscow avant-garde.

Michail Grobman enjoys renown not only
for his contribution to world art. He is also the
owner of a comprehensive archive of docu-
ments on Russian art and a first-class collec-
tion of works of the Russian avant-garde.

| would like to thank the Ludwig Museum in
Cologne for presenting works for exhibition, as
well as for the technical support in helping to
prepare the exhibition.

Above all, however, | wish to express my
profound gratitude to the Peter and Irene
Ludwig Foundation. Without the support of the
Foundation, it would not have been possible to
organize the exhibition or to publish the cata-
logue. Marc Scheps, the director of the Ludwig
Foundation, was instrumental in realizing the
exhibition concept, in close cooperation with
Michail Grebman and Irena Vrubel-Golubkina,
and | would therefore like to extend him my
especial thanks. | would also like to thank
Barbara M. Thiemann for coordinating the pro-
ject and preparing the catalogue.

In the name of the State Russian Museum,
| express my gratitude and hope for the rea-
lization of future projects in collaboration with
the Ludwig Foundation. | am convinced that
fogether we can make a wider contribution to
the strengthening of ties between nations in
the spirit of Irene Ludwig and in memory of the
late Peter Ludwig.

L GROBMAN MUXAWUND FPGCEMAH

EBIrEHWA METPOBA
NPUBETCTBEHHOE CNOBO

HepBaﬁ nepcoHanbHanA BbICTaBKa MOCKBHW-
ya Muxauna Mpobmana coctoAnace 8 1959
rogy 8 CaHkT-MNeTepbypre B yumnuuie mm. B.
MyxuHol. CerogHa, COpPOK neT ChycTA,
Mwxamn T'pobmaH cHOBa y Hac B rocTax. 3a
370 BpeMsi ero BeICTABKKM NpoLlunn B Mockee,
Hepycanume, Tene-Aeuse, Hukaro, boxyme,
Xaicbe 1, HaKoHeL, B Xepuuu.

OCHOBHOW aKkUEHT Ha HbIHeUWHel BbiCTas-
ke B Mysee [logBura B [ocynapcTBEHHOM
Pycckom myaee CankT-lNeTepbypra, Kak u Ha
npenbIAyLER BuICTaBKe “KapTuHa = CUMBON
+ KoHuenuua“, KoTopas Owbina nokasadHa B
1998 rogy B My3see uckyccTe B Xepunuu®,
cpoenaH Ha TBopuecTBe [pobmana ¢ 1971
rofa, 7O ecTb C MOMEHTA ero amurpauuu B
WMapauns. B TO Xe BpemA BbiCTaska B
Pycckom myaee, Kak W M3[aBaeMblid K Hewr
Karanor, UMeloT PEeTPOCNEKTWUBHLIM Xapak-
Tep: 30eck NpeacTasneHsl, Kpome Toro, Npo-
W3BENEHUA LUECTUOECATHIX rOOOB, CO24aH-
Hele euwe B Poccuk. CocTaB BbICTABKW
paclumpeH, Takum obpaaom, 3a CHeT Npowma-
BEOEHWH BaXKHOr0 nepuoaa, WHTepecHoro
MmeHHo ona Poccuu, Befb B LUECTURECATLIX
rogax MpobmaH npuHagnexan K Beayuium
hurypam MOCKOBCKOrO asaHrappa.

Muxaun 'pobmaH noneayeTcs mMexayHa-
POQHON M3BECTHOCTBIC HE TONBKO KaK XyOoX-
HWK: OH BriapeeT oOLMPHBIM apXMBOM OOKY-
MEHTOB NO PYCCKOMY MCKYCCTBY W NepBoKnac-
CHbIM cobpaHWeM NpOM3BEOEeHWHA PYCCKOro
aBaHrapga.

A xotena 6wl no6narogapute Myaen
Mopeura- B KeneHe 3a npepocTasfieHHLIe
NMPOM3BEOEHHUs, a TakXe 3a TEeXHHUYECKYID
nofgaep XKy Npu NOAroTOBKE BbICTABKM.

Ho npexpe Bcero mMHe xoTenock 6l Beipa-
3UTe rRyOOKYID NpM3HaTeNsHoCcTe QoHAay
Metepa u Wpensl Jliogeur, 6e3 nogoepxkm
koToporo 6einun Obl HEBO3MOXHLI HM peanuaa-
UwWA BbICTABOYHOIO NpoeKTa, HU nydnukauws
katanora. Mapk lWenc, gupexktop Q@oHpa
TNiopeura, NogroToBUN KOHLENUWKD BLICTABKM
B TECHOM COTpyAHHYecTBe ¢ Muxamnom
pobmanom v MpeHol Bpybenb-MonyOknHOW,
€My Mbl Bblpaxkaem Hally ocobyio Gnarogap-
HoCTk. MHe xorenocek b6kl nofnarogaputs M
Bapb6apy M. TumaH, KoopauHaTtopa NpoekTa M
PYKOBOAMTENA NMOArOTOBKY KaTanora.

OT wmenu [ocygapcTeBeHHOro Pycckoro
My3eR A NPUCOeAUHAS K cnosam bBnaropnap-
HOCTM M Haoexay Ha OcylLecTBfeHWe danb-
HERLWUWX MPOEKTOB B COTPYOHUYeCTBE ¢ QOH-
nom flioaeura. Bmecte mMbl CMOMXEM BHECTH
eule bonbLUKMK BKNaL B YKPENnNeH1e B3anmo-
NOHUMAHKWA MEX QY Haponamu B ayxe MpeHsbl
Mogewr v B namaATe o MeTepe Iiogeure.




M1 CHA/

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 Aprit 1971. He was arriving from
Moscow, spoke only Russian and had mana-
ged 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 some-
thing 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 arti-
stic activity behind him covering the years of
the sixties. It was in Moscow that his work took
shape and his personality first claimed reco-
gnition, but it is in Israel, first in Jerusalem,
then in Tel Aviv, that he has been able to deve-
lop freely over the last 28 years. His house at
No. 3 Simtat Nes-Tsiona has become a mee-
ting-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 histori-
cal 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 Russia, this collection of historical

L GROBMAN MUXAWND TPOBMAH

MAPK LEMC
rPOGMAHOBCKWUW NPOEKT

A o4eHb XOpOLWIO MOMHIO CBOK MEPBYIO
BCcTpedvy ¢ Mwuxaunom [pobmadom B XyOo-
XecTBEHHOM my3ee Tenb-ABuBa BCKope
flocne OTKPbITMSA HOBOTO 3AaHus, B anpefne
1971 ropa. On npuexan U3 MockBsl, He TOBO-
Py HX Ha OHOM A3bIKE, KPOME PYCCKOTO HO
CMOr MpuBe3TH ¢ cobol YacTb CBOWX MPOU3-
BeeHuU. 370 Obin MOW NepBbIM HEMOCPEACT-
BEHHbIA KOHTaKT C MOCKOBCKWM aBaHrappom
LWeCTUAECATLIX TOR0B, U A CTOJNIKHYICA C Yem-
TO HOBbIM, YapytoLnM, — C BO3POXAEHUEM
PYCCKOrO WCKyCCTBa MOCNE [fUTENBHOW
crnAvku. Bekope mMbl OTKpbIB&NW €r0 Nepco-
HaNbHYH BbICTaBKy B my3ee. 370 Obino,
HECOMHEHHO, ORHO W3 MepBbIX MNOSABNEHUN
PYyCCKOro agaHrapfa Ha 3anage B nepuop,
Korga uHdopmMaLmn ObIfo eLle mMano, a KoH-
TaKThbl ObINY HE HANAXKEHbI.

Mo npuesge B Wapauns [pobmaH 6bin
MOTOObIM, 32-11EeTHUM XYOOXKHUKOM,
WMEBLLWM 3a nrievamu nepuos MHTEHCUBHOW
TBOPYECKOM AEATENBHOCTH, NPUMXOOMBLUIENCS
Ha 60-ble rogbl. lepBoHa4anbHO WMMEHHO B
MockBe cthopMMPOBASIOCHL Er0 TBOPYECTBO, Y
NIMYHOCTb ero MpuBneKna K cebe BHUMaHWe,
HO yxe B W3panne — cHavana B Nepycanume,
notom B Tenb-ABKWBE — 3a nocnegHue 28 ret
OH CMOT MONHOCTbLID PacKpbITLCS W peannao-
BaTb cebs. Jom N* 3 no ynuue Cumtat Hec-
LlnoHa, rae OH XWBET, CTas MECTOM BCTPEYMU
N3panNbCKUX XYOOXHWUKOB W MHTENNeKTya-
NOB, OBEPW €ro TakxXe pacnaxHyThl AN BCex,
KOMY [OpOra pycckas n eBpevuckad KyneTypa.
JIMYHOCTL cTana MHCTUTYTOM, aBTOPUTETOM,
K KOTOpomy obpaulaTc 3a COBETOM U K
Ybemy ronocy npuchylimealoTca. HeBos-
MO>KHO roBopuTe 08 uckyccTBe pobmaHa, He
onpegenve MecTa 3TOr0 MHOTOMEPHOro
yenopeka v He onuvcas OBOWHOW fOMOC
NPUTSAXEHWA, ONPEeaSnNAoLIMK ero MOCTYIKK.
Muxann pobmaH He TOMBKO XYOOXHWK, HO
Takxe No3T W AucaTesb, oaHako, ObiIo bObi
HENPaBUILHO CBECTM Ero CyulHOCThL K
CNYXEHWIO 3TWUM ABYM BWMAAM WCKYCCTBA.
pobmaH — yBMEYEHHbIA 3HATOK PYCCKOM W
E€BPENCKON KynbTypbl, He ToNbko o0bpa-
LW AIOLLMICA K X UCTOPUYECKUM KOPHAM, HO U
C WHTEpEecoM CnefAlnin 3a COBPEMEHHBLIMMU
TEHOEHUMAMU MX passuTus. Kak cnegcreue
3TOM cTpacTu obpasoBanacs obWWpHaA
Gubnuoteka, NocBsAileHHas 9Tol TemMe U He
nepecrarouwian pacTu, a Takxe apxusbl, He
uMmerolllMe aHarnoroe, 410 nNpegcTaBnseT
COBON UCTOYUHMK 3HAHWK, Heobxoaumbln ONA
wccneposarenent, paboratolinx B aTon obna-
CTW U NPUESKAIOLMX K HEMY CO BCEro Mmpa.

Kpome atoro, TpobmaH cobpan Kofnek-
MO UCKycCcTBa, OOBEeAMHAIOLLYID C OQHOM




M1 CHAI

and 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
titte "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

L GROBMAN MWXAWNI

reobBMAH

v

CTOPOHbI NPOM3BEHOEHWUA PYCCKOrO MCTOpU-
YecKOoro aeaHrapga, a ¢ gpyroum CTOpPOHbl —
NPON3BEAEHNA XYLOXHWKOB E€r0 MOKOEHUS,
NpeXge BCEero MOCKOBCKWW aBaHrapg 60-x
rogoe. CnoxwusluascA elie B Mockse, aTa
KOMNEKUMA WCTOPUYECKMX U COBPEMEHHbIX
paboT XxapakTepuayeTcs pasmaxom, rnybu-
HOWM M COBEPLLUEHHO 3amMeYaTerbHbIM KayecT-
BOM. Ei yxe bbina noceslleHa cneymansHas
BbICTaBKa, KOTOPYIO A OpraHv3oBan B XyQo-
XECTBEHHOM My3ee Tenb-AsmBa B 1988 rony
W KOTOpas Hocuna HassaHnue “ABaHrapg -
Pesomouus - Asadrapg“. Ona Hee O6binu
otobpaHbl pabotel 110 XyQOXHUKOB, U OHA
CBMOETENLCTBOBAMA O ry6OKOM 3HaHWUM pyc-
CKOIO MCKycCTBa, O ABHOM BKyce v 060oCTp-

Museum Majakovskogo

November 11,1965, Moscow

from left: Alla Yefimova, Natasha and Gennadij Ajgi,
Irena Vrubelj-Golubkina, NN, Nikolaj Hardjiev,
Rudin Duganov and Michail Grobman

Photo: Archive M. Grobman

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-
bition organiser and author of manifestos.

Grobman leaves no doubt: he seeks to con-
vince, he does not set to keep his convictions
to himself. He creates and participates in
study groups on cultural or political problems.
He organises artists to take joint action. It may
be said that his own action is excessive, but
also that by bringing together all the tacets of
his activity it justifies them. Grobman does not
randomise his activities: one does not take
place to the detriment of another, and together

Mysen MarkoBckoro,

11 nosbpa 1965 r., Mockea

cneea: Anna Edwvmoea, Hatawa v leHHagui Ajiru,
VipeHa Bpybene-lonybkunHa, HEU3B. COTPYOH.
mMy3esn, Hukonawn Xapgxues, Pygun QyraHos n
Muxaun [pobman

®oro: Apxue M. F'pobmana

HOM Y4YBCTBE MCTOPWUYECKOro Beca Mpovaee-
penun. [leatensHocTs pobmMaHa Ha monpwu-
uie O6MOIMOTEYHOro WM apxvMBHOIO [ena, B
KayecTBe KonnekumoHepa, 6ECCNOPHO, TECHO
CBfi3aHa C ero XyJoXXHUYECKUM K nucaTenb-
CKWUM TBOPYECTBOM, SBNAACL ANR NOCNEOHUX
HeobXxoOMMbIM, AaXe HeOoTbemMIeMbiM KOM-
noHeHtom. Ho TyT cHoBa cnegyeT OroORO-
puTkcA: pobmaH, KpoMe BCEro BhILEWU3NO-
XEHHOro, 4enoBek, A/ KOTOPOro BCAKas
AEeATENbHOCTL MMEET COLMarbHOe 3Ha4eHne,
W B 3TOM CMbICAlE KaKAaa KapTuHa, Kaxgas
noama, Kaxgas npuobpeTeHHaa KHUra unu
pasnobbiThl AOKYMEHT, KaXk4oe HOBOE Npo-
W3BELEHUE MCKYCCTBA B KOMfMEKUWW cocTa-
BNAIOT YecTb COLMANBHOrO MNpoekTa, Lenm
KOTOPOro chopMyIMpoOBaHbl O4EHb YETKO — U
oNs T0ro, Y4Todbl [OCTHYL 3TUX LieNel OH cTa-
HOBWMTCA MOOYEPENHO KOMMEHTATOPOM, XYp-
HanMcToMm pedakTopoM, OpraHn3aTopoM BbiC-
TaBOK, aBTOPOM MaHWECTOB.




MICHAIL GROBMAN

they form a whole that may 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 establis-
hed 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 fier-
cely committed to the promotion of his ideas.
Grobman is endowed with a long-term capaci-
ty 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 fea-
red because unpredictable and ready to spoil
the sport.

When Grobman came to art in the late fif-
ties, the Russian historical avant-garde, redu-
ced 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 motivati-
on and was withering into an outdated acade-
mism. For a young artist like Grobman, there-
fore, 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, Tatlin)? 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 questi-
ons to propose models to create a new, non-
conformist art. To judge the successes and fai-
lures 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 identi-
ty within the Russian context, to rediscover an
historical memory, enriched by all the experi-
ence of the past without, however, seeking to
pick up the argument where it had been bro-
ken off. It was to be the beginning of a prolon-
ged 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

MWnWXAWMNOD TITPOBMAH

HeTt comHenuit, [pobman xoueT ybexaath
1 He cobupaeTtca aepxatb CBOM ybexxaeHus
npu cebe. OH co3pan v yyacTeoBasn B rpyn-
nax, pasmbilWasoOWMX Hag npobnemamu
KynbTYpbl M NONMUTWUKK, OH 00 bEeOUHWUI XYOOX-
HUKOB 05 MNPOBEOEHUA COBMECTHbLIX akLMi.
Mo>xHO 6bIno Bbl CKa3aTk, YTO OEATENBHOCTb
ero ObeT Yepes Kpan, HO U — YTO B HEW CXO-
OSITCA BCE rpaHu ero 3aHATUW, YTO B LENom
oHa ux onpaspbiBaeT. [pobmaH He pasbpa-
cbiBaeTcs. Hu oHa U3 BUOOB ero OesTensHo-
CTM He BefeTcs B yulepb Opyroi, Bce OHW
06pasyioT efuHoe Lienoe, KOTOPOe MOXHO
6bino 6bl HaseaTb [POOMAHOBCKUM MPOEK-
ToM. [eicTBOBaTL, 3HAYMT TaKKe PUCKOBaTb,
4To [pobmaH penaetr ¢ KakoW-TO Bbl3bl-
BalOLLEer panocThblo, BEOs NOMEMMKY npe-
BOCXOAHO, nopoi onacHo. OH nobuT napa-
JOKChI, OBedeHHbIe 00 KpaHOCTU aprymMmeH-
Thi, U ero cobecefHMKM He MOryT He MOoKo-
PATLCA €ro Cnosam, He pasfensis Npu 3Tom
ero vpgen. 'pobmaH HuWkorga He crapancs
HPaBUTbLCA UMK “NPaBUNBHO" MBICTIUTDL, Yalle
BCEro OH Len MpoTUMB YCTOABLUMXCA Mpas, U
Takasa Mosuuus emy MpaearnbHO COOTBETCTBY-
eT, ubo NO3BONAET NMEPENTM K OEUCTBUIO,
nepexBaTuTb WHUALMATUBY, aTtakoBaTb BCe
ycnoBHoctn. Ho [pobmaHa HuKOrga He
yoactcd yaanuTb C apeHbl OencTBui, OH
Bcerga byget B ueHTpe cobuiTuit — bopel, B
KOTOPOM HET Huyero oT byHTaps, CocTo-
ABLUMACS CTpaTer, HafeneHHbIW ACHBIM, KpK-
TUYHBIM WM HE3aBUCUMbIM YMOM, APOCTHbLIN
npuBEPXKEHEL, PacrpPOCTPAHEHUS CBOUX MAEH.
pobmMaH HapgeneH CroCOOHOCTLIO MPOTWMBO-
CTOATL ANWTENbHLIM HEeB3rogam, C Orpom-
HbIM TepreHvem O0XXMpaTb CBOEro 4aca.
CrycTta 40 neT ero 4ac, kaxercs, npobun:
HaKOHEL-TO OH TMpU3HAaH, OaXe MPUHAT,
npuraawled K gUCKYyccuu, MoxeT bbiTb ele
He MOHAT Mo-HaCcToALLEeMY, BCerna BHyLLAKOLLL-
WA onaceHua, nbo Hempepokasyem W roToB
cnyTaTb BCE KapThl.

Korga B KOHLE MNATUAECATHIX TOQOB
pobmaH BCTymaeT Ha MyTb UCKycCTBa, pyc-
CKUIA UCTOPUYECKMW aBaHrapg 3amanyusa-
eTca B TedeHue yxe 30 neT, oH He npepncra-
BIIEH HW B KAPTUHHbBIX ranepesnx, H1 B My3esx,
a XXMBET TOMbKO B NamMATU HEOOMBLLLOMO KOMU-
YyecTBa XYOOXHWMKOB U WHTennektyanoe. C
LOPYFrOn CTOPOHbLI, OMLMaTIbHOE MCKYCCTBO,
YyCTaHOBMNEHHOE COBETCKMM PEXMMOM, yTpa-
TUO CBOKO MYBUHHYIO MOTUBALMIO BO BpEMS
HOBOTO, MOCNE CTaNMHCKOro nepuoga u 3ava-
XJ10 B OTXXMBLUEM akagemuame. 18 Monogo-
ro xyOoOXXHWKa, KakoBeIM Obin pobmaH, peds
lwna o6 ocHoBoMonaramuiMx rnosoXKeHusx, o
NoMbITKE Ha4aTk BCe € HaYana. BoamMoxxHo nn
66110 BO30OHOBUTL CBA3L C TPaQULMEN, KOTO-
pas cbirpana OCHOBHYIO pOInb B OrNpeaeneHum
COBPEMEHHOro UcKyccTBa (KaHauHCKui,
Manesud, Tatnmu?). MoXXHO nn 6bIN0 UrHOPK-
POB&aTb TPU QECATUNETUSA COLIMANMCT YECKO-TO
peannama? MOXHC 1 ObINO MNEePEKUHYTH
MOCTWK K COBPEMEHHOMY 3amagHOMy UCKYC-
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matter: the westernisation of Russian art was
accelerated from the second half of the nine-
teenth century onwards. At the beginning of
the twentieth century, Russian art was oscilla-
ting between Western avant-garde and a
return to popular sources and orthodox traditi-
on. In any event, it was an art moving in line
with an historical development. Grobman rea-
lised that the answer to the three gquestions
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
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Michail Grobman at home
December 26,1995, Photo: Baran Osirovich

Muxaun FpobmaH y ce6A goma
26 nekabps 1995 r., ®oro: bapaH Ocuposuy

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 disco-
ver 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,

cTBY? Kaxabil XYQOXHWUK B TOT MEepUOR
NbITANCA HAWTWM CBOW OTBET Ha 3TWM BOMPOCHI,
BepHee, cTtapanca ob0oWTH UX U NPeanoXuTb
apyrve mofgenu Ong Cco3faHua HOBOrO,
HEKOHMPOPMUCTCKOTO wMckyccTBa. Heobxo-
AUMO MOHATL OrPOMHOCTL 3afadu, Kotopas
BCTana nepen XygoXXHUKaMW, mpexpae 4em
cyamTb 06 ycnexax unu Heygadax Toro nepu-
opa. Ha camom perne peds wina ob onpefe-
TIEHWM HOBOW KYNbTYPHOM MPUHALAEXHOCTH,
CBfI3aHHOMN C PYCCKWMM YCAOBUAMU, & 3HAYUT
— 06 0B6peTeHUn NCTopUUECKOW NamaTu, o8o-
raleHHoW BCeMu OOCTVKEHUSAMWU MPOLLUNOro,
He NpoJoskan, OAHAaKO, OMCKYCCUIO C TOro
MECTa, Ha KOTOPOM OHa Obina ocTaHoBNEHA.
OT0 [OMKHO ObINO CTaTh Ha4Yanom AnuTeNb-
HOro mpouecca, fanekoro oT 3aBepLUeHUA t
aTanbl KOTOPOro Henb3fa QOpPCUpPOBaTh.
McTopuA pycckoro MckyccTBa Ha 3TOT CYeT
noyyYnTenbHa: oO3anafHnWBaHWE PYyCCKOro
MCKycCcTBa ObINO YCKOPEHO BO BTOPOW MOJO-
BuHe XIX Beka. B Havyane XX Beka pycckoe
WCKYCCTBO Konebnerca mexay 3anagHbiMm
asaHrapaomM 1 BO3BPaToOM K HapoaHbIM UCTO-
Kam K npasBOCnaBHOW Tpaguuun. Peus, BO
BCAKOM cflyyae, Lwwna ob uckyccTBe, LOBW-
XYLLLeMCA B OQHOM HarmpasefeHun C NUCTopu-
YecKMM pa3suTuemM. pobmaH CKopo NoHuma-
€T, 4TO OTBET Ha TPpW MOCTABMIEHHbIX Bbille
Bonpoca byneT HenpocTsiM. KOHEYHO, Heob-
X0AMMO BbINO BOCCTAHOBWUTL CBA3L C Tpaaw-
LMen pycckoro asaHrapga, He KOmupys ero.
O1 Manesu4a OH BO3bMET MeTagmanyeckoe
M3MEPEHNE UCKYCCTBA W BBEOET 3TO HOBBLIMW
npuemamn B xusonuck. OT JlapmoHosa OH
BO3bMET MPUHLNUM OBoralleHns HapOOHbLIMK
nUcTokamuM, Knapesem  BoobBpaxaemoro.
Ularan, co cBoen CTOPOHbI, MOKaXET EMY, YTO
OCO3HaHHas KymbTypHas MPUHAONEXHOCTb
He MeLLiaeT UCKYCCTBY BbiTb BCEMUPHBLIM. HTO
KacaeTca MO3ULMK, KOTOPYIO criedyeT 3aHATb
MO OTHOLUEHUIO K COBETCKOW »XWMBOMWCH,
pobmaH cTaHeT MUOHEPOM TeHOEeHLWK,
rokasbiBatoLLLen, 4TO pasbupas ee
XYOOXHUYECKUIA U WOEONOTUYECKMIt Mexa-
HU3M MOXHO MOMECTUTL €€ B MblfIbHbIN
komog wuctopuu. CoBpemeHHas 3anagHas
XMBOMUCb CO CBOEW CTOPOHBLI 3acnyxueana
yray6aeHHOro N3y4eHus, Ho paBHO Kak nocne
KpaTKkon KyBoyTypUCTKOM MHTEPMEQNKN pYC-
CKOT0 aBaHrapfga Cymenu CnoXWuTbCa Oopu-
rMHanbHble NPefnoXeHus, TakMe Kak pano-
HU3M, CYyNpemMaTu3M U KOHCTPYKTUBM3M, Tak
W CErofHALHME XYROXHWKK OOMKHbI BOOO-
paxaTb WHblE TMyTW, COOTBETCTBYIOWNE
FEHUIO WX COOCTBEHHOM KYyNMbTYPHOM MpUHag-
NexHoCTU. MimeHHo Tak Mpobmar 6yneT Bbli-
KoBbIBaTb cebe Heobxogumble UHCTPYMEHTSI
ONA CO3AaHWA XYOOXECTBEHHOro #3blKa,
COOTBETCTBYIOWLErO €ro COOCTBEHHOW UYHO-
CTY, TOMY, 4TO OH OLLYLLLAET Kak CBOK MpuHa-
ANEXHOCTb PYCCKOM U EBPENCKOWN KynbType.
Y1obbl NpuaaTe HOPMY HOBOW OYXOBHOCTW B
McKyccTBe, OH u300peTeT 3pUTENbHLIM CIlo-
Bapb, HACLILWEHHbIM CUMBONUMYECKMMU 3HA-
YEHUAMU, WU BBEOET B U30oOpaKeHne nUcbMo
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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-

ana roro, utobbl co3parte Npou3BepeHue
WUCKYCCTBa, KOTOpOEe OH Cam onpenenuT Kax
“maruyeckuit cumsonuam®, C a1oro momeHrta
NyTb MPONOXEH, UCKYCCTBO ONpefeneHo Kak
TpaHcUueHaeHTanbHoe fABNeHWe, 3afada
KOTOPOro — Nepepava rnocnaHusa,

MNocnaHne gomKHO ObITb KOHUENTyanu-
3UPOBAHO B HOBOM CUCTEME LIEHHOCTEN Yepes
CMMBONMYECKNI 3aLLIMDPOBAHHKIN A3bIK, UME-
IOWemMy yHuBepcansHbit aekogep. Takue
pamku nossonunu [pobmaHy pasBepHyTb
CBOE& UCKYCCTBO B CamMbIX pasfiMyHLIX Hanpae-
JIEHUAX U BCerga 06HOBNEHHLIMU NMPHUEMAMM.
Emy Heobxoammo 661110 MPOTUBOCTOATL BEnu-
KUM LLapUCTCKUM KM COBETCKUM mutham, Heuc-
TOBO Pa3noXuTb UX B KONMNaxXax 1 KapTuHax,
HayuHana ¢ 1964 roga, 1 BO3BpaLLAaACh K 9TON
Teme BNnoTh Ao 90 rogos. [pexpge Bcero,
Mpobmana 3aHMmaeT OgyxoTBOpEeHue 06-
LecTBa, yTpaTusLlero ceoe rnybuHHoe camo-
co3naHue. OH BHOBb 0BpalLaeTcsi K Orpom-
HbIM TeMamMm »XU3HW U CMePTH, obpeTaeT BOSTIO
YBOOUTE B MEYTHI, MOKa3biBaTb KPaCOTY.

MOROBHO MHOTUM DPYCCKMM XYOOXHUKaM
Mobwman nokuHet Poccuio, HO NMyTb €ro He
CTaHET MyTEM KOYEBHUKA UNN U3MHAHHUKA,
OH 3aKpenuTca Ha APYroM nonce, BOKPYr
KOTOPOro CTaHeT BpaLaTbCst €ro XXM3Hb ¥ ero
TBOpYecTBO. He Oypet paspeiea, nbo obpe-
TEH APYron OOM, N MMEHHO B 9TOM JOME OH
Tenepb >»MWBET, 0CO3Hasas CBOK [ABOMHYIO
NPUHARIEXHOCTE, B OKPY>XE€HUU, TAE pyccKas
KynbTypa Ha MpuBMIIErMpPOBaHHOM MOSTOXKe-
Hu. OH CcTankuMBaeTCR C XYQOXXECTBEHHOM
CcueHoun, BarnAabl koTopon obpalexbl K
Amvepuke, 1 rge npaxTUYEeCKU HUYero He
3HaOT O MOCMIERHUX MOBOPOTAX PasBUTUS
nexycetesa B Poccuun, TBopuecTBo MpobmanHa
KaXKETCA HaCTPOEHHBIM MO OPYrum dacam,
OHO He COOTBETCTBYET PAa3fINYHBIM KpUTe-
puAM 3anafHoOro UCKyccTBa W PUCKYET Oka-
3aTbCH MapruHaneHeiM. [pobmaH cpearvpy-
eT Ha 3T0 W co3paeT rpynny “llesnadhan”,
KOTOpaA repsblil pa3 npepcTaHer nepeg
ny6nukoi B 1978 rogy. CUMBOMUYECKUIA A3bIK
Mpobmana ByneT cnpoeunposaH B NpocTpaH-
CTBO W BNUCAH B Mensax, a ero nepgopmax-
col 6e3 spurenen npeogoneT 3abBeHune
6naronaps dotorpatuu. pobman sepHynca
B cepAue crnopa, BEPHbLI CBOEMY CINOBapio U
CBOEMY MOCaHuIo, U CMOT YMero Bblpa3uTb
cebn cpeQcTBaMy COBPDEMEHHOMO MCKYCCTBA.
C atoro momeHTa pOBMaH HauyHET MPUHK-
MaTb aKTUBHOE yYacTue B XY[OXECTBEHHOU
XuU3un W3paunna, ero npoussenenus 6ynyT
BLICTaBNATLCA B MY3€AX M BO BDEMA BaXKHbIX
MeponpuaTKit. Ero Temartmka paclumpaeTcs, a
3puTensHas W nonmMTUYeckan peanbHOCTb
W3paunsa paccmaTpusaeTca Ha pasfnuyHbIX
yposHax. OnHako Poccua u eepeiickas Tpa-
OWuMs NPOAOMXAOT NPUCYTCTBOBAaTbL B €ro
TBOpYeCTBe, Kak 370 6bino y Warana wnu
ele y Kabakopa, ero gpyra ¢. MOCKOBCKOW
nopel. MHorpa kapTuHbl CBOZATCA K M3006-
paXKeHHbIM TexcTam, 4acTo TEeKCT U u300-
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"Avant-garde — Revolution — Avant-garde”

Tel Aviv Museum, November 7, 1988

from right: Michait Grobman, Zlatochka Grobman,
Marc Scheps, Schlapo Lahat

Photo: Archive M. Grobman

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.

"AsaHrapp — pesoniouuA — aBaHrapn"
Tens-ABMBCKWIA xya. My3eit, 7 HoAbps 1988 r.
cnpasa: Muxaun pobman, 3naTouka (podmaH,
Mapk lllenc, Wnano Naxar

®oTo: Apxus M. MpobmaHa

pPa)keHue BLICTYNAKT B KapTUHE Ha paBsHbIX,
pexe TOnbkO OQHO W3obpaxeHue Hecet B
cebe nocnanne. C rofgamu €ero KapTuHbl
cTanu 6onblue, MHOrga C NPOCTPaHCTBamMmn B
BUOPUPYIOLLUX Kpackax, COBCEM HepaBHO
Ma30K KMCTW cTan ChNoHTaHHbIM, Jaxe
3KMNPECCUBHbIM, CO3[AI0WMUM OYEHb OXUB-
neHHble nonotHa. Bpems oT spemeny nepeq
HaMu nNpepcTaT 6onblumne KoNnaxu, obHo-
BNAOWME XaHP B OPUrMHANLHOW MaHepe.
Bce 6onblie n 6onblie MpobmaH 3agymeisa-
€T CBOE TBOPYECTBO Kak [AHEBHWK CBOEW
MBICIW, FAE MOXXHO HanTKh BCe NPOTUBOPEUUA
U U3MYYUHBl HANPSXEHHOMN XNU3HU, 03aboveH-
HOW BCEM CMOXHOCTBIO paensHOCTH. TBOp-
vecTeo pobMaHa NpoaomKaeT YKITO-HATLCH
OT M3BECTHbIX KaTeropuit Mo TOA NPOCTOW
MPUYKHE, YTO XYOOXHWUK BCErfa OTKa3bIBaNCH
Aarb 3anepetb ceba B AWMKW neHn. Ero
MCKYCCTBO TOYHO W HEU3MEHHO oTBevaeT
cnneTeHunio Hawen anoxm. Mel Haxooum B
HEM CKeNTULM3M U UDOHMIO, HO TaKXXe 1 BEpY,
M NoBOBL, U eLle yTpaTy UNAI3UI 1 YTONNKA,
capkasm Mo OTHOLUEHMWIO K YeI0BEUECKON rny-
MOCTWU, HEXHOCTL K Npupone, dunocodckue
pPasMbILLNIEHUST M OPYXECKNE BOCMOMUHAHWA.
Ot obpasa k 06pa3dy WMHTUMHBIA OHEBHUK
XYZOXHWKA CTEHOBUTCA BCE HOMbLUMM OTKPO-
BEHUEM HALLEN 3MOXK 1 Hawlero co6CcTBeHHO-
ro CyLecTBOBaHWA CO BCEM, YTO eCTb B Hel
Heynosumoro W 6essosspatHoro. Wper
Bpems, 1 TBopyecTeo pobmara npogomKaeTt
OBWKEHWe Mo BCerga HOBOW, BCErna BEPHOM
cebe TpaekTopUu.
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LOLA KANTOR-KAZOVSKY

FROM LEVIATHAN TO LEVITAN:
MICHAIL 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 fto-
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
shoulderblade/ 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 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.

NENA KAHTOP-KA30BCKW

OT NEBUAPAHA K JIEBUTAHY:
MUXAWUN TrPOBMAH B KOHTEKCTE
METAMOP®03 PYCCKOIo KOHUEM-
TYANN3MA

MOCTOAHHBIN NEPCOHaXK KapTUH W ryallen
Muxauna Mpobwmana nocnegHero nepuopa —
poXa € ANUHHBLIM HOCOM, HU3KO HABUCLLUM,
HanpaxXeHHo "gymatowmm" nbom m pTom,
NMPUOTKPLITEIM OT YAMWBIEHUA — 37O, MO Tep-
MWHONOMMKU CaMOro XynoXxHuka, "aypak”. O
roeopuT: "He Tpoxb uBeTok. He ybusaiTe
kowuek". OH MHOMO Yero rosopuT, U B ITOM, B
CYLLIHOCTU, HeT Huyero raynoro. MNpocTo ero
pedyb — 3TO peyb fAypaka: OH He 3HaeT
HacToALWero cnocoba BbIpAXEHUs CBOMUX
moen, Boibupas He Te oBOpOTLI M He Te
06bekTol peun. HyXHO npu3Hatbcs, 4TO
NOCKOMbKY Takoro cnocoba, no CyTu, He
3HaeT HuKTO, nobas uvenoseveckan pedb, C
onpeneneHHon no3uLMK, SIBRAETCH "peybio
aypaka".

Mm, 3TUM NepcoHaem, KOTopsli, No onpe-
Nernenunto, CTaHOBUTCA "yenosekom Booduie”,
“nKn BTOPLIM aBTOPCKuM A", HanucaHb!, Mo
cywectBy, U ctuxu Muxamna pobmana. B
HWUX MOBECTBYETCA O XW3HU B 3emne obeTo-
BaHHOW, O BOWHE, NMO6BKN, NOJIIUU N CMEPTH;
OTOT NepcoHaXk OTKPOBEHHO OEMUTCA CBONMU
owyLeHnamu: “A 3Halo, 370 BpeOHbit 3Hak \
Korpa 6onut B cnvHe nonatka \ Pyka
nogbemneTcs ¢ Tpynom \ U Bo3gyx BxoouT B
rpyob Hernagko (...) W BOT Torga pogarcs
mMbicnn \ O BeuHon 6peHHOCTH ntogen \ Korga
cpenu onTummMcTuyeckux uaen \ Bopyr pas-
Bep3aeTcs yxacHoi nactu 6esgHa \ U Bce
HaxxuToe ropamu \ CtaHoeuTca Tak 6Hecno-
nesHo \ l yenosek — seHew npunopel \ TepseT
BCE CBOM BROX0[LL"

Mepenasaemsie 30eckb 4yBCTBA HE MoA-
OernbHbl. PoXgarowmecs U3 HUX MbiCnu Toxe
He HasoBelb TMyNnbIMM UAW HEYMECTHBIMU.
CTpaHHOe TpeBOXKAaLLee OLyLieHWe MOpoXK-
HaeTca opyrum: camum hakTom peyw, npeg-
CTaBneHHbIM B 3TOM TeKCTe Kak ocoboro
popa eHomeH. V1 B camom gene: "gypak”' —
4YErioBeK He NMNOXON, HO OEMOHCTPUPYET Ham
HarnAgHoO, YTO MUP peyYy — 3TO MUD 3aBUCU-
MOCTU. H1kakan BHewHAs Hecsobopa He cpa-
BHUTCA C TOTAnNbHOW HecBoboO0M OT A3LIKA, B
KOTOPOM [AAaBHO, 3af0r0 0O HALLEro Nossne-
HUA, BCE Yy>KE CNOXMUIOCh, B KOTOPOM OTre-
4aTKN KOMNEKTUBHOMO ONbITa U KONMEKTUBHO-
ro HacWNusi roBOPAT C NOMOLLbLID CYBBLEKT],
CUMTAIOLLLErD, YTO 3TO OH MONb3YETCH PeYblio.
Ha camom >ke nene B akTe roBOPeHWsA OH M
nogBepraeTCA HaCUAWIO, W pPaBHOMPaBHO
y4acTByeT B HEM.

OTOT HbIHE YyXe XpecTOMATUHHBLIM akT,
ofOHa M3 caMbiX OOLLMX MOEN COBPEMEHHOMO
MCKYCCTBa, Obifnl MO-CBOEMY OTKPLIT, NEpexuT
W TPaHCOPMUPOBAH B XYOOXECTBEHHYIO
CTpaTervid B MOCKOBCKOM KOHLENTyanuame B
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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. Qutside such a world, rea-
lity itself still remains invisible and impercep-
tible.
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kKoHue 1960-x — Havane 70-x rogos -—
TEYEeHUU, UMN XYQOXKECTBEHHOM MUPOHYBCT-
BUE, C KOTOpbIM C camMoro Hadana 6bifo
cBA3aHO wuckycTBo Muxanna [pobmana.
Moatomy obuiee npencrasneHne o6 aTom
KYyNbTYypHOM chakTe meobxoaumo OfA TOro,
4TOObI MOHATL, YTO CTOUT 3a Honee NO3OHUMKU
pabotamu [pobmaHa, KoTopeie, MO CyTH,
npeacTaBnaoT coboi MHOTOCIOWHBIN TEKCT,
coxpaHawwnit ‘naMmaTte" o0 npeasIgyLynx
TpaHchopmaLumax.

Cpegu Apyrux HeodMUMaNbHBLIX Xyno-
XKECTBEHHbIX TeYeHMn POCUMM TOro BpemeHu
HanpasneHue, HasBaHHOE BMOCNEACTBUU
KOHUenTyanuamom, bbino yHukanesHeim. OHo
He BbLIO BTOPUYHLIM MEPEXMBAHWEM TOrO,
YTO YK€ [AaBHO COCTOSINOCKL Ha 3anafe unu 8
COBCTBEHHOM UCTOPUN, HE BBINO 1 BercTeom B
XYBOXECTBEHHYIO SKCOTUKY U3 HEHABUCTHOrO
Mupa HacunuA. 3aecb BHOBb HallyrnblBanach
KOra-ro yrepsaHHas ayTeHTnyHasa npobnema-
THKa PYCCKOro UCKYCCTBA, KOTOPYIO — Kak HK
CMELHO — B CMHOMTWUYECKOA MepcnekTnse u
npu u3BecTHom obobwaowem  ycunuu
MOXXHO OMpefennuTb Kak CTpemMieHuWe K pea-
nm3my. MoXHO pasymeeTcs, Npu YCroBuM,
YTO 9TOT TepMuH OyOeT TpakKToBaTbCA IK3U-
CTeHUMaNbHO — KakK CTpeMneHue yCTaHOBUTb
KOHTAKT C peanbHOCTbIO NMPU OLWYLLLEHUU ee
TOTansHOW hanscuduKaumm; UMeHHO B 3TOM
cmbicrie n Maneeuy HasbiBan CBOK CUCTEMY
"HOBbIM »XWBOMUCHLIM peanuamom”. TONMbKO B
copeTckue 60-e rogbl OMA CEPLE3HOro Ocy-
LECTBAEHWA 3TOW YCTAHOBKM He ObINO HM
Tpaauumiu, OT KOTOPbIX MOXHO 6bifo Obl
OTTONKHYTLCA (BCE OHW ObINW NMpepBaHbl UK
CKOMMPOMETUPOBAHLL), HW XMBOro uno-
COPCKOro A3bIKa WNKM CHOPMYNUMPOBAHHOIO
MWUPOCO3EepUaHHA.

Bonee TOro, Tenepk aTON ycTaHOBKe Npeg-
CTORINO ONPefenuTb KU ocywecTBuTb ceba B
crielnYecKnx ycnosusax, Hanbonee aamet-
HbIM KaQ4eCTBOM KOTOPbIX ObiNO nepenpouns-
BOOCTBO pasHOOBpasHbix hopM Xy[OoXecT-
BEHHOro peanuama, 06HapYXUBLLEMO CBOIO
MCKYCCTBEHHOCTb # PUTOPUHHOCTL, NpeBpa-
LLIEHHOIO B CUCTEMY CMMBOJIOB, MeTadopu3n-
pyoLMX couMansHoe Hacunue.

B aTux ycnosusax TpaguuMoHHas Ona pyc-
CKOro XyooXHWKa pediekcus, HanpasneHHas
Ha COOTHOLLEHWE UCKYCTBA U AEUCTBUTENBHO-
CTW, NpuBeSa K napagokcanbHOMy pesyrbTa-
TY — K BbIBOAY, YTO MpAMOE COOTHOLLEHWE
MeXay XYOOXHWKOM W pearibHOCTbIO, Mps-
MOe BUAEHWE ee HEBO3MOXHO. Bbino nouvys-
CTBOBaHO, YTO YENIOBEK Ha caMomM Aefne yxe
M3Ha4yasibHO BOCMPUHUMAET MWP, HEBOJIBHO
MOQYUHASACH TOMY WITM UHOMY FOTOBOMY CrO-
coby ero onucanusa (BepbanbHomMy UK BU3Y-
aflbHOMY), KaKOBbIMU ABIAIOTCA, B YaCTHOCTH
peanucTUYeckne CTUIM UCKyCccTBa U nuTepa-
TYpbl; U YTO TakKMmM 06pa3om, OH XXMBET HEe B
"MUpe peanbHOCTU Kak TakoBoW', a B Mupe
roTOBbIX A3bIKOB M300pakeHus u Habopos
CUMBOJIOB, KOTOpble OOHW W MOryT ObITb
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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

HpeﬂMeTOM BHMUMAHWUA n MSO@pa)KeHMﬂ
XYOOXHWKa-peanucta. BHe ux peanbHOCTb
cama o cebe octaeTcs Nno-npeXxxHemy HeBW-
OUMOW U HEMo3HaBaENMON.

Taxkum 06pasom, B OJHOM U TOM XKe Co3ep-
LlaHUW BbINM OTKPLITH! HE TOMBKO A3LIKOBASA
npMpoaa BOCMPUATHA, HO U cam  MUp
HEeNO3HOBAEeMOro. A3bIK TYT K& ONpenenuncs
KaK o0Ha W3 OCHOBHBIX TEM PYCCKUX KOHLLEr-
TyanucTtos, NO3TOMy, B YacTHOCTHU, U3 Heap
3TOr0 TEYEHWA BbIWNO MHOMO YUCTO TEKCTO-
BbIX OCYLIECTBNEHWI. B HeM "sapoannumck’
CYMYNATUBHBIE "MucaTtenn”, "noatel" (Takue,
kak [pobman unu lMpuroe) W paxe Bnoc-
neacTBMn OOuH NeceHHblt aHcambns. Camu
XyOQOXEeCTBEeHHbIE NPOU3BEAEHUS HaMOJIHU-
IUCh TeKCTamMM.

pobmaroBckuin "Aypak" — MoXeT ObiThb
€[MHCTBEHHAA B CBOEM poge NomnbiTka BbiTa-
LWKUTAb U3 TEKCTA HapyXy K BU3yanuanposaTthb
obpas cybbekTa KoHUenTyanbHOro TekcTa-
BbICKa3bIBAHUSA — CYLLECTBA, NOABEPKEHHOMO
aukTaType a3blka. (B uckycctse Qpyrux KoH-
LenTyanuctos, Hanpumep Wnobn Kabaxosa,
3TOT nMepcoHark — obnapaTesnb U Ha3bIBaTENb
6bLITOBLIX MPEgMETOB, COCTABUTENb TEKCTOB U
CMUCKOB — OcCTaBascd HeBUOUMbIM, WU OT
aT0ro, mMmoxet ObiTh, ewe bonee cyrrecTu-
BHbIM, TaK CKasaTb, TOTaflbHO MPUCYTCT-
BYIOLLLUM).

OpnHako B KOHLENTYyanMCcTCKOW QUXOTOMMU
A3bIK \ HENMo3HoBaemoe A3blK Torga He Obin
KOHeuHou uenbio. Camo 310 ob6HapyXeHue
Be3fecyuei AuKTaTypbl f3blka, MNPOHM-
KalroLen B Menbyanmne nopbl 6bita U UHTUM-
HeuLLne MoMbICbl YernoBeka, Obino Hanpa-
BneHo B 6onee BOMHYIOLLYIO NEPCNEKTUBY.

3aknoYeHHoe B KOHLUENTYanbHOM MOQX0-
A€ yTeBeppeHve, YTO peanbHOCTL fada
YenoBeKy He B OLyLLeHnUsX (KoTopble NuLlb
KaXXyTCH HEMoCpefCTBEHHbLIMU), @ B FOTOBbLIX
3HAKOBbIX KOHCTPYKLWAX, HABA3AHHBIX arpec-
CWBHOW cpefon, Onbino pasHO3HAYHLIM
06Hapy»eHWUIO CYLLLeCTBOBaHUSA 3a 3TOW COM-
HWTEJIbHOU PeasibHOCTBIO0 MHOro MUpa, MeTa-
PU3NYECKNE KOHHTaUMM KOTOPOro nogpasy-
MeBanucb, X0Tb U He yTouHsanucb. ("Heno-
CPEACTBEHHBIM" B TOYHOM CMbICAE MOrNo 6l
6bITE Kak pa3a oLLyuieHWe Toro Mupa, Ho nona-
CTb B HEro MOXHO 6biNo, Nulb MOKOHYME C
3eMHbIM CyLLleCTBOBaHWEM; PafjoCTb 3TOro
obperenunsa cebs no cmeptn - ogHa M3
CKBO3HbIX TEM "MoOcKoBckoro" Kabakosa".)

3Tn meTadm3uydecknue 1 peanucTuydeckne
cocTaBnawowme B HunocodmumM MOCKOBCKOIO
KoHUenTyanusma Obinv  HepasfenvMbl u
B3anMmo3aBucumet. OBHaAPYXUTL Merbyai-
Wwue 1 xapakTepHedwne 4vactvuubl bbiTa,
‘ronon" peanbHOCTH, Ha4MHarOWEencs 3aech,
OT HOCK& HOrMM, 3KCNOHWPOBAaThL ee u npenap-
nMpoBaTb Kak MUP 3HAKOB, CTOALLMX B onpepe-
neHHoin oba3arensHoN B3aUMMOCBA3H, U ObIN0
cTparernen obHapy)keHusi "Heno3HoBaeMo-
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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 |. 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 Irena Vrubel-Golubkina
in their Moscow flat June 13,1966
Photo: Jean Mohr

Muxaun Mpo6mad 1 Upena Bpy6enb-fony6kuHa

y ce6A B KOMHaTKe 13 ioHa 1966 r.
®oro: XKaH 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

L GROBMAN MMUWXAWND T'POBMAH

ro", npou3sods apdPekT meTadusnyeckon
6e3gHbl, paseepsLlienca nocpennd HopmMars-
HOFO TeueHust xusnn. MeTtadmanuecknn or-
3ByK conpoBoxgan mnoboe cka3aHHOe Ha
KyXHe CMOBO, U MO CPABHEHWIO C 3TUM OLly-
WeHneM NpPUCYTCTBMA HENO3HOBAeMOro B
KaKAOM TOYKe NPOCTPaHCTBAa, BCe Opyrue,
npe>xHWe NOoAxofdbl K HEMY Kasanucb Hepe-
aneHbIM CBATOYHBIM Pacckasom O npusuge-
HUW.

Muxaun [pobmaH , Haxogacb B CBOW
MOCKOBCKWIA MEepuon, BHYTPU MUPOUYYBCTBMUA,
MOpPOAMBLLErO KOHUEeNnTyanuam, He Obin
MOXOXX HN HA KOr0 M3 TOrdaLlHMX MOCKOBCKUX
XYAO0XHUKOB, Oyayun 6nm3ok mHormm. [yx
nsobpetarensCTBa, TaKTUKA "CrnyluaHus oT3-
BYKa" B pa3HOro poaa aKkcnepumMmeHTax ¢ pea-
UAMKW NPUBENU ero K paay CcBoeobpasHbixX
OTKPBITUA, NEPCrEKTUBA KOTOPbLIX BbISCHW-
nacb TONBKO NOTOoM. Tak, OH okasancsi, B
YaCTHOCTU, OfIHUM U3 NEepBLIX, KTO CTan Bso-
OUTb B XYOOXXECTBEHHbLIN KOHTEKCT MOnuTu-
yeckylo ukoHorpacu (“TeHepanuccumyc”,
1964). 3T0 NPOVM30LLO 3aR0Nro 40 TOro, Kak,
no cnoeam Wnenm Kabaxkosa, 'nepuopg
COLMANLHOrO UCKYCCTBA... CBANUITCH Kak CHer
Ha ronoey,"! M Tak Ha3blBaeMeld cou-apT
Ha4an oceavBaTth COUUATIEHO-NONUTUYECKYIO
3HaKOBYIO peanbHOCTb. JTO NOSBIEHWE COLL-
apta 6bINO Kak pas, Mo BCEW BEPOATHOCTH,
Ha4Yanom pacnaga KoHuenTyanuama — B cuny
NOCTEMEHHO HapacTalulen TeHOeHUUU K
OEMOHCTpaUrK BO3MOXHOCTER CaMOLLEHHOM
UrpblI C MONIMTUYECKUM 3HAKOM, WUIHOPUPY-
oLEen MeTadu3nueckyto nepernexkTmsy.

VIMEHHO NO3TOMY MpPU BOZMOXHOM CBOEM
(Mpu pasHbix OBCTORTENBLCTBAX OTMEuYaB-
lWemMcA) npuopuTeTe Ha WCMofbL3oBaHue
NOMMTUUECKOro 3Haka pobman He cTan Hu
podoHAYaNbHUKOM, HU Y4YACTHWUKOM COLL-
apta. B 10 Bpems oH, HanpoTuB, B elle
6onblien Mepe, uem apyrue, 6uin 03aboueH
MeTamn3n4eckon nepcnexkTUBON 1 meTadu-
3U4YeCcKON LEenbio CBOEro uckycctea. bornee
TOro, OH peanu3oBan 3Ty uenb ¢ NOMOLLbIO
n306paxeHnid, B TO BPEMA KaK Yy APYrMX KOH-
LEeNnTyanucToB BbipaXeHWemM Takoro popa
nepexuBaHuin NoYTH HensbexxHbiM obpasom
CnyXuno otcytcTeue u3obpakeHusa (Befdb
peys wna o “HenosHoBaemom'!), BO3MOX-
HOCTb KOTOPOrQo CMneLuasbHO KOHCTPYyUpO-
Banacb BHYTPM pasHOro pofa nuTepaTypHbiX
CIOXXETOB M NPUOYMaHHbIX CUTYaL Wi,

pobmaH nHave BbIpa3vun 3aKMiOYEHHYIO B
KOHUIENTYaNnn3mMe OUXOTOMUIO 3HAKOBOMO W
meTactmanyeckoro. OH TOXe, nocsoemy, cne-
umaneHo paboran ¢ obHapyxeHuem Bu3yanb-
HOro fA3slka. Ho ero nmopxogd K aToM 3ajgade
(HauwaTeih B MockBE W NPOAOSMKEHHBIA B
W3paune) 6bin 1 CTUNUCTUYECKM U MeTogu-
Yeckn WHbIM, dem y Opyrux. Ol nblTancs
roBOPUTbL A3LIKOM Mafno KOMYy peanbHo
M3BeCTHbIM, HO "Bceobwum". On xoTen
PEKOHCTPYMPOBATL  BU3yalbHbIA A3bIK
apxaumyHou Uynemckon Tpaguuunm n rocTpo-
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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 possessed
some methods which were supposed to cha-
racterize the visual tradition "under the recon-
struction" exactly as a language. Among these
methods were (a) geometricized conventiona-
lity of forms, reduced to elementary signs, (b)
archaic zoomorphism of principal syncretic
notions in the text, and (c) the very arrange-
ment of the depiction as a text, i.e. as a chain
of symbols including iconic signs, geometrical
graphics, and verbalized fragments. Visual
speech of this type, whose structure indicated
its linguistic conventionality, 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 admirati-
on) the metaphysical background remained
"incognizable” 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 rat-
her 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 symbo-
lism”, and indeed, his own speculations on this
method (published in The Leviathan Newspa-
per) look like the symbolic system of thinking,
e.g., "The circle is the sign of Nature. The tri-
angle 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*.2

"The Fish - Leviathan” is by no means ano-
ther "speech of a nitwit” obsessed by logor-
rhea, but the precise verbal depiction of his
artistic method. These words comprise the
peculiar formula of the conceptual correlation
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WTb Ha HEM TEKCT 06 OCHOBHbLIX MAesX ObITUA
— XXM3HK, cmepTu, bore, Hapoge. A3bik 3TOT
ObiN CUMYNATUBHBLIM — OH HE ObiN NopoXaeH
KOHKPETHbIM ClefoBaHMeEM TeM WU MHbIM
UCTOPUHECKUM MPOTOTUMNAM, MpU 3TOM 0Cob0-
ro popa npuemamMut B Hem Obliiv apTUKynupo-
BaHbl MOMEHTHLI, KOTOpbIE OOMKHBLI Obinn Obl
XapakTepuaoBaTb 'PEKOHCTpyMpyemyo’ Bu-
3yanbHyl0 TpaguuMio MMEHHO Kak fA3bik. K
YUCHY 3TUX MPUEMOB OTHOCUTCSH FrEOMETPU3N-
poBaHHas YCMOBHOCTb (POPM, CBEOEHHBIX K
3NeMEHTapHOMY 3HaKy; apxauuHas 300-
MOPMPHOCTL  OCHOBHbIX  CUHKDETUUYECKMX
MOHATUK, BXOAALLMX B "TEKCT"; a Takke cama
opraHusaums n3obpakenus kak "tekcra', To
€CTb Llerny CUMBOJIOB, B KOTOPYIO BKMAKOYEHbI
WKOHWYECKUE 3HAKW, FeoMeTpuyeckas rpa-
huka 1 BepbanuaoBaHHble QparMeHThbI.

Takas Bu3yalbHas peyb, Mpexne BCEro
camMon CBOEW CTPYKTYpOW ykasbiBarowias Ha
CBOIO A3LIKOBYIO YCIOBHOCTL, MOrfa TpaHC-
NMPOBaTL OCHOBHbIE ObITUACTBEHHbBIE UOEW,
HEe MpeTeHgys Ha OWKTaTypy Hag 3puTenem
(oTnnyascs 3TMM OT BONBLLUIMHCTBa NOZOBHOIo
pofa BbICKa3blBaHWA). BMECTO OTKPOBEHHO
BM3MOHEPCKOro nadoca XyOoXHWK npepna-
ran 3HaKoBYIO KOHCTPYKUMIO, NMUls 0003Ha-
YaloLLYo CBOW NpenmeT ;| BU3yankHon cyrre-
CTUBHOCTbIO  MOBOBHO  MpopaboTaHHOro
3Haka meTadmanyeckut GOH ocTaBancs
"HernosHoBaembiM" U He OmnucbiBancs mM3o6b-
PaXEHWeM, B TO BPEMS Kak BUOUMbIE CUMBO-
bl HanomuHanu cambie obline Tpapgu-
LIMOHHbBIE W NPOCTHLIE MOAENU Er0 ONUCaHUA.

WHbIMK crioBamu, NpennoxexHHoe Mpobma-
HOM Obio cBOEOBpa3HLIM COEANHEHUEeM KOH-
uentyanMama U CMMBONU3MA — CUCTEM, Kak
BbICHAETCA, HE YyXOblX OPYr OpPyry B cuny
CBA3EHHOCTH CO 3HAKOM W M3HAYaNbLHON NOA-
€/IEHHOCTM BbICKA3biBAHWSA Ha [Ba nnaHa.
CrioXXHOCTb M YTOHYEHHOCTb CTpaTeruu,
BMPOYEM, 3aKmouvanacs He B COEAUHEHWW
KaK TakoBOM, & B WCKYyCHO cobniogaemom
pasHoBecuW, bBrnarogapa KOTOpoMy cucTema
He cTtaHoBunack ogHosHavHon. Cam xygoox-
HWK TOrga HasBan aTy CUCTEMY "MarmyecKum
CUMBONU3MOM", 1 MpaBAaa, ero paccyxaeHuns
06 atom meToae (ONy6NMKOBAHHbIE B pyKOMU-
cHon rasetve '[leBnachaH") BHellHE MMeloT
MHOIro o6LLEero MMeHHO C CUMMBOMCTUHECKON
CUCTEMOW MbILLNEHKs, Hanpumep: "Kpyr —
3HaK Mpupodbl. TpeyronbHWUK — cTaTuka W
OBUXEHME  OOHOBpemMeHHo... Poiba —
IlesnacthaH: cumBon Heba, 3emnu, BOLbLI,
MOpA, BETPa, LOBWXEHWA, HaMpaBNEHWUSA.
CumBon wapoga; ABOWCTBEHHbLIA CUMBOJT
KUBOTHOMO M KamH8."2

"Peiba — JleBnadaH" — 310 He odepegHas
"pedb oypaka', 0onepXuUMOoro roBOpeHuem, Ho
TOYHOE CNOBECHOE M30BpaXeHne xyooXKecT-
BEHHOMO MeTofa, €ro KOHLUEenTyanbHOoW
cocTaBnsollen. B aTmx crnosax saknioueHa
cBoeobpasHas opmyna KOHLENTyanbHOro
COOTHOLLEHWS u3oBpaxeHus W crosa.
IeBnachaH — 370 OAUH N3 HE BMOSIHE ACHLIX
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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 (74:14)
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 50 ancient that written Jewish tradition kept
only the word itself as a designatum, the word
practically devoid of the denotatum — or, pro-
bably, 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. "Incomprehensibi-
lity” 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 sym-
bols in the traditional sense because they do
not go back to any specific idea - only to a
word. And the word implicitly contains ever-
ything 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 features)
associated with words.

The advantage of this strategy was the atti-
tude towards "the 'incomprehensible” which in
conceptualism was achieved through the cor-
rect indications, instead of Utopian attempts of
quasi- religious visionarism. Conceptualists
eliminated from this attitude all the unreal,
retaining only the capacity to denote, conside-
ring it as a significant achievement of theirs.
They often tackled the concept of death direc-
tly, since they had their own, definite, non- pre-
tentious, 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 conceptua-
lists.

It is no wonder that hope was expressed to
use this approach in order to take the human
soul across the bridge which connects materi-
al with spiritual as maintained in one of
Grobman's Manifestoes of the '70s.3 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

MUDUYECKUX 0Bpas3oB nynansma, NPOHUKLLNX
B HEro m3 apxaunyeckon mudonorun. Bpoge
Bbl MOPCKOE YYyROBWLLE, HO HEeW3BEeCTHOro
BMZA, yNOMUHaeMbIi B NcanmMax Kak npumep
HEMOCTWXXUMOCTU WU TanHbl BOXXECTBEHHOMO
TBOpeHUA. B anokpughax roBopbITCH O TOM,
YTO B KOHLE AHeW bor yrotoBuT nup npasep-
HUKam 13 msca flesnadpaHa. o Bcewt BeposT-
HOCTK, 3TO TakoW ApeBHUIr 0Bpas, 4To yxe
NUCbMEHHasa eBpeiickas TpaguLua CoxpaHu-
na oT Hero OfHO TOMbKO CNOBO — BPSA N
bonblie; cnoso npakTuyecku 6e3 geToHaTa
(03Ha4aemoro), unn, 410 TO XKe camoe, C
OEeTOHATOM, paclLuvpsiowmumea 0o beckoHeu-
HO HeonpeAeNeHHOro NoJis 3Ha4YeHMi B CBOEN
apxandeckon rnybuxe.

CBs3aB BW3yanbHbLIK 0b6pas — pbiby — ¢
Takum CroBOM, MOTEPABLIMM  LETOHAT,
XYOOXHWK HapenseT ee Bcen He3rpaHuyHOn
MyCTOTOW M HEMOCTUXUMOCTBIO Ero CTepToro
BpEMEHEM cogepkanHms. "Henoctmxmmoe" —
TO, 4TO B MUPOOLLYLLIEHWW KOHLIENTYaNnUama u
CKpblBaeT 3a cof0oM s3bIK — CTAHOBUTCA, MO
CyLLeCTBY, HOBbIM OETOHATOM 3Toro obpasa.
pobmaHoBCKWE M3obpaxkenns puib (4ynosum-
LHBIX, HEW3BECTHO KaKk BbIrAARAWMX. pac-
nnactaHHblX B BO3AYXE, CBEPKAKOLLMX
YeLlyen W KPbIABAMW M MHOrornasbix) — He
CMMBOS B CTAPOM CMbICITE, OHW HE BOCXOQAT
HW K Yemy KOHKPETHOMY — TOMbKO K closy. A
YXKE CrOBO HEABHO COOEPXWUT B cebe Bee,
YEro Mbl HEe 3HaeM: ¥ To, YTO B HEro BAOXMNa
TPAAULIMA, Kak XuBas, Tak 1 3abbiTan, U BCe
M3BECTHbLIE M HEW3BECTHblE HaM CMbICNbI,
KoTOopklie MOrNKU Obl BhITb B HEro BMOXXEHb!.
Tak CroXunucs OCHOBHbIE 3IEMEHTLI A3bIKA
"Marv4eckoro cumeonmama’: mpegmeT n3ob-
PaKEHMA — 300MOPQHOE Yy[oBULLE (MHOMAA
C aHTPOMOMOPPUUYECKUMU HYepTamu), CBA3AH-
HOE CO CNOBOM.

OTHOlEHWE K "HEenOCTUXMMOMY", LOCTW-
raemoe B KOHUenTyanmame ¢ moMoLLbio npa-
BWUITIbHOMO YyKa&3aHWA Ha Hero BMecTO yTonu-
YECKUX MOMbITOK KBA3UMPENUIrMO3HOTO BU3UO-
HepcTBa, bbina rnaBHOM 0COBEHHOCTLIO STOW
cTpaTeruu. KoHuenTyanucTbl cHuTany ceoen
3aCNyroM TO, YTO OHW UCKMIOUMIIU U3 3TOrO
OTHOLWIEHUS BCe HepeanbHoe, CBeas ero K
cnocobHocTn 0bo3Ha4aTh. OHKM cTanum Yacto
W BAPAMYIO KacaTbCs cmepT, nbo umenu
CBOE onpegeneHHoe, He NpeTeHUMOo3Hoe,
OWCKPETHOE 3HAKOBOE OTHOLLEHWE K MUPY
HEeMNoOCTUMXNMOro, HApPYyruM  CNoBoM  ONs
KOTOPOro u senaeTcs cmeptb. CMepThb, Kak
CBOEro poga 3Hak MAW yKasaHwe — OfiHa w3
rmaBHbIX TEM He TONbKO [pobmaHa, Ho 1 gpy-
FYX MOCKOBCKMX KOHLIeNTyanucToB.

He nokaxeTcsa 4pe3mMepHO YOMBUTENLHbIM
1 BbipaXeHWe HagexObl ¢ NOMOULLK 3TOro
foaxoga "..NepesecTn YENOBEYECKY OyLLy
Yepesa MOCT, COeaUHAIOLLMIA maTepransHoe ¢
OyxoBHbIM... .3 CerogHs Ham 06 3TOM pac-
CKa3bIBAET MPOHWUYECKM MCMONHEHHAas mnya-
Tensto ‘Tlobepa nyxa Hag Tenom”, rge 300-
MopdHoe uyauile (HamomuHalollee o meTa-
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monster (reminiscent of metaphysical signs of
magical symbolism) gently and compassiona-
tely pushes the human sack of bone and flesh.
It is interesting to note, for the sake of compa-
rison, 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 stri-
king a monstrous hydra.

Grobman's magical symbolism in Israel of
the '70s was implemented not only as depic-
tions 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 traditi-
on, 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 repetiti-
ons 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 mon-
strous 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 its-
elf 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 regular search for "contact with reality”;
in any case, this can be confirmed with
Grobman's verses of this period which beca-
me 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 contem-
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PU3UYECKUX 3HAKAX MArM4YeCcKoro CUMBOMIU3-
Ma) NEroHbKO W cocTpagarTenbHo NOATanKu-
BaeT fexawliin nepef, HUM YEernoBEYECKUN
MELLIOK N3 MfAca U kocTen. 3abaBHO OTMETUTL
Ona cpaBHeHWA, 4To Ta e "nobena gyxa' B
YUCTO CUMBOSIMCTUHYECKON cucTeme 0bpasos,
B3SiTOM BHE BCHAKOW CBA3M C KOHLENTyanus-
MOM, Beirnagena 6bi, ckopee, Ha0HoPOT — Kak
naobparkeHre rnpekpacHoro YernoBeKka repos,
ybuBatoLero YygoBULLHYIO ruapy.

Marnyecknin cumsonmuam [pobmana B
W3paune B 1970-x rogax 6uin peann3oBaH He
TONBLKO B M300paXKeHUAX, HO 1 B PALE aKuni,
nepdopmMaHCcoB U NPOEKTOB. B M3pannibLckom
KOHTEKCTE OTW BLICTYMNEHUA ObiMn He-
06bIYHBI TEM, YTO NPOAEMOHCTPUPOBANN YHU-
KanbHOEe ONA W3PaunbCKOro COBPEMEHHOro
ucKyccTBa, obbl4HoOUCTAHUMPYIOLWEro cebs
OT eBPEWCKOW Tpaguunn, cTpemnexune pabo-
TaTb C HEW,

CospemeHHble Beliln [pobmaHa, cepe-
ovHel 1980-x — payana 1990-x rogos, cob-
paHHLIE Ha 3TOW BbICTaBKe, HE NPencTaBAstoT
Ham abCcomoTHO OpYroro xygoxHuka. Ho B 10
K€ BPEMS B HUX HET M HA30MNMBOro NOBTOPE-
HWA OOHAXK Okl HARQEHHOTO, HEeT KOHCepBaLuu
coOCTBEHHOro MeToga, XapakTepHou nnsa
MHOrMX "maTpoB". Pabotbl (BbINOMHEHHEIE
ryalblo Ha bonblivx nucTax) gaxe
BRIMMAAST NO-Agpyromy: npeobnagasiuive
paHee fABHas "ynopshgoYeHHOCTL", reomeTpu-
yeckas YeTKOCTb CMEHWNUCb CcBOBOOHOM
XUBOMUCHOCTLID W TEKYYEeCTbio (akTypbl;
POBHLIE MMOCKOCTM NYBOKOr0 MNOKaNLHOIO
uBeTa ycTynuimM MecTo KpynHOMy CBOOOQHO-
My Masky ¥ Mogyac HeoXWUOAaHHO MArKuM
TOHalBHbIM COoYeTaHusaM. YTO MHTEepecHo,
Takas xe ceobopa YyBCTBYETCH W B METOfE.
B paborax at0oro nepuoga HeT "CepuhHoro
mogxoda':  CcOL-apTUCTCKUMM  TeKCT  Ha
abCcTpakTHOM (DOHE COCEefCTBYET C NopTpe-
TOM WMW Nen3axem, Kapukatypa — ¢ MUCTU-
KOW. Ecnu ecTb BHELLHWI MpuHUKMN, obbeaum-
HSAOLLLMIA BCe STW BeullM, TO 3TO — LBETOBOE
BUEHME. B KaXOOW eCThLCBOW UBETOBOM
3amMbICEN, peasn3oBaHHbIv NMbO ¢ ONMopou Ha
CUMBOTWKY, MBo 6e3 Hee UNK fgaxe BOMPeKH
en.

O6pasbl YYOOBULLHLIX 3BEPEN M MTUL, KaK
ByaTo OCTaBWMECs OT "Marn4eckoro CUmMBO-
nM3ma’, elle BcTpevalTca B page pabor
("CpenousemHomMopbe®; “Ha bepery VioppaHa®
W Op.), HO cama 9Ta KOHUEeMuUWA, KaxeTcs,
W3HYTPW OEMOHTUPOBAHA U MEPEOCMbICeHa,
npespalieHa B 3NeMEHT HOBOW, Bonee rnb-
KOW W OTKPLITOM cucTembl. He ucknouyeHo,
YTO CABWUI BHOBL Obifl MOPOXAEH OYepeHbIM
MOUCKOM "KOHTaKkTa C peanbHOCTbi' — 06
3TOM, NO KpawHeW mMepe, MoBOPAT CTUXMU
[(pobmaHa 370r0 Ke BPEeMEeHM, KOTOpble Ha
OaHHOM aTane ABMAKTCA BecbmMa 3Ha4yn-
TENBHLIMK U CaMOCTOATENbLHbLIM aCMeKToM
ero TeopyecTsa. B HuX, kak, cOBCTBEHHO, 1 B
ryawiax, ee Hactonumsoe npucyTcreme Bonee
yYem o4YeBnaHO. B MpocTom 1 HenocpeaCcTBEH-
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porary, everyday life in one of the Mediter-
ranean 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 con-
sequence (more evident in the verses) is the
"nitwit's" resistance to the idea of death, the
philosophical reconsideration of a real or ima-
ginary 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 frame-
work of these reflections, Grobman achieves
such rare and powerful insights into reality
which seem to be pure pictorial inspiration,
e.g., "The Rain in Jerusalem Mountains”, "Tel-
Aviv Airport”, or "Dunes near Tel-Aviv".

At home by Grobman's May 7,1971
from right: Irena Vrubel-Golubkina, Michail Grobman,
Lev Nusberg, Mishel Ragon, Fransuaz Ragon,
Aleksandr Grigorjev
Photo: Viadimir Grabenko

pome y F'po6maHoB 7 mapTa 1971 r.

cnpaea: Mipena Bpybene-Tonybkuna, Muxaun Mpobma,

INes Hycbepr, Muwens Parox, ®paHcyas ParoH,
AnekcaHap puropbes
®oro. Bnagumup padeHko

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 con-
ceptual work where the image needs no dra-
matic 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.

Hom cBoem OOnMYbe 3Ta peansHOCTb, Kak
oHa MpefcTaeT 30eck, sasnaeT cobon cospe-
MEHHbIM MOBCEOHEBHbLIM MWD OOHOM M3 CTpaH
Cpenun3eMHOMOpPBLA, MPOHU3aHHBIKM ThbICAYE-
NeTHel Tomnwen CUMBOMOB W YBUOEHHbLIW
rnasamu "gypaka'. MecT1o meTadmanyeckoro
acnekTa Ternepb BCe OOnNblle OKa3biBAeTCsH
MornowieHo TemMol cmepTu per se. MTor (Hau-
bonee o4eBMOHLIM B CTUXax) NpedcTasnAeT
cobow npoTuBobopcTBO "Oypaka' ¢ vpeen
CMepTu Ha (oHe MpPeKpPacHoW u paBHO-
OYLHOW npupodbl, unocodckoe nepeoc-
MbICNEHWE peanbHOW WMAW BbiMbILINEHHON
Yyrpo3bl CyLUeCTBOBAHWMIO — BHYTPEHHEN MK
BHELLHEW, Tadllenca B "KaXOomM Menkom
MOTPOLLKE" WM B TOTASIbHOW arpeCCUBHOCTH
yenoseyeckoro coobuiectea. MusaHTpomnu-
Yyeckn BesHadexHble HOTKKM HenzbexHbl rnpu
Takom packnage (“BoT u pelwait: yto nyywe:
Ies ToncTon \ Nk TUXO CTaTh NU3AIONMHKON
npocTon.”)

B n3obpasuTtensHom TBOpYecTBe [pobma-
Ha 9TOT 'MOBOPOT K peafibHOCTK" HeceT B
cebe n gpyrune obepToHbl. Tak, OH HEpPa3phIB-
HO CBA3aH C pedrekTuBHoW paboTon Hapg
METOQOM, C BO3BPALLEHNEM K TUMUYHO KOH-
uenTyaneHoW pecnekcun no nosogdy COOT-
HOLLIEHWA WCKYCCTBa W AEUCTBUTENbHOCTY.
Camoe WHTEPECHOE, YTO BHYTPU 3TOW
pecrexTuBHOM paboTbl [OCTUralTca Takue
pefKue W yauBMUTENbHbIE MO CBOEW cune
nNpopbiBbl B OEWCTBUTENRHOCTL, KOTOPLIE
KaXyTCH YMUCTHIM XKMUBOIMUCHBIM HauTUem -—
kak [oxab B Mepycanumckux ropax, Tenb-
ABMBCKMIA asponopT wunn [OioHbl nog Tens-
ABuBom. Brpodem, CBET W NPOCTPAHCTBO
3Tux paboT HecyT B cebe Takne oYeBUAHbIe
CUMBOJITMYECKME KayecTBa, YTO WX HEBOS3-
MOXHO HasBaTb, OONYCTWUM, nensaxamu;
cKkopee, 3AeCb QOCTUIHYTO TO COCTOAHWUE KOH-
LuenTyaneHOW BeLWW, Korga cama KapTuHa
Mupa 6e3 BCMOMOraTtefbHLIX ApamaTtypru-
YeCKUX CpPefCcTB Ha4yMHaeT "roBopuTh" K 00
abCcoMOTHOM, M O CKpPbIBANOLWKMX ero "crnoax”,
npeogoneBaemblx MO3HaBaTeNbHbIM  YCU-
nvewm.

HekoTopble pediekTnBHble “xoabl® [pob-
MaHa, HanpaeBnfwlMe LUUPKYTALUIO €ero
XYOOXECTBEHHOW MbICIIW, TEM HE MEHee,
MOryT ObiTb npocfiexeHsl. Hanbonee oue-
BUAHBIM U3 3TWX XOOOB ABASETCA AManor c
coy-aptom. Cneuundmka “rpobmaHckoro”
nogxoda W Tenepb, B HOBbIM Nepuod, OKaabl-
BAETCA CBfA3aHa C uccregoBaHMeM BO3-
MOXKHOCTEN, BO3HMKAIOLLMX CO 3HaKoM. Ecnn
B MarM4eckom CUMBOMM3MeE MPOCTPAHCTBO
3TUX HOBbLIX BO3MOXXHOCTEW BO3HWKAMO MpW
COeMHEHUN CTpaTerui KoHuenTyanuama W
cumBonuMama, 1o B 1980-x ropgax cam “maru-
UYECKMIA CUMBONU3M" HaYas BTArMBaTL B gua-
nor cou-apT, BCe LWKMpe pacnpocTpaHas-
LUMKCA B 3TO BPEMA B COBPEMEHHOW CPefe.
“‘Cou-apTt” — TeuyeHue, cumynupyloliee W
pedrnekTupytolee A3bIK  CUMBOMNYECKMX
“peanuu’ COBETCKOro CTPOA, MpW TOM, YTO,
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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 connec-
ted to the investigation of possibilities provided
by combinations of various systems based on
visual signs. In his magical symbolism he com-
bined 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 modern artistic environment.

Sots-art is a trend which stimulates and
reflects the language of symbolic "realia” asso-
ciated with the Soviet system; the metaphysi-
cal purposes of such an analysis are lost. This
trend originated within Conceptualism, but in
the tidal wave of politicization that overwhel-
med Russia at the time, Sots-art overgrew its
original status of conceptualism's “affiliate”,
beginning to claim the role of the epoch's mou-
thpiece, and even beyond the Russian bor-
ders.

Magical symbolism and Sots-art are con-
ceptually distant trends, but they have a com-
mon source, and hence are compatible in prin-
ciple. 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
reality in the perception of the Russian "nitwit”
provided extra opportunities for this game. The
real motivation to mirror one ideology in ano-
ther 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 Israel” and
in some other works.

Another experiment was much more fruitful
and spiritually independent: the artist used the
elements of metaphysics which Sots-art rejec-
ted when formulating his own tasks in a diffe-
rent 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 mode of thinking, but also a peculiar
temple of death piaced into the metaphysical
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Kak y>Ke roBopunock, metaduanyeckue Lenum
3TOro aHanusa Obin yTepsaHsbl M3 Buay. IT0
XYOOXKECTBEHHOE SBMEHWE, BOSHUKLIEE BHY-
TpYM KOHUenTyanuama, Tenepb, Ha BOMHEe
nonuTu3almMn, oxsartusllien Poccuio B 8TO
BpPEMS, BbILLMO U3 afieKBaTHOM A5 HErO ponu
“AodYepHero npennpuaTtus Npyu KoHuenTtya-
NM3ME U CTano NpeTeHAoBaTh YyYTh ik HE Ha
cTaTyc TOTanbHOro CTUAA CaMOBbIPAXEHUS
3MOXW, Jaxke mepexofswero rpaHulbl
Poccun.

Marmyeckuin CUMBONU3M W CcoL-apT —
HanpasneHWs Mo CMbLICTY CNWLIKOM Aalieko
OTCTOsILLKME APYr OT Apyra, HO, B CMNYy Hanu-
YMA Y HUX EOMHOMO WCTOUHWKE MPOUCXOXK-
OEHUA, NPUHLMNMANLHO coBMecTUmMble. [Joc-
TUraemMoe B CUNy Takoro CcoBMeLleHus
BO3BpalLleHWe cou-apTa B NOHO KOHLenTya-
nm3ma v pednekcma ero BHyTPKU Marm4eckoro
CUMBONM3Ma — TO €CTb Hanbornee metapnan-
YECKOW BETBW OCHOBHOIMO TEYEHUHA, OOIDKHO
6b1M10 faTb HeMpenBUOEHHLI “KpoBOCMECH-
TeNbHbLIN® pesyneTar.

Pasymeetcsa (1 aT10 nerko Owino npegy-
ragatb), CMOHWCTCKas peanbHOCTh, Oyayyn
MPOHW3aHa MOEONOrN4EeCKMMM TOKaMHK, OKa-
3anacb HeobblManHO yhnobHbiM cybcTparom
ONs pasBepTbiBaHuA COL-apTUCTCKUX CUMY-
naumin. ("CuroHmam — Hawe Oygyuwee; Ha
30PaBCTBYET EOWMHBIA U HELENMUMBIN COBETC-
ki Viapannb”). OTpakeHune 310kl peanbHOCTH
B CO3HaHMM POCCUMCKOro “Oypaka” 3aknwo4a-
no B cebe JONOMHUTENBHBIE BO3MOMXHOCTW
urpel. PeanbHOW MOTMBUPOBKOM TaKOro
OTPaxXeHuss OOHOWM KuOeonorkii B OPYroW
cTana, KOHEYHO Xe, Tak HaabiBaemas
bonbwas anua, COEOVHUBLLAR OBa MUpa
Mexay cobow (HenoCpefdcTBEHHO 3TOR TeMmbl
kacaetcs “TpueeT w3 Wapawns“ n gpyrue
pabotbl). Ho ropasgno 6onee NMNOQOTEBOPHLIM
1 o gyxy bonee HesaBUCUMbIM BKCNEPUMEH-
ToM BbIno “obpaTHOE" BKNOUEHWE B COLL-apT
3NEMEHTOB METaM3NKK, OT KOTOPLIX XYLOX-
HWK OTKasanca rnpy MOpMynmMpoBaHUN CBOWX
COBCTBEHHBIX, OTNIMYHLIX OT KOHLENTyanuama
3apau.

Tak, neHnHckun massonen y Npobmara (B
cepuu, HayaTon B 1988 r.) okasbiBaeTCh He
TOMBLKO U HE CTOMbKO NEerko BblgenAemomn
PUKLUMEN COBETCKOTO cnocoba MblllIeHuA,
HO, CKOpee, CBOE0bpasHbLIM Xpamom CMePTH,
nomMeLLaemMbiM B MeTadm3nUecKmii nensax.
“MaBsonen” y pobmaHa — 370 ecTb MaB30-
new, TO eCTb MECTO WK CBATUNULLE Morpe-
6anbHOro KynbTa: 3TOT KynbT COBEPLUAETCS
TaM NOCTOAHHO, CyOfA MO OKHam, ropALLUM
DOBHbIM TYCKNILIM OFHEM; a W3BEeCTHbIN
NO3yHr “JleHWH XUWB" B OaHHOM KOHTEKCTe
HanoMuHaeT O MUCTepuanbHOW npupoae
Takoro poga AewncTs, cama Mudponormyeckas
MOes KOTOPbIX COEfUHAET XWM3Hb CO CMep-
Tbt0. COOTBETCTBYIOT 3TOMY CMLICTY M APYrHe
3MEMEHTBI M300paxeHusa: drnaHkupyrowme
MaB30Neit MepaTuvecky CUMMETPUYHbIE
AepeBLs, HaKTOHAOLLMECH K HEMY, KaK npen-
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landscape. Grobman’s Tomb is precisely a
tomb, i.e. the place, or sanctuary of the obse-
quies cult; the rites are performed there per-
manently 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 symme-
trically flanking the tomb bend toward it like
saints to the cross in orthodox icons, and the
role of the tomb's pyramidal geometrical sil-
houette is similar to the role of the Tree of Life
in archaic images. Stars, zoomorphic ele-
ments 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
motif in other works - e.g. in the direct (as if
from under the ground) depiction of a grave "I
do not want”. This theme can be found in many
verses where lethal foreboding and philoso-
phical 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 brea-
the in some other way.” The soul, this meta-
physical 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 Birds Death in the Grass”,
"Mediterranean”, "On the Bank of the Jordan
River”.

One of the artistic chefs-doeuvre of this
"zoomorphic” group is the Snake-Leviathan,
with a cross on its head, the scale of shining
pictorial pointillism, dimly flickering eyes en
face on the dark nosedominated prof lle (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 parado-
xical 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 tradi-
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CTOALME K KPEeCTy W yrnojobnsoumne posib
nupamMmpansHoro reoMeTpPUYecKoro cuiyata
MaB305est pOnn OpeBa XU3HWU B apXanyeckom
TAME KOMMO3uuMK. 3BE3[Abl, 300MOPQHbLIE
3/1IEMEHTBI WU Pas/IyHbIe HAANMUCK BKIKOYAIOT
pa3fnu4Hble MaB30oNen STOW CEPUN B NONE TeX
WNKW MHBIX accouyalimi, He yXoOsd OT OCHOB-
HOW TEeMbl — TEMbI CMEPTH.

OTa nocnefHsas Tema Ternepb 06beguHAET
BOKpYr cebs 4yTb NW He BCe ocTalbHble
MOMEHTbI MWPOBO33PEHUA XYyOOXHMKA: Mbl
HaxofuM ee W B Opyrux paborax — Hanpumep,
npamom, Kak Obl M3-NoL 3emnu, u3obpa-
xeHun morunsl (*He xouy®). Ona, kak yxe
roBOPUIOCh, BO3HWKaET BO MHOXXECTBE CTU-
XOTBOPEHWI, rOe CMEepPTHbLIE MPeaYyBCTBUA U
unocodckme 06061 EHNA NepeckasaHsl Ham
TeM Xe “dypakom”, KOTOpbA W B MOruay
nogcmarpuean: "“CMepTs 3anoxeHa B CivHe\
CmepTb 3acesHa B KOHe\ B kowlke (HB: He
ybusanTe xowek!) B KpOWKE MaHaa-soluke\ B
Kaxgom mMenkom norpoluke\ (...) Takme bor
npugyman Ham 3akoHel\ He nomoratoT
xanobbl 1 ctoHb\ W mevetca GespomHas
aywa\ Opyrim kakum-To obpagom Asiwa.”

Oywa , ata mertagpuandeckas ncuxen,
ecnuM MCnofb30BaTb CUMBOMMYECKMIA KOf,
MOXeT ObITb OBHapyxeHa B BUOE NTUYKK Ha
Kpbille OAHOTO W3 MaB30JIeEB C HaAMWCbIO
‘ComxeHnubiH®. 300MOPMHbLIA A3bIK apxau-
Yyeckux 06pasoB HUKyQa He MponapgaeT v Ha
HOBOM 3Tane, CoCeACcTBYS C MONMTUYECKON U
nonynsapHon putopukon. CBUAETENLCTBO
TOMYy — 300MOp(HblE CUMBOALI KaPTUH
“CmepTb NTuUUbl B TpaBe“, “"Cpean3emHo-
Mopbe” 1 “Ha 6epery VMoppaHa®™

OguH U3 XYOOXEeCTBEHHbIX LeneBpoB
3TOr0 300MOPMHOrC HanpaBNEeHWs — 3Men-
JleBmadhar ¢ kpecTom Ha ronoBe ¢ Yellyen ua
ropsille >KMBOMWUCHOW MyaHTenu, TYCKNo
MepuarulMMmM  rnasamu, MOMEeLLEeHHbIMN
aHthac Ha TEemMHOM Hocatom npodmne
(kaxeTca, Takue rnasa y rpobmaHoBCKUX
Yy[QOBWLY BCErda ABNATCA 3Hakom 3na). Ero
OemMoHu4eckasa rmMbpuaHOCTb Ha JTOT pas
MMeeT HeMnocpenCcTBEHHOE OTHOLUEHUWE K
TemMe rnapapoKCansHOro COeguHEHUA OBYX
MUPOB, POCCUICKOTO U EBPENCKOro, TOMLKO
Ternepb 370 conocTaBneHue bepeTca NpamMo B
‘mertauanueckom”  KNKOYE  Kak  Tema
COTHOLLEHMA Wydau3ma W XpUcTHaHCTBa
(HeogHOKpaTHO 3aTparvBaemas, KCTaTu, U B
cTuxax): “HKung KpeLéHbln — 3MEN BEPUEHbIN®,
TpaguuMoHHOMY (B OyX€ €BPEWCKOW Tpagu-
LMK) BU3yanbHOMY CUMBOSTY COOTBETCTBYET U
CUMYTNALMS TpaguMUMOHHOW (HO POCCUMCKOWM)
BepbanbHON opmMynMpoBKHK 3TOro
COOTHOLLIEHKA. 4

Btopas waes, ABHO NPUCYTCTBYOWLAA B
HOBOM Mepuofge paboTel [pobmaHa, MoxeT
6bITb Ha3BaHa aHaNnM3oM A3bIKOBOW MPUPOAbLI
YXMBOMMCK NOCPEACTBOM €€ KOHLEeNnTyansHoK
cumynaurm. CmbiCcn 3ToW cTpaTtervu 3akmmo-
4yaeTcA B MNepeHoce pedieKkcun XyOoXecT-
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tional (in Russian vulgar folklore style) verbal
formula of this correlation.

The second idea manifested in this new
period of Grobman, and shared by many con-
temporary 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 synthe-
sizing 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 demonstra-
tes 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 pure-
ly pictorial goals, using a painting technique for
its own purposes only, whereas Grobman
seems to use the trans-avant-garde situation
for the real painting - maybe, though not a
regular one, reflective and enriched by the
conceptualist experience. Secondly, expres-
sionism interests 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 inve-
terate topic. Likewise, 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 technigue 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 spec-
tator (claiming even on the scientifically-groun-
ded naturalism). Pointillism 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

BEHHOMO XEecTa U3 cepbl OEUCTBUA U TEKC-
TOB BHOBb Ha KMBOMWUCHOE MJOTHO.
Paccmatpuas 3T0T »KECT, Kak B yBenu4yu-
TenbHOe CTEeKNO, XYOOXHWK CTONbKO Xe
nULLIET, CKONbLKO daeT cebe oT4YeT B CyLLecT-
BE CBOWX OEWCTBUM, Urpas O3HaydaroLLmmMu
anemMeHTamMu, pasnaras M BHOBb CUHTE3Upyst
NyTb OT O3HAYAKLLUX K 03Ha4Yaemomy, ocTa-
BMAS BUOMMbIM 079 3pUTENA pe3ynbTaThl Kak
OChHOro Tak u [pyroro npotiecca.

Camasn “ygoobHas“ ona Takol cumynaumu
cUCTEMA — OKCMPECCUOHU3M, OEeMOHCTPH-
PYIOLLMIA MpoLecC co3naHus MaobpaxkeHus U
Jawoolnn HabmogaTte 3a CamMoCTOATENbHBLIM
pasBUTMEM O3HaYalLero (KMBOMUCHOM
CTPYKTYpbl). [lo3TOMy 3KCMPEeCCUOHUCTUYHB!
Obinn BONLLUWHCTBO MOABMIEHUA TpaHCaBaH-
rapaa v UMEeHHO B SKCMPECCHMOHUCTUYECKOM
KIK4Ye, rnaBHbIM 00pa30oM, BLIMOSHEHLl |
ryawm pobmana 1980-x rogos. Ho uHTepec-
HO 3ameTWTb OBe BeluW. Bo-nepsbix, TpaHc-
aBaHrapg He npecnegosan cyrybo »XuBomnuc-
HbIX 3a[a4, a UCMOoNMb30Ban TEXHUKY KUBOMU-
cu B cBOMX Lensix; pobman xe ncnons3osan
CUTyaLMio TpaHcaBaHrapga Ons Hactosulen
XKMBOMUCKU — MYCTb HE COBCEM OObIYHON,
peneKTUBHON U oboralleHHOn KoHLuen-
TyaneHbIM onbIToM. Bo-BTOPbLIX, 3Kkcnpeccuo-
HW3M uHTepecyeT [pobmaHa He BO BCEM
obbeme 9TOro MOHATUA, U VXK TOYHO — He B
Ka4ecTBe CUCTEMbI MO3BONAIOLLEN BbICBOOO-
OWUTb ANeMeHTapHbIe U nog4yac NepBobbITHbIE
AMOLMY MuLyLero K npeameTy. OH npucyT-
CTBYET 30€eCb, Kak onpegeneHHas cragusa
pa3noXeHWs peanMcTUYECKOro NMcbMa, aHa-
N3 KOTOPOTO, UK CYET K KOTOPOMY, OCTaeTCs
HenameHHon Temon pobmana. Nostomy na-
pannenbHo B ero paborax MOXHO OTMETUTL
WMHTEPEC 1 K ApyriMm npuemam, Mno3Bons-
IOLLMM TIPOM3BECTU TY XE KOHLEMTYyalbHYO
PEOYKLMIO MOEW XMBOMUCKM K MpocTenllemy
HKECTY.

Cpegn TaKuMx MpUEeMOB — MyaHTellb,
MMMPECCUOHUCTMYECKOE MUCBMO Ma3Kamu-
Toykamu. pobman NpUmMeHAET ee Toxe “aHa-
NMTUYECKH" — To ecTb Haxoda cnocod pasge-
JINTb U B 3TOM M3BUTOM MpUeme o3HavarLlee
1 03Havaemoe. [Ana 3T0ro oH NpepHamepeH-
HO pasbefuHAERT Cam >XUBOMUCHLIA MeTof, ¢
MPUCYLLIMM emy, 3TOMYy MeTOLy, npencrasne-
HUEM O XMBOMUCHK, KaK CMAOLLIHOW M TOTanb-
HOW 3pUTENBHOW WMIMKO3WUK, MPEeTeHAyoLLen
Jaxe Ha Hay4HO 0DOCHOBaHHYK HaTypanb-
HocT. B paborax [pobmaHa myaHTenb, Kak
npaBuio, HanpoTWB, NOABAAETCHA B XKECTKO
OFpaHUYeHHbIX U Oaxke OYEepYUEeHHbIX KOHTY-
poM hparmMeHTax; B nensaxe “Tenb-
ABWBCKWMIA @3pOonopT” OHA 3aMNOITHAET KOHTYP
JepeBbLEB, KOTOPble B peaynbTarte KaxyTcH
€OMHCTBEHHbIM OTKPOBEHHO dlaHTacTuyec-
KUM, “Y4yOOBULLHLIM® 3MTEMEHTOM B 3TOM Kak
6yato 6bl peafnbHOM nensdaxe. Touedroe
MMCbMO, 0cBOBOXOAafAChL OT CBA3AHHOM C HUM
MOeonornk “Hay4yHo Q[OCTOBEpHOro cnocoba
nepepadyu Mmupa“, npespatlaeTcs B abcTpaxT-
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pointille which makes them the only fantastic,
“monstrous” element of this (seemingly) reali-
stic landscape. Being liberated from its ideolo-
gy ("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 pictorial texture: in his goua-
ches, he regularly allows for damp patches
which form another, natural texture over the
texture built by the artist - i.e., a vertical net of
lines. This confrontation of the artificial and the
natural obviously works in "The Portrait of
Volodya Yakovlev”, 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 regular 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 simu-
lative “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 pictures-
que roosters and firebirds.

This mutual love and inner solidarity are
openly reflected in Grobman's "In Memory of
David Burlyuk” which depicts in an almost
“"rayonistic” manner the marvelous lively gar-
den, with a bird of paradise sitting in the gree-
nery. As In the case of pointillism, Grobman
draws from the rayonistic system its principal
ideclogical aspect, i.e. 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 phraseo-
logy, "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 is latently presented in these
works: Burlyuk, Larionov, Kruchonykh, and
Vladimir Yakoviev of the younger generation.
Some of these Russian artists are mentioned

HYI0 TEKCTYpY C BOrathiM AEeKOPaTUBHLIM W
9KCMPECCUBHBLIM MOTEHLMATOM.

Mpyemom, cryalimm aHanuay >KUBOMuc-
HOW TEKCTYpbl, SBASETCH TakXe MOCTOFHHO
gonyckaembln pobmaHom B €ro ryawax
noTeK Kpacku, obpasyloliuit noBepx Tek-
CTYPbl MOCTPOEHHOW XYLOXHWUKOM, BEPTU-
KarnbHYHO CETb NIMHMIA — MOAENb OPYron, HAaTY-
pasnbHOW TEKCTYPbLI. JTO CPABHEHNE MCKYCCT-
BEHHOMO C HaTypasibHeIM 04EBUOHO paboTaeT
B “lNopTpete Bonoaun Akosnesa®, B KapTuHe
naobpaxarwuwien wma Akosnesa, B “[ioHax
nog Tenb-ABusom®, “Bepere mops” u Opyrmx
Bewlax. M HakoHeu, HY>XHO OTMETUTb eLle
OfHY OpPUrKHANLHYIO MONLITKY “U3obpasuTh”
XKUBOMUCHYIO TEKCTYpy — € MNOMOLLBIO
perynapHon CETKM NTMHWIA, KOTOpas Npespartm-
nack B nogobue CTeHbi, Hecyulen Ha cebe
OPYron XWBOMMUCHBLIA “xecT* — rpadduTi:
“Bpybenb, [IlapuoHoB, [pobmaH* (“Tpw
Mwuxanna®).

OTH TpU MMEHU HAMOMMHAIOT HaM O ponu
POCCUMCKOM Tpaguuum B rpobMaHOBCKOM
nogxofne K eHoMeEHy >kuBorucu. B camom
gerne, 3KCNPECCUOHUCTUYECKMI 3IMEMEHT,
06pasyolmnin CUMYTIATUBHBLIA “CTUNL" ero
paboT, KoHKpeTHO Onvxxe BCero Kk JlapuoHoBy
n FoH4apoBoW unu Bypnioky (MHOrga oTKpo-
BEHHO HanomuHaa o “ny4mame’), uem,
CKaXKeM, K KyMupy MUpPOBOTrO TpaHcaBaH-
rappa KupxHepy. VIHTepecHo, 4To 1 camomy
PYCCKOMY 3KCMPECCUOHU3MY C ero npumMmTU-
BUCTUYECKUMU TEHOEHUMAMK ObiN HE 4yxXA
300MOPUUECKUIA CUMBOM3M, BOCMPUHATLIN
13 pycckoro nybka, nuTasulero sBoobpaxeHune
XYLOXHWKOB PYCCKOro aBaHrapha CBOWMM
KpPaCOYHbIMM NETYXaMW W XXap-NTULEamMu.

Ota obwas nwboBb U BHYTPEHHAS CONM-
0apHOCTb o4YeBUOHLIM obpa3om oTpasunach
B komnoauuun “Tamatn Hasuga bypnoka®,
nzobpakaroLlen B NOYTU “NYMUCTCKOR® maHe-
pe JynecHsln ByrHbIM caf C panckon MTuuen
B kywax. Kak B cnywae C NyaHTUNM3MOM,
MpobmaH u3biMaeT M3 MyYMCTCKOW CUCTEMBbI
€e rflaBHYyld WOeOonoruYyeckyro CTOPOHY —
CBA3L CO CBETOM, TEM CambiM fapanusys
BO3MOHOCTb MCTOMKOBaTb CBOO paboTy Kak
NPOAOIKEHUE nyum3dma. 3TOW CBETOHOCHO-
CTW IY4HU3MA OYEBUAHO MPOTUBOPEUUT rnydo-
KM TEMHO-KPacHbIM KONOPUT, KOTOPbIA OTCbI-
rniaeT, CKopee, Kak 9TO XapakTepHo Boobuie
ansa MpobmaHa, K cnoBy: B PYyCCKOWM Nonynap-
HOW Ppa3eonorum KpacHsIM — OMOHRUM Kpaco-
ThI, ¥ 3TOT NONYNSPHBIK 06pas KpacoTkl COOT-
BETCTBYET MUPUUECKON KapThHe pas.

Becb HOBbIM MU pyccKoro dyTypuama u
3KCrpeccMoHnsmMa MogCcnynHo BbiCTpauBa-
etcd B aTux pabortax [pobmaHa: Bypriok,
INapuoHos, Kpy4yeHbix, Manesuny; 13 HOBbIX —
Brnagumup Akoenes. O KOM-TO M3 3TUX pyc-
CKUX XY[QOXHMKOB rOBOPAT Ha3BaHua pabor, o
KOM-TO — CTUIIUCTMYECKME accoLalin, KTo-
TO BO3HUKaET Ha Boobpaxaemom noprpeTe,
KTO-TO B BWUAE M30OPaKEHHOrO Ha KapTuHe

~
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(or hinted at) in the paintings titles, others
bring up stylistic associations; some appear in
the works like imaginary portraits or in the
form of words (artists' names). A prominent
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 mon-
ster 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 con-
structivist geometry) brought Grobman to
assert, in one of his articles, that:
"Suprematism is a sort of artistic Judais” 4.
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 special
essay is Isaac Levitan, and it was not in vain.
In Grobman's artistic universe, Levitan is a
mirror image of, and an antipode to Malevich.
The latter, with his "pictorial realism", resolute-
ly 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 landsca-
pes 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 repro-
ductions of Levitan's good and “correct” pain-
tings (model Russian landscapes which were
published in Russian language text books) into
"Jewish” and incorrect ones. Broken graphical
lines of strange constellations were now cros-
sing the oily air of Levitan's canvasses with
floating churches and horses. Fundamentally,
the experiment worked. It turned out that prac-
tically no force had to be applied: the outer
interference only assisted in the revelation of
hidden inner lines and mystical spatial dyna-
mics typical of Levitan's best works. As a mat-
ter of fact, Levitan proved to be a mysterious
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cnosa (umeHn). Ocoboe MecTo B 3TOM MUpE
3aHumaeT Kasumup Manesuy. Metaduman-
yeckas, unocodckas npupoaa pyccKoro
dyTypuama Bbipasunacs B HEM BCEro
cvnbHee. floatomy [pobmaH MOCTOAHHO
BO3BpALLAETCA K HEMY W Oa)XKe K ero Buay-
anbHLIM cumBonam. Tak, cyrnpemaTtuyeckmis
KpecT 'pobman ycBausaeT, Npespailan ero B
ATULY-asponfaH, netawoollee 300MopdHoe
Jqyguule, HanoMmuHarowee ob uanmobneHHon
mMblcniv Maneesuya — npebuiBaHnn B cBobHoOg-
HOM npocTpaHcTee. KaptuHa “Manesuy —
Mope* fAaxxe BO3BOAUT MOHATHE “Manesny” B
cTaTyc 0cobon CTUXMM — OLLYLLLEHME KOTOPOM
pacrnonaraeTca rge-1o Mexpgy metaqunau-
YECKOW  UHTYULMEN  HEMO3HAHHOIo W
peanbHbiM 4yBCTBOM CBOBOAHOIO noneTra.

MeTahunanyeckini xapaxktep cynpematu-
YeCKOro noucka B 06MacTW YUCTbIX reome-
TPUYECKUX HOpM (MPOTUBONOMOXHbLIA XyOo-
YKECTBEHHOMY NMparmMaTu3my reéoMeTpun KoH-
CTPYKTMBMCTOB) 3acTtasmn [pobmaHa B ogHOM
u3 ero cratein nposo3arnacuTe: “Cynpema-
TU3M €CTb CBOEro poda XyHOXXECTBEHHbLIN
uynamam“.> 370 3asBrieHne, a Takke Mouck
BU3yasnbHOro “mocTa’ Mexmy cynpemMmatus-
MOM W “MarMy4eckmum CMMBOMU3MOM", MeXay
CYMPEMaTUYECKMM 3MIEMEHTOM W Yyd0BM-
LWemM, MoKasbiBaeT, HACKOMBbKO CUCTEMA W
rnopxon Manesuua buinm rnyboko MHTEpropu-
3npoBaHbl B COBCTBEHHOM TBOpPYECTBE
[pobmana.

Eule oOWH pycCKMi XYLOMHUK, KOTOPOMY
[pobman MOCBATUN WM HECKONbKo paboT, w
crneumanbhyto cTathio, — Ucaax JleBuTan, Y1o
Oaneko He cnyvamHo. B ero ymosputensHon
KWBOMUCHOW BCEfleHHONW 910 - dmrypa-
oTpaxkeHue, durypa-adtunon Maneguua.
OOouH CBOMM "“XXKMBOMMCHBIM peanuavom”
pEeLLUUTENBHO NPOpBan BCe CNOU MPUBLIYHOTO
BUOEGHWA, OpYyrol cospasan WM TKan ux Tak
YCMELLHO, YTO ux ybeauTenbHOCTLIO MPOHMK-
NUCb NOKONEHMA COBNA3HEHHbIX, B COBETCKOE
BpeMSs CHMTABLUMX UMEHHO peanuncTuyeckme
nensaxu flesutaHa aTaroHOM XyLOXECTBEH-
HOro NpMHUMNA.

OfHUmM 13 nepsbix noaxofos podmaHa K
3TOMY (beHomeHy Obina NomnbiTKa MocpeacT-
BOM MWHUMANbHBIX TpaHchopmaln Ha
penponyKkUuMAX MPeBpaTuTb NEeBUTAHOBCKME
XOpoLUne 1 “npasuiibHele” XpecToMaTUnHbIe
KapTWHb! pyccKOW npupogbl (Bowepnlimne BO
BCE COBETCKME Yy4ebHWMKKM “PogHon pedn” u
Taknm 0bpa3om HemnocpefdCcTBEHHO BOBIe-
YeHHble B obagaTtenbHoe obydeHne A3bIKy) B
‘eBpenckune” u HenpasuNbHble. [JUKOBUHHbIE
CO3BEOMWA JIOMAHOW rpauyecKon uHWen
rMepeceknn MneBUTAHOBCKOE BO3QYLUHOE
Macno ¢ NNaBaroLLMMK B HEM LIEPKBYLLIK&MMN
1 noLagKamu.

OKCMepUMeEHT yoancs Ha penkocTk Npo-
c10. OKas3anock, Y10 HACKUMUA Hah maTepua-
NOM MOYTH He MoTpeboBanoCh: BHELUHee
BMELIATEeNbCTBO NUlib BbISBUAO CKPbITHIE
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Leviathan, and his Eternal Peace, with its
abstract light and nearly Grobmanian mon-
sters 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 pro-
minent European realist, G. Courbet. However,
the composition is close not to ,Bonjour, mon-
sieur Courbet!” (as the title implies), but rather
is reminiscent of "A Burial at Ornan®, with the
dark yawned grave in the foreground, the ver-
tical 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 proba-
bly 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 scar-
let 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 canvas-
ses does not soothe at all, but rather, unwit-
tingly, half opens the door to the incognizable
which is symbolized by the metaphysical hor-
ror of death.

Speaking of realism, Grobman, like
Courbet, can be seen walking around his "vil-
lage" (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.

Our 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.

L GROBMAN MUXAWNID TPOBMAH

BHYTPEHHWE TNUHWUKM, MUCTUYECKYIO NpPO-
CTPaHCTBEHHYIO OMHAMMUKY, TawHO CBOWCT-
BEHHYIO nyyliMm Bewam JlesuTtaHa. Ilesu-
TaH, MO CYTW, OKasancs TauWHCTBEHHbLIM
nesnagaHom, a kaptuHa “Hap BeuHbiM
nokoem"” — ¢ ee abCTpaKTHbIM CBETOM M MOYTH
rPOBMaHOBCKMMK YyooBMLLAMK B oBrniakax —
Hanbornee OTKPOBEHHbLIM BblCKa3blBAHWEM
PYCCKOro uyaes.

OgHy 13 cambix ACHbLIX OPMYNIMPOBOK MO
NoBOOY 3CTETUYECKOr0 OTHOLLIEHWS MCKYCCT-
Ba K [JencrsuTensHocTn [pobmad pan B
ryaww “3gpascTBynTe, ToBapuw, JleButan!”
Kaszanock Obl, 3Ta BELLb MPAMO OTChINaeT Hac
K obpasy Opyroro, Kak Tenepb rOBOPAT,
“kyneTOBOrO* peanucta — Kypbe. OgHako ee
KOMMO3ULLKA NO CYTH BNMXKE HE K TOU YMUIU-
TENbHO AemMOoKpaTU4ecKon kaptude “Bonjour,
monsieur Courbet!" Ha koTopyld HamekaeTr
HasBaHue, a Kk ero e noaoTHy “MoxopoHsl B
OpHaHe", kKoTopoe TyT Xe BCnnabiBaeT B
CO3HaHWK, — C YEePHOW Pas3BEPCTON MOrnIoNn
Ha NepefHeM MfaHe, C B3ObiMaOLLENca
creBa Haf TOMMOK BEPTUKANbLID KpecTa W
TOCKIMBLIM nNpegYyBCTBMEM BeyHocTU. B
rpoOMAaHOBCKOW KOMMO3ULWKM ee NaBHbIn
MOTMB — MOKOCMBLLMICA U PA30PBaHHbIN nne-
TeHb unu 3abop, MoXeT ObiTb, ¥ Bbi3bIBAET
nepByl0 accouuauuilo C NeBUTAHOBCKUM
NUPUYECKUM yMUNEeHWeM BefdHOCTbIO pyc-
CKOM Mpupofbl, HO Haf passBepcTon BHWU3Y
4epHOTOW W Ha hoHe KPOBABOroC 3apeBa OH
yMTaeTCcA, CKOpee, Kak CUMBOJT CMeEpPT¥ W
xaoca. Bctpeua ¢ JleBuTtaHOM WMMEHHO Ha
3TOM MECTe, HECOMHEHHO, HeceT B cebe oLLy-
LIEeHWe, YTO TUXasa peanucTnyeckas Mannnma
PYCCKOro Mensaka, KOTOpPYK emMy yaanoch C
Takonm yBeOuTEenLHOCTLIO BLICTPOUTE Ha
CBOWMX MONOTHaXx, NWlLb NPUKPLIBAET ABEPL B
Heno3HaHHoe, CUMBOIOM KOTOPOro ABMAETCA
“Nynenckmin xaoc" n MeTam3n4ecknn yxac
MOTUIbI.

Mexay npounvm, O peanuame B ero Knac-
CU4eckux mposasneHuax. [pobmaHa, Kak
korga-to ltoctaBa Kypbe, TOXe MOXHO
BCTPETUTL MPOryIVBAKOLLIMMCS MO CBOEM POL-
HOW fepeBHe (MPecTuXHOW 30He Ternb-ABKEA,
y nobepexbs), U KaXObid UMEeT BO3MOX-
HOCTb ckagdaTb emy “llanom, map MpobmaH!”
Kypbe Ha nporynky bpan narsky, y 'pobmana
€CTb HENPEMEHHbIN CNYTHUK — cobaka:

oy rynats,

Begy ¢ cobon Tumypa
HascTpeuy Hunu
TuxoHbKasa gypa

[Bop okavmIieH
LiBeTamn oneanapa
W3-3a kycToB

KpapgeTtcs kollek baHpa

[Mpowen apabd
[TpoHec cBoe BeOepko
OH Ha cobaky CMOTpUT
CyeHb 30pKO

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

2 Leviathan, 2 (1979), 6.

3 Ibid.

4 "Michail Grobman, The Biblical Structure
of the Square”.
Zerkalo ("The Mirror”), 3-4 (1996), 175.

LOLA KANTOR-KAZOVSKY
Research assisstant of art history and theory,
The Hebrew University, Jerusalem
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Mpuset Abaana
Kak TBOW OETULLKN?
Abgana vellet
[ToTHbIE MOOMABILLIKMA

B okHe maauuT
Kocopoxxum Nocu

OH HapkomMaH

OH BEYHO YTO-TO MPOCUT

Kananuaaumio

H BWXy 3acopuno

W BCE rOBHO

OHO Hapy»XXy BCMNLINO

A mocTaro ceov kabenb
CneunansHblii

W npounLlato
BopocTok aHanbHbIA

Bot oT nonyaHs
Marsio uTo ocTanoch
H vyBCTBYIO
300pOoBYIO yCTANOCTh

A yxoxy

BagopemHyTe cebe Ha Yacunk
MeXkayHapoaHO 3HaMEHNTLIV
Knaccuk.

Kak pas Bo Bpems 370ro putyana obxoga
MECTHOCTW cCenfAHe MOryT pacKNaHAaTbCH,
CHAB Mepef XyOOXHWKOM LUMAMY; a 4To OH
npu 3TOM Ha Hawen BoobpaXkaemon, He
HamMCaHHOW UM, KapTuHe paarpedbaeT U
CMbIBAET HEYMCTOTLI — Tak Beflb 3TO M eCTb
TpaouLMOHHan obLLecTBEHHaa MWCCUA Ha-
CTOALLEro XyQoXHUKa-peanuceTa.

CHOCKM:

1 Wnea Kabakos “CemupecsTble rogbl. U3
BocnomuHanuii®, Mickyccreo, 1 (1990), 9.

2 “lleBnacdan”, 2 (1979), 6.

3 Tam xe

4 AyTeHTU4Has pycckas MOroBOpKAa 3BY4YMT
Tak: “Munf KpelleHblit — Y4TO BOP Mpo
LieHbIn.“

5 Muxaun 'pobmaH. “Bubneiickoe ctpoenme
kBapgparta“, 3epkano, 3-4 (1996), 175.

NENA KAHTOP-KA30BCKWN

HayYHbIN COTPYOHWK Kadenpbl UCTOphn 1
TEOpPUU UCKYCCTBa, EBPENCKUIA YHUBEPCUTET,
Wepycanum
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MICHAIL GERMAN
PAINTING AND CONCEPTION

Michail Grobman was one of the first gene-
ration of the sixties to leave the Soviet Union.
When he emigrated to Israel in 1971, he was
only thirty two years of age. The artist had par-
taken of the evils of dissidence, yet was still
young enough to avoid becoming embittered
and morose. Neither did he succeed, however,
in acquiring the crown of thorns and aura of a
martyr that were once enough to win minor
success abroad.

Grobman was one of the few for whom the
Promised Land was more than just a transit
zone. Following the decision to emigrate, while
he did not begin everything all over again, the
artist did not confine himself solely to what he
had already done. One has to pay Grobman
his dues here. His art is free of fanaticism; into-
lerance and hypertrophied artistic or national
prejudices do not block his vision. The artist
does not attempt to settle any score with the
past. Rather, he interprets the past with irony
and does not attempt to cut it out of his pre-
sent.

At the end of the millennium, it is common
practice to depict life, talk about it with persi-
stent naivety in expectation of the polyseman-
tic interpretations of readers, viewers and cri-
tics, and provoke reviews of associations and
defiles of super-fashionable terms from tramp-
led podiums. The combination of deliberate
simplicity and ‘"concept” has become an
almost obligatory part of the ritual of being
consecrated into the mainstream. Such rituali-
ty is two-faced.

The artist who seeks only success accepts
it, when it comes, with pleasure. And he often
truly does acquire some recognition, though
generally only of the short-term variety. The
artist who seeks self-expression within this
rituality takes on the burden of additional res-
ponsibility. He constantly risks coming second,
reminiscent of many, including himself.

Michail Grobman's mental reserves, fortun-
ately, have no shortage of freedom and undis-
sipated humour. The expectation of serious
interpretations does not impede his spontanei-
ty nor, most importantly of all, his passionate
faith in all that he is doing right now.

As Grobman himself recalls, "I began to
build pictures basing myself on intellectual
principles whereby the sensual element came

MUXANTT TEPMAH
XKMNBOMUCb N KOHUENUWA

Korpa Muxawn 'pobman — B 4ncne nepsbix
SMUIrPaHTOB-LLECTUOECATHUKOB — yexan B
Wapaunns (1971), emy bbino Bcero Tpupuatb
pBa roga. XygoXHUK xnebHyn AMCCUOEHTCKO-
ro nnxa, HO BbiN ele [oCTaTo4HO MOMOoM,
4700kl HE BMAacTb B YrPIOMCTBO U HE OXECTO-
YMTbCA. HO He ycnen oH u obpecTn ToT Tep-
HOBbIM BeHel, Ty cydbby cTpacToTepnua,
KOTOPLIX NOpon ObIBAN0O A0CTATO4HO, YTOOLI
CHUCKATL 3a rpaHuLien nerkui ycnex.

OfMH U3 HEMHOIUX, ANA KOTOpbIX 3emns
obeToBaHHas He cTana TONbLKO TPaH3UTOM,
pobmaH, ecnu 1 He Hayan nocne oTbLe3na
BCE CHa4ana, T0 U He MOr onMpPaTbCA TOMbKO
Ha TO, YTO yxe ycnen cgenarb. Cpasy xe
oTHaauM emMy OOJDKHOE, B UCKYCCTBE ero HeT
draHaTuama: HeTepnuMocTb, rMNepTponpo-
BaHHble XyOOXECTBEHHble WM  Hauuo-
HanbHble NPUCTPACTUS He 3acTHAT eMy Ouu.
OH He cBOOWT CYeTbl C MPOLUMbIM, CKOpee,
MPOHMYHO OCMBICIIMBAET €ro, He CTPEMSACH, K
TOMY XK€, Pe3Ko OTOENUTL ero OT HacTosALle-
ro.

W3obpaxaTb X13Hb UMW FOBOPUTL O HEW C
HACTOMYMBOW HAMBHOCTLIO, OXMOAA OT 4yuTa-
TENEN-3pUTENEN M KPUTUKOB MHOrO3HaYHbIX
WMHTeprpeTaumit, NpoBouMpoBaTe napags
accoumauuiz n gedune cCBEPXMOLHLIX TEPMU-
HOB Ha 3aTonTaHHbIX Noauymax — obblgdeHHasn
MpakTuka KoHua ThicAvyeneTus. CoyeTaHue
YMBILLTEHHOW MPOCTOTLI U “KoHUenTa® ctano
YyTb M He obAsaTensHOM YacTbi puTyana
NOCBSALLLEHNA B agenTbl “manncTpuma”. lo-
0obHasA puTyanbHOCTL ABYMNUKa.

XYOOXHMK, B3bLICKYKOLWMA NUbL ycnexa,
npuHUMAaET ee C YOOBOMNLCTBUEM, HEPEAKO M
B camom fene obpetaeT HeEKOTOpoe NpwU3Ha-
HWEe, BMpPOYEM, Kak npasuno, HeOonroe.
XYOOXHMK, ULLYLLIUIA BHYTPW STOW pUTYalbHO-
CTW CaMOBLIPEXKEHUA, B3BanuBaeT Ha cebs
AOMNONHUTENBHYIO  OTBETCTBEHHOCTh,
NOCTOAHHO PUCKYET OKa3aTbCA BTOPUYHLIM,
HaMoOMUWHAIOLLMM MHOTUX, B TOM YUCME W
camoro cebs.

Mo cuactbio, Muxann pobmaH umeer B
CBOMX OYLUEBHbIX pe3epsax JOBOMNbLHO CBOGO-
Obl W HepacTpadeHHoro tomopa. OxugaHue
CEpPbe3HbIX WHTEpnpeTauuin He mewaeT ero
HEeMoCpPeAcTBEHHOCTH U, rAasHoe, CTPacTHON
Bepe B TO, 4TO [Herfaetca WM CerogHs u
celvac.

“..A Hayan CcTpOUTbL KapTWHY, OCHO-
BbIBAACH Ha WHTENNEKTyanbHbIX NPUHLMMAX,
roe YyBCTBEHHbLIN 3MEMEHT ABAANCH BTOPUY-
HbetM. MeHA nHTepecoBana npobnema MuKTo-
rpauyecknx SnemeHToB co cBOBOJHO-Teo-
METPUYECKUMU opmMmamm”, — BCMOMUHAET
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second. | was interested in the problem of pic-
tographic elements with freely geometric
forms.” When a completely sincere artist talks
about himself, there is always a portion (and
sometimes a highly significant portion) of auto-
suggestion, or at least a merging of later
reflections with his original purposeful aims.
Any genuine artist, even one aggravated by
his own personal meditations, lack of external
freedom and impetuously aggressive informa-
tion, remains above all an artist. Without expo-
sing to doubt either Grobman's sincerity or the
level of his absorption in complicated theoreti-
cal searchings and constructions, it is possible
nevertheless to suppose that the value of con-
crete art is measured not by the author's lear-
ning or argumentation, but by the artistic
result.

The concept of "the second avant-garde”,
which so often flits past us in texts on modern
artists, would seem to be not entirely convin-
cing. The term "avant-garde” implies the con-
cepts of uniqueness and the sharp denial of
one's roots. The "second avant-garde”, hungri-
ly absorbing the former intrepid revelations of
its intrepid predecessors, is in essence wholly
academic. The courage shown by its repre-
sentatives in Russia was civil and not aesthe-
tic courage.

When the Russian "boys” opened the for-
bidden and forgotten chapters of the classical
avant-garde of the early twentieth century,
there was no breach or study of what had
already taken place. With Grobman, this study
was fortunately both profound and purposeful.
He amassed not the pathos of negation, but a
culture of knowledge. For as a certain Chinese
sage once said, it is only possible to introduce
successful changes after one has become
acquainted with the rules.

Grobman's conceptual works have a firm
and unmistaken artistic basis. It is possible to
think up and create a conceptual picture
(sculpture, object) in the same way that things
are made. This is often more than enough for
understanding and success in the space of
"conceptual perception”. One encounters
something similar in those masters who have
already, even if somewhat hastily, been eleva-
ted into the ranks of the classics. The main
task of Conceptualism can be effected by
ready-mades, texts, hieroglyphic schemes,
photographs and traditional representations.
All of this programmes the process of percep-
tion, evoking concrete literary, social and ethi-
cal associations and expressing direct con-
cepts. The process of contemplation and inter-

rPObBMAH

Muxaun [pobmaH. B pacckase wu BnonHe
WCKPEHHEro xydoxHuKa o camom cebe Bcer-
ga ecTb pgonst (MOpow M BecbMa 3Hauu-
TefbHasA) NyKaBoro CaMoOBHYLUEHWUS, WK, BO
BCSKOM cnyyae, CMeLleHWa NO3aHUX pednek-
CUN C U3HAYaNbHbLIMK LleNeBbIMKU YCTaHOBKA-
Mu. JTloBoM NOONWHHBIM XYOOXHWK, Oaxxe
OTArYeHHbIA COBCTBEHHBIMUW pPa3nyMbAMM,
BHelwHen HecBob60QOW M CTPEMUTENBHO-
arpeccuBHoOW wuHopmauunen, — npexnpe
BCEr0, — OCTAETCA MMEHHO XYLOXHUKOM,

OTHiogb He nogBepras COMHEHWIO HMU
WUCKPeHHOCTb Muxauna [pobmaHa, HM cTe-
neHb ero yrnybneHHoCTH B CNOXHbIE Teope-
TUYECKUE MOUCKM U MOCTPOEHMUA, MOXHO BCe
XKe MPepnonoXuTh, UYTO LLEHHOCTb KOHKpeT-
HOrO WCKYCCTBA M3MEPAETCH He 3HaHUaMMW
aBTopa M He ero aprymeHrtauuew, HoO
XYOOXXECTBEHHLIM PE3YNbTaToOM.

MonsiTne “BTopon aBaHrapg®, cTons 4YacTo
MenbKatolee B TeKCTax O COBPEMEHHbIX
XYOOXHWUKAX, HE KaXKeTCs MHe BMoHe ybeau-
TenbHbIM. B TepmuHe “aBaHrapn” sanoxeHo
MOHATMUE YHWKANMbHOCTH, PE3KOro oTpuLlaHua
KOpHeW. “BTopol asaHrapn®, »agHo Bnu-
ThiBatOWiMA B cebs Hekorga oTBaXKHble
OTKPbITUA OTBaXKHbIX MPEOLIECTBEHHUKOB, B
CYLLLHOCTH, BNOSHE akafeMUYEH, U MYyXECTBO
ero npepcrasuTenel B Poccun — myxecTso
rpaXAaHCKOro, a He 3CTETUYECKOro MopstaKa.

OTKpbITUE “pycCKMMKM ManbYyuMkamu” 3a-
NPETHBIX WU 3abbITbiX CTPAHWL, KNACCUYECKOro
aBaHrapga Havana Beka ObIno He NPopPLIBOM
— M3yuveHnem cocTossiuerocs. K cuyacTelo, y
Muxamnna MpobmaHa naydeHue ato 6bIno rmy-
6oKkMM K LeneycTpemaeHHsim. OH Hakomun
He nadoc OTpuLannsa, a KyneTypy 3HaHnus, a
BE[b, COrMacHO CyXAEHUIO KMTanckoro Myfd-
peua, npeycneTb B M3MEHEHWAX MOXHO,
NULLE NO3HaB NpaBuna.

KoHuentyanbHble paboTel [pobmaHa
UMEIOT HECOMHEHHYIO W MPOYHYIO XYOOXKEeCT-
BEHHYIO OCHOBY. KaK W3BECTHO, KoHLen-
TyanbHytlo KapTuHy (CKynbenTypy, OOBEKT)
MOXHO NPOCTO NpuaymaTe W cpgenath, Kak
OenatwT Beln, — Ang NOHMMaHWa 1 ycnexa
MMEHHO B MPOCTPAHCTBE “KOHUENnTyansHoro
BOCTPUATUR" 3TOMO MOXET OKasaTrbCAa C
nuxeon poctatoyHo. MonobHoe BcTpevaeTcH
Yy MacTepoB, yXe, X0Tb W MOCMewHo, BO3Be-
OEHHbIX B KNaccuku. BbIMONHWUTL OCHOBHYO
3afjavy KoHuenTyanuama moryTt u “ready
made®, n TeKCTbl, U CXeMbl-uepornmdbl, M
oTtorpacumn, wn TpaguuMoHHbIE u3obpa-
XeHWst. Bce 3To nporpaMmupyeT npouece
BOCMPUATKA, BbI3bIBAS KOHKPETHbIE nuTepa-
TYpHbIE, cOLManbHble, 3aTUYECKME accouma-
LMW WUNW BblpaKas nMpAMbIE NOHATUS.
[Mpouecc cosepuanna 1 nHTepnpeTaumm cta-
HOBWTCA [ONsA  KOHUenTyanuama [OOMU-
HUpYOLWMM, Tem Bonee, YTO HEKOTOpbIE NPO-
M3BEOEHUS KOHLENTYanucToB NpakTUYECKK
nuweHsl ctabunbHoOM martepuansHocTu. B
rMpaKTUKe KOHUEeNTyanucToB BU3yanbHOE
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pretation becomes the dominant one in
Conceptual art, especially as several works by
Conceptual artists are practically divested of
stable materiality. Visual perception in the
practice of the Conceptualists is virtually
impossible without lingual interpretation.

Although Michail Grobman is also a profes-
sional poet, he does not substitute his fine art
with his literary creativity. He merely introdu-
ces a new dimension to his art. In short,
Grobman's participation in the Conceptualist
movement neither defines npor devours his
oeuvre. Neither are the artist's aspirations con-
fined to the soc-art tendencies always present
(and sometimes dominant) in the Russian ver-
sion of Conceptualism. The artist is a tributary
of all these behests of time, without becoming
their slave or hostage.

The multifarious interpretations of Grob-
man's oeuvre are possible, respectable and,
as it seems to me, not always obligatory. The
figurative and aesthetic essence of his works
are themselves quite strong and, perhaps
more importantly, original. Visual aesthetic
impression is the main impulse for perception
in his art.

The early and completely soc-art Genera-
lissimus (a work created back in 1964 and the-
refore closer to proto-soc-art) can be interpre-
ted as a "text” or deciphered like a charade.
The collage is capable of evoking profanity
typical of the system of perception of such
things, or equally automatic irony. Above all,
the work is effectively composed and correla-
tes plastically to the aesthetics of kitsch typical
of the 1950s. Lying within "artistic substance”,
its very irony is of an artistic rather than a sym-
bolic or narrative nature.

Another matter is that Michail Grobman's
task does not lie in his convictions in the crea-
tion of aesthetic visual values as such. He
does, however, regard Conceptualism's "battle
with form” as "one of the symptoms of severe
moral blindness”. Without exaggerating the
significance of manifestos, it is worth bearing
in mind that the artist is far from fanaticism and
the aspiration to absolutize even his own pro-
gramme. His idea to move Lenin’'s Mausoleum
from Moscow to Tel Aviv and its means of
representation are examples of the wholly arti-
stic co-existence of the soc-art (or Conceptual
art) idea and expressive plastic realization.

Among the components of his art, authors
writing about Grobman usually discern a mul-
titude of style-forming tendencies of the
Russian avant-garde. Accepting or refuting
this, one still has to recognize, however, that

L GROBMAN MUWXAMWIN

reobBMAH

BOCMPUATWUE €fiBa N BO3MOXHO BHE A3bIKO-
BOW WUHTEPMpeTaLmnm.

Muxaun pobmaH — npoteccroHanbHbINA
noaTt. Ho OH NMTepaTypHbIM CBOMM TBOPUECT-
BOM He MNOAMEHAET WCKYCCTBO M306pasu-
TenbHOE, ML BHOCUT B HEMO HOBOE M3mepe-
Hue. CnoBoMm, yyacThe B ABMXEHWUM KOHLLen-
TyanmMsma He WCYeprbIBalOTCA YCTPEMIEHNS
XYOOXHUKA W COLAPTUCTCKUMU TeHOEHLMS-
MU, KOTOPbIE BCerga npucyTCTBYIOT (a uHorga
W OOMUHUPYIOT) B OTEYECTBEHHOM BapuaHTe
KoHUenTyanmuama. XyqoXHWK — JaHHWK BCEX
3TWX BENIEHWUI BPEMEHW, HO BOBCE HE HEBOMb-
HWUK U HE 3aN0XKHUK MX.

MHorosHauHsle MHTEpNpeTaL M TBOPYECT-
Ba 'pobmaHa cTOMb e BO3MOXHbI U MOY-
TEHHbI, CKOMb, Kak MHE Ka)KETCs, 1 He Bceraa
obasarenbHbl. ObpasHad, scTeTnyeckas CyTb
ero pabor [OCTaTOMHO CuNbHA, &, rnaBHoE,
nepsuyHa. VIMEHHO BuU3yanbLHOE 3CTEeTU-
YecKoe BrevaTtneHue — [NaBHbIA UMMIYyNbC
A5 BOCMPUATUA W NPUATUA ro UCKyccTea.

PaHHuii, BnonHe “colapTUCTCKMi® Komnax
“T'enepanuceumyc” (paborta, ckopee, OTHO-
cALlancd K “npotocouapTy”, nockonbky Obina
chenaHa elle B 1964 r.) KOTOPbIK MOXHO
WMHTEpnpeTupoBaTb Kak “TekcT®, unM pas-
rafgblBaTe Kak wapagy, Kofnax, CrnoCOOHLIN
BbI3BATb MPUBLIYHOE B CUCTEME BOCMPUATUS
NoAoBHLIX BELLEW TMyMIMEHUE UK CTONb Xe
aBTOMETUHECKYIO MPOHWUIO, OH, NpeXXae BCEero,
3hPEKTHO 3aKOMMAHOBAH, MNACTUYECKH
COOTHECEH C 3CTETUMKOM KM4Ya MATULECATHIX
rogoB, OH HaxXOOWUTCHA BHYTPU “XyQOXECTBEH-
HOro BeulecTea“, U cama WpoHUA ero —
XYOOXECTBEHHOMO, & HE 3HaKOBOMO WNKU Hap-
paTtuBHOrO CBOMCTBA.

WHoe peno — 3agava Muxauna Mpobmana
He COCTOMT NO ero yoexxAeHWsAM a co3ngaHun
3CTETMYECKUX BU3yalibHbIX LEHHOCTEW Kak
Takosbix. OgHako v “6opbba KoHUenTyanua-
Ma C (POPMON" paccMaTpuBaeTCA XYLOXHU-
KOM Kak “OfWH U3 CUMMNTOMOB TSXENOoW Hpas-
CTBEHHOW crienoTkt...* He npeysenuyneas
3HayeHne mMaHuecToB, TONE3HO UMETb B
BMAY: XYOOXHWK Odanek oT aHatMama W
cTpemnenus  abCconwTuanpoBaTb  Aaxe
cobCTBEHHYIO Nporpammy. Noes nepemetle-
HWSA NEeHWHCKoro mas3onena m3a Mockebl B
Tenb-ABuWB 1 cnocob ero MaobpaxxeHns — npu-
Mep BrOJIHE XyQOXECTBEHHOro COCYLLEeCTBO-
BaHWA COLL@PTUCTCKOM (E€CTIM YrOQHO, KOHLEMN-
TyaneHOW) noeu W Bbipa3uTenbHOW nnacTu-
YeCcKoH peanuaauumu.

Muuwywine o pobmaHe asTopbl pasnu-
YaroT Cpefu COCTaBMIAIOLLMX ero WCKyccTBa
MHOXECTBO CTuNeobpasyowmux TeHgeHUUH
PYCCKOro aesaHrapga. lNpuHumas unn oTeep-
ras aTW CY)KOEHWS, HEMb3A He MPU3HaTb, YTO
XYOOXHUK Oanek OT MOCTMOOEPHUCTCKOro
OCO3HaHHOro uMTupoBaHua. B ero uckyccree
KOpHEeBas CuCcTemMa HeCPAaBHEHHO CulbHee
MO3aUYHbIX MPOAYMaHHbLIX MOBTOPOB-LMTAT.




MICHAIL GROBMAN

the artist is a long way from conscious post-
modernist quoting. The root system in art is
incomparably stronger than considered
mosaic repetition quotations. Although the
artist may not agree with me here, | would say
that deep in the intimate sources of not even
so much his style as his disposition, lies not an
intellectual glass bead game (Hermann
Hesse) confined to super-modern devices, but
a sagacious and timeless sorrow more remi-
niscent of Marc Chagall. The comparison
"lying on the surface” is hardly ever fair.

Besides their multi- and super-complicated
meanings, the happy and the sad, the "token”
and the anthropomorphic and zoomorphic
characters and motifs in Grobman's works
possess a simple figurative essence. Does not
this penetrating and ironic sorrow become the
Ariadne's thread that alone is capable of unit-
ing such diverse things as intonations, subjec-
ts and national overtones? Considered plastic
and declarative dialogues with the artists of
the past, semiotic moves, graphic and verbal
bouts rimés, antinomic stylistic constructions
and a personal "sacral world” (Marina
Genkina) — all this is implanted in the artist's
soul, which never submits to the "cold obser-
vations of the mind”.

Michail Grobman associates himself with
the end-of-the-century reality, confiding "har-
mony with algebra”. The rationalization of sen-
sations and stringent (even if purely symboli-
cal) knowledge in the world of falling idols of
the past and unsteady phantoms of the future
help to build a system of judgements parallel
to intuitive art. This is now the most important
communicative factor in the "artist-interpreter-
viewer” system. What is more, Grobman, foun-
der of the Leviathan group and the newspaper
of the same name, has consciously assumed
the burden and duty of explaining and instruc-
ting.

The harmony of eternal plastic priorities
privy to current values. The perception of one's
oeuvre as not a dogma, but as a structure
open to development. A profoundly personal
intonation in the content and form of one's
works. All these facets are what probably
make the Michail Grobman exhibition such an
important phenomenon in modern artistic life
— a life that blinds us with revelations at times
imaginary, but occasionally genuine.

MICHAIL GERMAN

Professor, doctor of art criticism, academician
of the Academy of the Humanities, member
of the International Association of Art Critics
(AICA), senior research assistant,

State Russian Museum

MMNWXAWNIT TP OBMAH

A 6bl ckasan (BO3MOXHO, XYLOXHUK CO MHOM
W HEe COrnacuTcs), UTo rmyboko B MHTUMHBLIX
MUCTOKaX HE CTONLKO Jaxce ero CTWUIIf, CKOJlb-
KO MUPOOLLUYLLEHWUSA, NEXWUT He WHTennek-
TyasnbHaa “urpa B bucep” (lecce), orpaHeH-
Has CYMEpPCOBPEMEHHLIMW €€ MpuemMamu,
CKONTbKO My[pas BekoBas Mevanb, 3acTa-
Brstowas scnomHnTs Llarana. CpasHeHue,
“nexatllee Ha MOBEPXHOCTM®, HE TakK yx
pegko OwkiBaeT crpasennueo. Becenbie u
rPYCcTHblE, “3HaKOBbLIE", aHTPONOMOP{HLIE U
300MOphHbIE NEPCOHAXW ¥ MOTWBbLI NPOU3BE-
AeHun pobmaHa — oHW Befb (MOMUMO CBOE-
ro MHOMO- U CBEPXCIIOXHOMO 3Ha4YeHM) obna-
0atoT W MpocTO 06Pas3HON CYTLHO.

W 3Ta npoH3UTENbHAA WPOHWYecKasn
rnevans — He OHa I CTAHOBUTCHA TOW Camom
apvagHUHOM HUTBIO, KoTopas 0dHa cnocobHa
COEOWHWUTL CTOMb PasHble BELLN, MHTOHALWUM,
CIOXEThI, HaunoHaneHsle obepToHa? Mpoay-
MaHHble MnnacTuyeckue M [eknapaTueHble
uUrpel B unaobpasntenpHoe U BepbansHoe
bypume, aHTUHOMWYECKME CTUNMCTUYECKue
MOCTPOEHUSA, COOBCTBEHHbLIM “cakpanbHbl
mMup“ (M. TeHkmnHa) — BCe Beflb 3TO YKOPEHEHO
B Oylle XyQoXHWKa, HWKOorga He MoKops-
Liencs 0O KoHUa “yma xonogHelim Habnroge-
HUAM",

Pasymeetcs, “nosepsas anrebpon rapmo-
Huwo", M'pobmaH yTeepxnaet ceba B peans-
HOW AEWUCTBUTENLHOCTM MUCXOJa Beka.
PauuvoHanusaumsa owyLllennt, CTporoe 3Ha-
HWe (NycTb YCMOBHOE) B Mupe pyluauliuxcs
WAOOMOB MUHYBLLETO WU HEMNPOYHbIX (HaHTOMOB
6yaoyLiero, MnoMoraeT nocTponThL Napannens-
HYI0 WHTYUTMBHOMY WCKYCCTBY CUCTeMy
CYXOEHWK, YTO U CNYXUT HblHE BAXKHEULLUM
KOMMYHWKATUBHBIM Ha4anmoM B CUCTeMe
“XyOOXKHUK-MHTEepnpeTaTop-3putens”. K Tomy
xe, pobmaH, ocHoBatenb rpynnel “llesua-
daH’ 1 OOQHOUMEHHOW raseTbl, CO3HATENbHO
nNpuHAN Ha cebs bpems K OONr OOBACHATE U
oby4ars.

BeposTHO, rapMoHusA BeYHbIX MnacTu4ec-
KWX NPUOPUTETOB W MPUYACTHOCTM HbIHELL-
HUM LIEHHOCTSM, BOCNPUATUE COOCTBEHHOMO
TBOpYECTBA HE KakK j[ormara, HO Kak
OTKPLITOW K pasBUTUIO CTPYKTYpLI, ry6oko
UYHAR MHTOHaUMA B COAEepXaHui 1 hopme
paboT — BCE 3TO M €CTh Te KAYecTBa, 4TO
OenarT BbICTABKY 3amMeTHbIM ABNEHUEM U B
HblHELUHeW, CnensLllen TO MHMMbIMKW, TO Moa-
MUHHLIMW  OTKPOBEHWUAMM XYLOXKECTBEHHOM
YKUBHN.

MWUXAWN TEPMAH

Mpodheccop, [OKTOP MCKYCCTBOBEAEHUS,
Akagemuk Akagemumn MNymaHUTapHbIX Hayk,
4ynen MexxayHapoaHow Accouunann Xyno-
XKECTBEHHbIX KpUTukos (AMLLA), rnaBHbin
HayuYHbIW COTPYAHKUK [oc. Pycckoro myaes
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Michail Grobman

Tekstilshchiki, Moscow

December 22, 1956

Photo: Maksim Almar (Aleksej Markov)

Muxaun F'pobman

TexkcTunblL ki, MocKBa

22 pekabps 1956 r.

®oto: Makeum Anbmap (Anexcen Mapkos).
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1987 -

1988 -

1989 -

1990 -
1995 -

1998 -

"Messiah", installation and perfor
mance in the streets of Jerusalem
(cat.)

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

Tova Osman Gallery, Tel Aviv

"The Beautiful Sixties in Moscow",
The Genia Schreiber University Art
Gallery, Tel Aviv University (with llya
Kabakov; cat. text: Mordechai Omer)

Tova Osman Gallery, Tel Aviv
"Password and Image", University
Gallery, Haifa University

"Picture = Symbol + Concept",
Herzliya Museum of Art, Herzliya

SELECTED
GROUP EXHIBITIONS:

1962 -

1963 -
1964 -
1965 -

1968 -

1969 -

1970 -

1973 -

1975 -

1978 -

1979 -

1980 -

"Young Artists", Udarnik Cinema,
Moscow

Dostoevsky Museum, Moscow
Patent Institute, Moscow

Artist's House, Moscow - "Artists
from Moscow",

Trade Union Club, Usti-nad-Orlicy,
Czechoslovakia

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

“The New Moscow School",
Pananti Gallery, Florence,

Bar Gallery, Stuttgart;

Interior Gallery, Frankfurt

"The Russian Avant-garde Today",
Gmurzynska Gallery, Cologne (cat.)
"New Trends in Moscow",
Museum of Art, Lugano (cat.)
"Modern Russian Art: Avantgarde
Drawings”,

Ostwall Museum, Dortmund (cat.)
"Progressive Trends in Moscow,
1970-1975", Museum of Art,
Bochum, Germany (cat.)
"Leviathan Group", Belt Uri and
Rami Nechushtan Museum,
Ashdot Yaacov (cat.)

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

New York (leaflet)

"Leviathan Group", Artist's House,
Jerusalem (cat.)

"20 Years of Independent Art in
the Soviet Union",

Gallery of St. Mary's College,
Maryland (leaflet)

"East European Art in the 20th
Century", Museum of Art, Bochum,
Germany (cat.)

1987 -

1988 -

1989 -

1990 -
1995 -

1998 -

rPObBMAH

’

“Meccus®, uHcTannauua u nepdop
MaHc Ha ynuuax Mepycanuma (kat.)
XynoxectBeHHbIn My3ei, Boxym,
epmanua (TekcT kaTanora: MNeTtep
UlnunbmanH)

Manepen Toea OcmaH, Tenb-ABuB
‘TlpekpacHble 60-ble B Mockee®,
YHuBepcuTeTckaa XynoXecTBeHHan
Manepes lenu Wpainbep, Tenb-
ABMBCKNIA YHUBEPCUTET (C Minben
KabakoBbiM, TEKCT KaTanora:
Mopgexai Omep)

anepes Toea OcmaH, Tens-AsuB
“Mapons 1 o0bpas”,
YHuBepcuTeTckas Manepes,
YHuBepcuteT Xandbl

“KaptuHa = Cumon + KoHuenT",
Mysei Mckycctea B Xepunun

N3BPAHHbLIE
FPYMIMOBLIE BbICTABKW:

1967 -

1963 -
1964 -
1965 -

1968 -

1969 -

1970 -

1973 -

1975 -

1978 -

1879 -

1980 -

“Monogble XYAOXHUKK®, KUHOTeaTp
“Y papHuk”, Mockea

Myaen [docTtoeBckoro, Mockea
WHcTutyT MateHTor, Mockea

[om xygoxHuka, Mockea -
“XymoxHuKM n3 Mocksel,
MpodcotoaHei knyb, Yctu-Haa-
Oprmuubl, YexocnoBakus

“Hosas Mockosckas Lkona®, Myaen
nckycctea, Octpos-Hag-Oxu,
YexocnoBakmsa (katanor)

“Hoeas Mockosckas Lkona®,
Manepesn MaHaHTH, OnopeHUUs;
anepesn bep, WryTrapt; Manepen
WHTepbep, OpaHkdypT

“Pycckui aBaHrapf cerogHs”,
Fanepes MMypxuHckon, KensH
(kaTanor)

“HoBble XyO0XeCTBEHHbLIE TeYeHUs B
Mockee", My3sel UckyccTea, MNyraHo
(kaTanor)

“CoBpemeHHas pycckasn aBaHrapp
Has rpadmka”, Mysent OcTtBann,
HopTmyHa (kaTanor)
“MporpeccuBHbIe XyOoXecT

BeHHble TevyeHus B Mockse, 1970-
75%, Mysein Nckycctea, boxym,
Fepmanua (kaTanor)

“I'pynna “Nesunadan™, Myaei bent
Ypu n Pamu HexywwtaH, Kubyu
Awgor Akos (katanor)

“Hosoe uckycctao 3 CoBeTcKoro
Cotoza®, lNanepes NHctutyTa
[MpaTtTa, Heto-Wopk (bykneT)
“I'pynna “llesnadarH™, Oom
XynoxHuka, WNepycanum (katanor)
“20 neT HE3aBUCUMOrO MCKYCCTBa
CoseTtckoro Cotoza“, Manepes
Konnepxa Cs. Mapu, Mapunexg
(bykneT)

“BOCTO4HOEBPONENCKOE UCKYCCTBO B
20 Beke", Myael uckyccrea, Boxym,
"'epmanuna (katanor)

.
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1981 -

1984 -

1987 -

1988 -

1989 -

1990 -

1991 -

19983 -

1994 -

CHAI

“Leviathan Group", Jerusalem
Theatre (cat.)

"Russian Samyzhdat Art, 1960-
1982", Franklin Furance Gallery,
New York; Chapaque Library Gallery,
Washington, D.C. (leaflet)
"Transformations", University
Gallery, Tel Aviv University

(cat. text: Mordechal Omer)

"Art Works Done in Groups®, K-18,
Kassel (cat.)

‘Retrospection”, Hermitage Garden
Hall, Moscow

"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 Schreiber University

Art Gallery, Tel Aviv University

(cat. text: Mordechal Omer)
"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.)
"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)

"The Return to Painting in Israeli
Printmaking", The Genia Schreiber,
University Art Gallery, Tel Aviv
University

"Text-lmage", Janco-Dada Museum,
Ein Hod (cat. text: Sara Hackert)
"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
Century", Museum Ludwig, Cologne
(cat. texts: Marc Scheps, Evelyn
Weiss, Noemi Smolik, Stephan
Diederich, Barbara M. Thiemann,
Gerard A. Goodrow)

"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)
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1982 -

1984 -

1987 -

1988 -

1989 -

1990 -

1991 -

1993 -

rPOBMAH

fs

“I'pynna “flesnadpaq™,
Wepycanumcknin Teatp (katanor)
“WckycecTBo pycckoro cammanara,
1960-82", ranepes OpaHknmHa
OypHac, Heo-Wopk; Manepea bub-
nmoteku Yanak, BawmHrtoH (bykr.)
“TpaHcopmaLmm®,
YHusepcuteTckan [anepes, Tenb-
ABWBCKWI YHMBEPCUTET (TEKCT KaTa
nora: Moppexan Omep)
“'pynnoeble pabortsl®, K-18, Kaccens
“PeTtpocnekuusa®, 3an caga
Apmutax, Mocksa

“ABaHrappg - Pesontouus
AsaHrappg”, Tens-ABuBckuin Myaen
(Texct katanora: Mapk LWenc,
Metep Wnunsman)

“Ha ogHou rope: Wepycanum B
M3pamnbCKOM MCKYCCTBE",
YHWBEPCUTETCKAA XYLOXKECTBEHHASRA
ranepes eHa Uipanbep, Tens-
ABMBCKUIM YHMBEPCUTET (TEKCT KarT.)
“I'pomkoe cnoeo”, ranepes

K. Wonenrayep, Kenbx (katanor)
“Pyccknin aBaHrapg B Havane 20
Beka“, YHUBEpPCHUTETCKAnA ranepes,
YHusepcuteT beHa NypuoHa, beep
Wesa (TekcT KaTanora: Xanm
DOUHKENbLUTERH)

“CkotobonHa", Mapcens (katanor)
“Hpyroe nckyccTeo”, HaumoHanbHas
TpeTbakoBckasa Manepesi, Mockea
(kaTtanor)

“‘Myszen-konnekumnoHep”, Tenb-
ABMBCKWUI MY3EM UCKyCcCTBA

“O7 Warana go Kutas: EBpenckuni
ONbiT B nckyceTae 20 sexa”,
XyOOXeCTBEHHan ranepesn
bapbukaH, JToHOoH (TEKCT KaTarno
ra: Aspam Kamnd)

“BoaBpalleHue K XMBoOMUCH B
M3pannbCKOM acTamne”,
YHMBEpPCUTETCKASR XYA0XKECTBEHHAA
raneped eqs Upanbep, Tene-
ABWMBCKUW YHMBEPCUTET (TEKCT KaTa
nora: Moppexan Omep)
“TekcT-06pas”, Mysen Axko-

Hana, 3nn Xog (TekcT kaTtanora:
Capa XakeprT)

“MoHATHOE McKyccTBo", My3en
n3pannbckoro nckyccTea, Pamart
laH (TekcT katanora: Mupnam
Tysusa-bone, EBrenuni WTenHep)
“O1 Manesunya no Kabakosa:
Pycckuit asaHrapg B 20 Beke”,
Myaen [Mopsura, KeneH (TEKCT
kaTanora: Mapk Wenc, 3senuH
Banc, Hoomn Cmonuk, CtedhaH
Ouopux, Bapbapa M. TumanH,
XKepap A. Tyapo)

1994 - "OTneyatok”, M3pannbCknn mMy3sen,

Viepycanum (TekcT katanora:
Mewupa lMNepu-Tleman)

“Xapapa“, Mysein napannsckoro
nckyccTtea, Pamar aH (TekcT kata
nora: Mupuam Tysus-BoHe)
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"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. Baumann, Jens Bove,
Gerard Goodrow, Martin Spantig)

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

1996 - ,Nonconformists: The Second

1997  Russian Avant-garde,
from the Bargera Collection”,
Russian National Museum,
St. Petersburg; Tretjakov National
Gallery, Moscow; State Gallery,
Frankfurt; Quadrat (J. Albers
Museum Bottrop, Germany;
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
University Art Gallery, Tel Aviv
University (cat. text: Mordehaj Omer)

1999 - “Russian post-war avantgarde®, The
Trajsman Collection in the State
Russian Museum, St. Petersburg
Tretjakov National Gallery, Moscow
(cat. text: Yevgenij Barabanov, John
Bolt, Karl Eimermacher, Alexander
Borovsky)

SELECTED COLLECTIONS:

Center Pompidou, Paris

Tel Aviv Museum of Art, 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

“EBpona EBpona: Bek aBaHrapga B
LleHTpansHon 1 BoctouHou
Espone”, KyHcTxanne, boHH (TekcT
kaTtanora: [NoHTyc XynteH, Kapn
Pypbepr, Puyapg CtaHncnaBCcKkui,
Kpuctodep bpokxayce, HopmaH
Ooasuc, Ceprent ABepuHLEB,
Kpuctod MNomman)

1995 - “Haw Bek", Myaeu Jliogeura, KensH
(TekcT katanora: Mapk Wenc,
Bapbapa M. TumanH, Ctedarin M.
baymaHH, VeHc Bose, Xepap
lyapo, MapTtuH LUnaHTuHr)

1996 - “KTtae: NnoTb WU CIIOBO B U3pauniibe-
koM uckyccTee”, OKnaHackun
my3en, CeBepHana KaponuHa (TekcT
katanora: Qxxeppwu bonac, M'geoH
OdpaTt, Mankn CraH-KoaH)

1996 - “HoHkoHopMUCTLI: BTOpon pyc-

1997  ckwmi aBaHrappg, U3 KONMNeKUnn
Baprepa“, HauunoHanbHbI4 Pycckun
My3zen, CaHkT-lNeTepbypr;
HauuoHanbHasa TpeTbaKoBCKas
[lanepes, Mocksa; [(locynapcTBeHHas
[anepesn, ®paHkdypT; Myseun
Ansbepa, borTpon, Nepmanus;
KyHcTxanne, fleBepkyseH,
[epmaHua (TEKCT katanora: XaHc
MeTep Prose, EBrennn bapadaHos,
Anekcanap Bopoeckuit)

1998 - “IpaHuubl A3bika“, Myaeh nckycctsa
B Tenb-AsuBe
“TUKKYH: aCcNeKTbl M3PanibCKoro
nckyccTea 70-x rogos”,
YHuBepcuTeTCKas XyOoXKecTBeHHasn
ranepes 'enun Wpainbep, Tenb-
ABUBCKWIA YHUBEPCUTET (TEKCT KaTa
nora: Mopgexan Omep)

1999 - ‘lMocneBoeHHbI pyccku asaHrap”
13 cobparus 0. TpancmaHra,
FocypapCcTBeHHbIN Pycckuit mysen,
CaHkr-lNeTepbypr
['ocypapcTBeHHas TpeTbaKoBCKaRA
anepest, MockBa (TEKCT KaTanora:
EsrenHun bapabaHos, [xoH bonT,
Kapn Altmepmaxep, AnekcaHap
boposckuu, VpuHa Bpybenb-
ffonybkuHa v Op.)

“Oom", bent xa-ledheH, Xanmda
(TexcT katanora: XaHHa Kodnep)

N3BEPAHHBIE KONMNEKL A

LieHTtp Momnunay, Mapux

Tenb-ABUBCKUM XYQOXECTBEHHBLIN My3eWn,
Tene-Asus

Mysen Boxyma, Boxym

["locynapcTBeHHas TpeTbAKOBCKAA ranepes,
Mocksa

TiomeHckasn obnacTHad ranepen, TromMeHb
Myszeit OctBann, JopTMyHA

My3er COBPEMEHHOIO UCKYCCTBA, YTPexT
My3en nzobpasutenbHblX UCKYCCTB UM.
[MywknHa, Mockea

Myszen IMiogseura, KernbH
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Selfportrait 1960 ABTonopTpeTt 1960
Monotype on paper, 26.8 x 18.1 cm MonoTtunug, bymara, 26.8 x 18,1 cm
Cat. 7 Kar.7
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Portrait of a jew 1960
Watercolor and gouache on paper, 53 x 46.7 cm
Cat. 1

MopTpeT eapen 1960
AkBapensk, ryawe, bymara, 53 x 46,7 cMm
Kar. 1
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Oriental landscape 1962 BocTo4HBEIM Ner3ax 1962
Gouache on cardboard. 55 x 70 ¢m I'yaws, kapTod, 55 x 70 ¢m
Cat. 11 Kar. 11
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Three monks 1960
Monotype and oil-pastel on paper, 41.9 x 30 cm
Cat. 4

MUXAWUWD TPOBMAH

Tpu moHaxa 1860
MonoTunus, Macnadan nactene, dymara,
41,9 x 30 cm, Kat. 4
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Without name 2 1962
Gouache on cardboard, 51.8 x 76 em
Cat. 12

Be3 HaspaHuAa 2 1962
Myaus, xaptod, 51,8 x 76 cm
Kar. 12
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Still Life — Signboard 1962
Gouache and watercolor on plywood, 60 x 60 cm
Cat. 13

MUXAUMUND ITPOBEMAH

HaTopMopT - BeiB&cka 1962
['yale, akgapens, haHepa, 60 x 60 cm
Kar. 13
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Tomb of an israel soldier 1963 Moruna napauMnesckoro congata 1963
ionotype and oil-pastel on paper, 42.3 x 52 cm MoHoTUNIKUA, MacnaHas nacTels, Gymara,
Cat. 15 42,3 x 52 cm, KaT. 15
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Anatomy of art 1964  AHaTommMA UCKycceTaa 1964
Ccllage and indian ink on paper, 32 x 22.9 cm Konnax, Tylle, bymara, 32 x 22,9 cm
Cat. 18 Kar. 18
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MICHAIL GROBMAN MMNUXAUN FTPOBMAH

Generalissimus 1964  TeHepanuccumyc 1964
Collage and indian ink on paper, 60 x 44.8 cm Konnax, Tywe, 6ymara, 60 x 44,8 cm
Cal. 16 Ka1. 18
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Medals decorated Russia 1964  OppeHoHocHas PoccuA 1964
Collage, indian ink and watercolor on paper, Konnax, Tyiws, bymara, 36 x 63,8 cm
36 x 63.8cm, Cat. 17 Kart. 17




MICHAIL GROBMAN MUXAWUWN FTPOBMARH

Two lines 1965 e nuHuy 1965
Indian ink and watercolor on paper. 35 x 28.8 cm  Tylib, akeapess, bymara, 35 x 29,8 om
Cat. 20  Kar. 20
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Mirror 1966
Collage on cardboard, 59.7 x 41.6 cm
Cat. 24

PSS AR

3epkano 1966
Konnax, kapToH. 59,7 x 41,6 cM
Kar. 24
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Plechanov 1965 MnexaHop 1965
Collage and indian ink on paper, 41.3 x 32.4 cm Konnax, Tywb, bymara, 41,3 x 32,4 cm
Cat. 21 Kar. 21
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TROGIAN 955 ¢

Kenrih 3bfen

Dor & Dledyowe

Stamgart
Turiag wad Brad bew Pl Staart

Henrik Ibsen 1965  Tenpux WN6ceH 1965
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ObMAH

Collage and indian ink on paper, 40.5 x 28.8 cm Konnax, Tylws, Bymara, 40,5 x 28,8 cm

Cat. 22 Kar, 22
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Landscape with a fish 1364 Mer3an ¢ poibon 1964

Monotype and oil-pastel on paper, 53 x 42.3 ecm MoHOTVNUS, MacnaHas nactens, bymara,

Cat. 19 53 x 42,3 cm, Kart.19
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Stesin’s butterfly 1965
Tempera and gouache on cardboard, 47 x 62 cm
Cat. 23

Ba6o4ka Ctecuna 1965
Temnepa. ryatus, KapToH, 47 x 62 cm
Kar. 23
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Midnight moon 1967
Oll-pastel on paper, 4.5 x 64 ¢cm
Cat. 25

52

MonHoyHoe ceeTUno 1967
Macnsnasa nactents, bymara, 64,5 x 64 cm
Kart, 25
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Genesis 2 1969 leHeauc 2 1969
Walercolor on paper, 64 x 64 cm Axpapens, 6ymara, 64 x 64 cm
Cat. 26 Kart. 26
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Let my people go 1971 OTnycTH Hapon mo#d 1971
Watercolor on paper, 70.2 x 50.2 cm  Akpapens, dymara, 70,2 x 50,2 cm
Cat 27 Kart. 27




MICHAIL GROBMAN

Next year in Jerusalem 1971
Watercolor on paper, 70.2 x 50.2 cm
Cat. 28

MUXANDN rPOBMAH

B 6yaywem rogy B Mepycanume 1971
Axpapers, 6ymara, 70,2 x 50,2 cM
Kar. 28
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Word 1378 Cnoso 1978
Acrylic on wood, 173 x 57 ¢cm Akpun, nepeso. 173 x 57 ¢Mm
Cat. 36 Kar. 36
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North 1977
Acrylic on canvas, 80.5 x 60 cm
Cat. 33

Cesep 1977
Axpunuk, xoncT, 80,5 x 80 cm
Kar. 33
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The angel of death 1979  Anren cmep
G paper, 30 x 31.5 cm r b, Oynma 0
Cat 40 40
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Childhood 1372 OercrBo 1979
Tempera and gouache on paper, 32.3 x 32.5 ¢cm Temnepa, ryaie, bymara, 32,3 x 32,5
Cat. 43 Kart. 43




MICHAIL GROBMAN MUXAWN TPOBMAH

Autumn 1979 OceHb 1979
Tempera on paper, 26 x 26.5 cm Temrniepa, 6ymara, 26 x 26,5 cm
Cat. 42 Kar, 42
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CABAHLEE

HEBO

Doggy skies 1981

Gouache, acryiic, pastel on paper,
74.2 x 104.5 cm,

Cat. 52

Co6aysee Hebo 1981

[yallls, aKpUnuK, nacTerns, bymara
74,2 x 104.5 cm,

Kar. 52
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Human being 1979 Yenobex 1979
Gouache on paper. 50 x 35 ¢m Myaws, bymara, 50 x 35 cm
Cat. 44 Kar. 44




MICHAIL GROBMAN

MUX.GROBMAN.CATAHA .1980.

Pio mance Cariana ?
CuRanag -~ 3o cotmonnue zhiole-
npckoi Dyuue » koda € Heie omcwncily-
em wofode.

Satana 1980
Oil on canvas, 200 x 145.5 cm
Cat. 46

MUXAUND TPOBMAH
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-

CaTaHa 1980
Xonet, macno, 200 x 145,5 cm
Kar. 46
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Inverted sky 1981 O6paTHoe He6o 1981
Gouache and acrylic on paper, 74 x 104.5 ¢cm Myallb, akpunuk, dbymara, 74 x 104,5 cv

Cat. 51 Kar. 51
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BAAOMMWMP MABUY AEHI B 3EAEHBIX WTAHAX HF
POHE TIOAHOTC JBPAHMH SYUHEHMUWM AAEKCAHIO
PA UCAEBMYA CONXEHWKMILBIHA. IRETH

)T > HATYPEI.

Lenin with green trousers 1381
Collage, indian ink and crayons an paper,
35 x 50 cm

From the series .Leniniada”

Cat. 53

66

JleHnH B 3eneHbIxX wraHax 1981
Konnax, Tyllt, kapaHpalum, bymara,
35 x 50 cm

Ma cepuu "leHuHrnana”

Kar. 53
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Poems of the spelling book 1983
Collage. indian ink and crayons on paper.
35 x 50 cm

From the series ,Leniniada”

Cat. 53

_Es

CTuxu 13 6ykeapa 1983

Konnax, Tylb, kapaHaaliu, 6ymara.
35 x 50 cm

Nz cepum “Jlenunnana”

Kat. 53
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B./B
c./u. DL
= F/®.
A} V. L. Lenin at work 1321 A) B. W. lNexnH 2a paboTtown 1981
B) | don't forget my mother 1981 5) He 3abyay mate popHyto 1981
C) Lenin teaches the albanian girls... 1981 L} NeHuH y4HT anBancknx pneeoyeK... 1981
Dj V. I. Lenin tired from fucking 1981 [} WN. NMeHWH HAEBCA U NEXUT fOBONbHbLIA 1981
E) We can't expect charity... 1981 E) Mbl He MOXeM XAaTb MUNOCTEH OT MPHPOAbL...1981

F) Lenin after the death of Krupskaya 1582 @} NennH nocne cmepTy Kpynckou 1382
(all from the series ,Leniniada”) (13 cepum “NenuHmuana’)
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C.Jl.

A) Original work ot V. I. Lenin 1982

B When Lenin was a young boy... 1982

C) Stories about little Lenin 1982

D) The young Lenin. Stories for children 1982
E) Lenin in october 1983

F) Lenin liked painting very much... 1962

(all from the series ,Leniniada”)

B./b

DA

F/o.

A} NMopnwuHKana pabora B. U. Nexnna 1982

B) Korga fleHvn Bbin ManeHskuMm ManbYuKom... 1982
L1} Pacckaab! 0 Manenbkom fleHuHe 1982

0) ManeHsknH NenuH. Pacckaasl gnAa geved 1882

E) NenuH B okTAGPE 1983

@) NleHnH o4eHs No6un pucoBaTe 1982

(43 cepuu “JleHurivana™)
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On the bank of the Jordan River 1986  Ha Gepery UoppaHa 1986
Gouache on paper, 67 x 102 cm Tyawe, Oymara, 67 x 102 cm
Cat. 61 Kart. 61
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The mediterranean sea 1986 CpeauniemHoe mope 1986
Gouache on paper, 70 x 100 cm IN'yalls, bymara, 70 x 100 cm

Cat. 64 Kart. 64
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Malevich - Sea 1986  Manesuy - Mope 1386
Goeuache on paper, 87 x 102 cm Myawk, Gymara, 67 x 102 cm

Cat. 62 Kar. 62
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Airplane - Kruchonych 1987 CamoneT - Kpy4eHbix 1987
Gouache on paper, 67 x 101.5 cm Myaws, bymara, 67 x 101,5 cm
Cat. 66 Kar. 66
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Trotsky' s mausoleum in the Red Square 1988
Gouache on Paper, 94.4 x 64.4 cm
Cat. 70

MU XXAUND ITPOBEMAH

Maeaonei Tpoukoro Ha KpacHoW nnowapnuy 1988
Myaws, Gymara, 94,4 x 64,4 cm
Kar. 70
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Lenin s mausoleum in Tel Aviv 1988  Mae3one# flennHa B Tens-Asuee {988
Gouache on paper. 105 x 70 cm Myaws, 6ymara, 105 x 70 cm

Cat. 71 Kar. 71
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The year 1917 1988 1917-A rop 1988
Gouache on paper, 64.5 x 94.3 cm MNyaws, Bymara, 64,5 x 94,3 cm
Cat. 72 Kart. 72
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Alet - Yakovlev Volodya 1992 Aned - Akosrnes BonogA 1992
Gouache on cardboard, 77 x 103 ¢cm Myaulb, KapToH, 77 x 103 cm
Cat. 77 Kar. 77
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Nostalgia 1992  HocTtanerna 1392
Gouvache on paper, 70.5 x 100.5 cm I'yaws, 6ymara, 70,5 x 100,5 cm
Cat. 86  Kar. 86
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The rain in Jerusalem mountains 1992
Gouache on paper, 70.5 x 100.5 cm
Cat. 87

1992¢- [H3NS /e,

LOoxpab B ropax Uepycanuma 1992
I'yals, bymara, 70,5 x 100.5 cm
Kar. 87
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Ira + Misha = Love 1992  Wpa + Muwa = JTio6oBb 1992
Gouache on paper, 70.5 x 100.5 cm  Tyaws, 6ymara, 70,5 x 100,5 cm

Cat. 78 Kart. 78
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Three Michails 1932 Tpy Muxauna 1992
Gouache on paper, 70.5 x 100.5 ¢cm fyalws, bymara, 70,5 x 1005 ¢wm
Cat. 88 Kar. 88
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The green world of islam 1933  3eneHein Mup ucnama 1993
Gouache on paper, 121.3 x 80 cm lNyauwe, bymara, 121,3 x 80 cm
Cat. 94  Kar. 94
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Russian talk 1992 Pycckue becepnt 1992
Gouache on paper, 70.5 x 100.5 cm lyalwk, 6ymara, 70,5 x 100.5 cm
Cat. 89 Kar. 89
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The victory of the spirit over the body 1993  lNo6epa ayxa Hag Tenom 1993
Gouache on paper, 100 x 70 cm  Fyaws, 6ymara, 100 x 70 cm
Cat. 92 Kat. 92
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Tyalub, akpunuk, bymara, 121.3 x 80 cm

Amepuka 1993
Kar. 83

Cat. 33

America 1993

Gouache and acrylic on paper, 121.3 x 80 cm
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Converted jew - Wiggly snake 1995  XXupg xpelyensii - 3men BepYerein 1995
Gouache on paper, 121 x 80 cm lNyauis, bymara, 121 x 80 c™m
Cat. 101 Kar. 101

86



M

CHA

LGROBMAN MUXAUND ITPOBMAH

Palms on the beach 1895 MNanembl Ha 6epery mopA 1995
Gouache on paper, 121 x 80 cm Myaws, bymara, 121 x 80 cm
Cat. 99 Kat. 99
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Last skies 1995
Gouache on paper, 121 x 80 cm
Cat. 103

NocnenHee He6o 1995
Myauws, bymara, 121 x 80 cm
Kart. 103
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| do npt want! 1995 He xouy! 1995
Gouache on paper, 121 x 80 cm Myawe, Bymara, 121 x 80 cm
Cat. 104  Kart. 104
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Nitwit 1994 Oypak 1994

Gouache and acrylic on paper, 121.3 x 80 cm (yawe, akpunuk, bymara, 121,3 x 80 cm
Cat. 98 Kat. 98
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LIST OF WORKS:

(If not otherwise mentioned, all works are property of
the artist Michail Grobman)

1:

10.

11.

12.

13.

14.

15.

16.

17.

18.

Portrait of a jew 1960
Watercolor and gouache on paper,
53 x 46.7 cm, Page 37

Portrait in the city 1960
Mastic on paper, 32.5 x 23 cm

Man with a cap 1960
Monotype and pencil on paper,
41 x29.2cm

Three monks 1960
Monotype and oil-pastel on paper,
41.9 x 30 cm, Page 39

Father and son lll 1960
Monotype and colored pencil on paper,
26.1 x 19.8 cm

Mother and child 1960
Mastic on paper, 29 x 20.4 cm

Selfportrait 1960
Monotype on paper, 26.8 x 18.1 cm
Page 36

Prisoner 1960
Monotype on paper, 41 x 29.3 cm

Mute head 1960/61
Monotype and oil-pastel on paper,
41 x29.1 cm

Sculptor 1961
Monotype and pencil on paper,
41.3 x29.1 cm

Oriental landscape 1962
Gouache on cardboard, 55 x 70 cm
Page 38

Without name 2 1962
Gouache on cardboard, 51.8 x 76 cm
Page 40

Still Life — Signboard 1962
Gouache and watercolor on plywood,
60 x 60 cm, Page 41

Winged mermaid 1963
Monotype and oil on paper, 42.3 x 53 cm

Tomb of an israel soldier 1963
Monotype and oil-pastel on paper,
42.3 x 52 cm, Page 42

Generalissimus 1964

Collage and indian ink on paper,

60 x 44.8 cm, Museum Ludwig Cologne,
Page 44

Medals decorated Russia 1964
Collage, indian ink and watercolor on
paper, 36 x 63.8 cm, Museum Ludwig
Cologne, Page 45

Anatomy of art 1964

Collage and indian ink on paper,

32 x 22.9 cm, Museum Ludwig Cologne,
Page 43

Cnucok paboT:
(Ecnun nHa4e He ykasaHo, paboThl ABNMOTCSH COOBCT-
BEHHOCTLIO XyOoxHWKa Muxauna 'pobmana)

1. NMopTpeT eBpena 1960
AkBsaperns, ryaws, bymara,
53 x 46,7 cwm, C1p. 37

2. NopTpeT B ropoge 1960
MacTuxuH, bymara, 32,5 x 23 cm

3. HYenosek B wnane 1960
MonoTtunus, kapaHgail, dymara,
41 x 29,2 cm

4. Tpn moHaxa 1960
MoHoTUAKA, macnsaHas nacTens,
bymara, 41,9 x 30 cm, CTp. 39

5. OTey v cbiH Il 1960
MoHoTUNMA, UBETHOW KapaHaatll,
bymara, 26,1 x 19,8 cm

6. MaTb U guTA 1960
MacTtuxuH, bymara, 29 x 20,4 cm

7. ABTonopTtpet 1960
MoHoTunua, bymara, 26,8 x 18,1 cm
CTp. 36

8. Tropemuyuk 1960
Monotunua, bymara, 41 x 29,3 cm

9. beamonsHanA ronosa 1960/61
MoHoTHMnna, macnaHan nactens,
bymara, 41 x 29,1 cm

10. CkynbnTtop 1961
MoHoTunua, kapangatl, dymara,
41,3 x 29,1 cm

11. BocTo4HbIM nensax 1962
['yaws, kapToH, 55 x 70 cm
Crp. 38

12. be3 Ha3BaHuWA 2 1962
['yaws, KapToH, 51,8 x 76 cm
Crtp. 40

13. HaTropmopT - BeIBecKa 1962
['yawb, akBapesnb, thaHepa, 60 x 60 cm
Crp. 41

14. Kpbinatan pycanka 1963
MoHoTunusa, macno, bymara,
42 3 x 53 cm

15. Moruna u3apaunbckoro congarta 1963
MoHOTUNKA, MacnsiHas nacTenb,
bymara, 42,3 x 52 cm, C1p. 42

16. FeHepanuccumyc 1964
Konnax, Tyws, bymara, 60 x 44,8 cm
Myzen Jltogeura s KeneHe, CTp. 44

17. OpaeHoHocHaA PoccuAa 1964
Konnax, Tylws, fymara, 36 x 63,8 cm
Mysei JTiogsura B KensHe,

Ctp. 45

18. AHaTOoMMA UcKyccTBa 1964
Konnax, Tyws, bymara, Myaewn
Monsura B KenbHe, 32 x 22,9 cm
CTp. 43
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20.

21.

22.

23.

24,

25.

26.

27.

28.

29.

30.

31.

32.

33.

34.

35.

36.

37.
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Landscape with a fish 1964
Monotype and oil-pastel on paper,
53 x 42.3 cm, Page 50

Two lines 1965

Indian ink and watercolor on paper,

35 x 29.8 cm, Museum Ludwig Cologne
Page 46

Plechanov 1965

Collage and indian ink on paper,
41.3 x 32.4 cm, Museum Ludwig
Cologne, Page 48

Henrik Ibsen 1965

Collage and indian ink on paper,
40.5 x 28.8 cm, Museum Ludwig
Cologne, Page 49

Stesin's butterfly 1965

Tempera and gouache on cardboard,
47 x 62 cm, Museum Ludwig Cologne
Page 51

Mirror 1966

Collage on cardboard, 59.7 x 41.6 cm
Museum Ludwig Cologne,

Page 47

Midnight moon 1967

QOil-pastel on paper, 64.5 x 64 cm
Page 52

Genesis 2 1969

Watercolor on paper, 64 x 64 ¢cm
Page 53

Let my people go 1971

Watercolor on paper, 70.2 x 50.2 cm
Page 54

Next year in Jerusalem 1971
Watercolor on paper, 70.2 x 50.2 cm
Page 55

Eretz-israel 1971

Watercolor on paper, 70.2 x 50. 2 cm
Memories 1975

Collage and indian ink on cardboard,
35x25¢cm

Messenger 1976

Acrylic on wood, 149.7 x 56.7 cm
Leviathan 1976

Lithography, 65 x 49,6 cm

North 1977

Acrylic on canvas, 80.5 x 60 cm,
Page 57

Morning prayer 1978

Silkscreen on paper, 81 x 60.8 cm
Kadish 1978

Silk screen, 81 x 60 cm

Word 1978

Acrylic on wood, 173 x 57 cm,

Page 56

Aharon's staff 1978

Silkscreen on paper, 44.5 x 65 cm

19,

20.

21.

22.

23.

24.

20

26.

27.

28.

29.

30.

31.

32.

33.

34.

35.

36.

37.

Men3sax ¢ pbibon 1964
MoHoTUNKMA, MacnsHas nacTensb,
bymara, 53 x 42,3 cm, Ctp. 50

fBe nuHUK 1965

Tyweb, akBapens, dbymara, 35 x 29,8 cm
Mysen Jltogeura B KenbHe,

Ctp. 46

MnexaHoB 1965

Konnax, Tywse, 6ymara, 41,3 x 32,4 cm
Mysen Illoasura B KensHe,

Ctp. 48

FeHpux U6ceH 1965

Konnax, Tyws, bymara, 40,5 x 28,8 cm
Myaen Jltogsura B KernbHe,

Cp. 49

ba6o4yka CtecuHa 1965

Temnepa, ryatlb, KapToH, 47 X 62 cm
Mysen Jliogeura 8 KeneHe

Ctp. 51

3epkano 1966

Konnax, KapToH, 59,7 x 41,6 cm
Mysen Jliogeura B KenbHe,
Ctp. 47

MonyHo4Hoe cseTUno 1967
MacnsHana nactens, bymara,
64,5 x 64 cm, C1p. 52

MeHe3unc 2 1969
AkBapenb, bymara, 64 x 64 cv
Ctp. 58

OTnycTH Hapog mou 1971
AkBapens, bymara, 70,2 x 50,2 cm
Ctp. 54

B 6ypaywem rogy B Mepycanume
1971, AKkBapenk, bymara,
70,2 x 50,2 cm, CTp. 55

Opey Uspannb 1971
AkBapens, bymara, 70,2 x 50,2 cm

BocnomuHaHuA 1975
Konnax, Tylb, KapToH,
35 x25cm

Mocnaney 1976
AKpUWnuK, aepeso, 1497 x 56,7

JNleBnachpaH 1976
Nutorpadus, 65 x 49,6 cm

Cesep 1977
AKpunuk, xonct, 80,5 x 60 cm,
Ctp. 57

YTpeHHAA monuTBa 1978
LWenkorpadgua, bymara, 81 x 60,8 cm

Kaguw 1978
Ulenkorpadus, 81 x 60 cm

Cnoso 1978
AKpunuk, nepeso, 173 x 57 cm,
Kat. 56

Xesn AapoHa 1978
Llenxkorpagua, bymara, 44,5 x 65 cm
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38. Rabi Yehuda's prayer 1978

39.

40.

41.

42.

43.

44.

45.

46.

47.

48.

49.

Silkscreen on paper, 98 x 50 cm

Action "Angel of death" in the Indian
Desert, 1978-1981

The Angel of death 1, Indian Desert
1978, Photograph, 30 x 40 cm

The Angel of death 1, indian Desert
1978, Photograph, 30 x 40 cm

The Angel of death 2, Dead Sea 1978
Photograph, 30 x 40 cm

The Angel of death 2, Dead Sea 1978
Photograph, 30 x 40 cm

The Angel of death 2, Dead Sea 1978
Photograph, 30 x 40 cm

The Angel of death 3, Dead Sea 1978
Photograph, 27 x 40 cm

The Angel of death 5, Indian Desert
1979, Photograph, 30 x 40 cm

The Angel of death 6, Dead Sea 1981
Photograph, 30 x 40 cm

The Angel of death 6, Dead Sea 1981
Photograph, 30 x 40 cm

The Angel of death 6, Dead Sea 1981
Photograph, 30 x 40 cm

The Angel of death 6, Dead Sea 1981
Photograph, 30 x 40 cm

The Angel of death 6, Dead Sea 1981
Photograph, 30 x 40 cm

The angel of death 1979
Gouache on paper, 30 x 31.5cm
Page 58

Desert 1979
Gouache on paper, 27 x 28 cm
Page 59

Autumn 1979
Tempera on paper, 26 x 26.5 cm
Page 61

Childhood 1979
Tempera and gouache on paper,
32.3 x 32.5 cm, Page 60

Human being 1979
Gouache on paper, 50 x 35 cm
Page 63

Satan 1979
Watercolor on paper, 32.5 x 32.4 cm

Satana 1980
Oil on canvas, 200 x 145.5 cm
Page 64

Leviathan group 1981
Photo, gouache and indian ink on paper,
16.4 x 14.6 cm

Hermon project 1981

Collage, acrylic and indian ink on paper,
35x 11 cm

Golda Meir welcomes Grobman 1981
Collage, acrylic and indian ink on paper,
285x19cm

38.

39.

40.

41.

42.

43.

44.

45.

46.

47.

48.

49.

MAN MNXAWMWIT TPOBMAH

Monutea pabu Uerypbl 1978
lWenkorpacduna, bymara, 98 x 50 cm

Axyua “Anren cmepTH” B UHgUNAC
KOH nycTbiHe 1978-1981

AHren cmepTH 1, UHgunKckanA nyc-
TbiHA 1978, ®oTorpacdma, 30 x 40 cm
AHren cmepTH 1, UHguKckanA nyc-
ThIHA 1978, ®otorpacus, 30 x 40 cm
AHren cmepTH 2, MepTBOE MOpe
1978, ®otorpadms, 30 x 40 cm
AHren cmepTH 2, MepTBO€E MoOpe
1978, ®otorpadcms, 30 x 40 cm
AHren cmepTH 2, MepTBOE MOpe
1978, ®otorpadms, 30 x 40 cm
Adren cmepTh 3, MepTBO€E MoOpe
1978 ®otorpadus, 30 x 40 cm

AHren cmepTy 5, UHguickan nyc-
ThIHA 1979, ®otorpadusi, 30 x 40 cm
AHren cmepTH 6, MepTBOE MOpe
1981, ®otorpadms, 30 x 40 cm
AHren cmepTH 6, MepTBOE MoOpe
1981, ®otorpacus, 30 x 40 cm
AHren cmepTH 6, MepTBOE MOpe
1981, ®otorpadms, 30 x 40 cm
AHren cmepTH 6, MepTBOE MOpe
1981, ®otorpadms, 30 x 40 cm
AHren cmepTH 6, MepTBOE MOpe
1981, ®otorpadms, 30 x 40 cm

Aunren cmepTH 1979
['yawsb, bymara, 30 x 31,5 cm
CTtp. 58

MycTbiHA 1979
I'vaweb, bymara, 27 x 28 cm
Ctp. 59

OceHb 1979
Temnepa, bymara, 26 x 26,5 cm
Crp. 61

OetctBo 1979
Temnepa, ryauws, bymara, 32,3 x 32,5
Ctp. 60

Yenosek 1979
lN'yawb, 6ymara, 50 x 35 cm
Ctp. 63

CataHa 1979
Akeapernb, bymara, 32,3 x 32,4 cm

CaTaHa 1980
Xonet, macno, 200 x 145 cm
C1p. 64

F'pynna JleBnacpaH 1981
®oTo, ryaub, Tywb, dymara,
16,4 x 14,6 cm

MpoekT “Xepmon* 1981
Konnax, akpunuk, Tylb, Oymara,
35x 11 cm

lonpa Menp npusetcTByeT pobma-
Ha 1981, Konnax, akpunuk, TyLlb,
Bymara, 28,5 x 19 cm
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50.

51.

52.

53.

54.

55.

56.

57.

58.

59.

60.

61.

62.

CHAIL GROBMAN M

Black sky 1981
Silkscreen on paper 100 x 63.5 cm

Inverted sky 1981
Gouache and acrylic on paper,
74 x 104.5 cm, Page 65

Doggy skies 1981

Gouache, acrylic, pastel on paper,
742 x 1045 cm

Page 62

Leniniada 1981-1983

Series of 14 pages, Collage, indian ink
and crayons on paper, 35 x 50 cm
Peter und Irene Ludwig-Stiftung
Pages 66 to 69

V. I. Lenin at work 1981

Lenin with green trousers 1981

| don‘t forget my mother 1981
Lenin teaches the albanian girls...
1981

V. L. Lenin tired from fucking 1981
We can‘t expect charity... 1981
Lenin liked painting very much...
1982

Lenin after the death of Krupskaya
1982

When Lenin was a young boy... 1982
Original work of V. I. Lenin 1982
The young Lenin. Stories for
children 1982

Stories about little Lenin 1982
Lenin in october 1983

Poems of the spelling book 1983

Tranquil ukrainian night - Hebrew
landscape 1982, Collage and indian
ink on paper, 20.8 x 30.3 cm

Hebrew landscape - Structure
following I. Levitan 1982

Collage and indian ink on paper,

21.4 x 27.4 cm

Hebrew spring — Structure following
I. Levitan 1982, Collage and indian ink
on paper, 21.4 x 28 cm

Michail Grobman memorie‘s 1982
Collage and indian ink on paper,

35 x50 cm

Lebanon 1985

Oil-pastel on paper, 72.3 x 50 cm
Malevich - Earth 1986

Gouache on paper, 70 x 100 cm
Genesis 1986

Oil-pastel and indian ink on paper,
65.3 x 50.2 cm

On the bank of the Jordan River
1986, Gouache on paper, 67 x 102 cm
Page 70

Malevich - Sea 1986

Gouache on paper, 67 x 102 cm
Page 72
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YepHoe Heb6o 1981
Uenkorpadua, 6ymara, 100 x 63,5 cm

O6paTHoe He6o 1981
l'yaws, akpunuk, 6ymara, 74 x 104,5 cm
CTp. 65

Cobaybee He60 1981

lN'yawb, akpunuk, nactens, dymara,
74,2 x 104,5 cm

Ctp. 62

JleHnHnaga 1981 - 1983

Cepusi U3 14 cTpaHuu, Konnax, Tyilb,
kapaHgawm, bymara, 35 x 50 cm
®oHp Metepa v Npanel Mioasur

Ctp. 66 - 69

B. W. lleHnH 3a paboTon 1981

JleHHH B 3enéHbIx WTaHax 1981

He 3abygy maTb pogHyto 1981

JleHuH y4uT anbaHcKKx Aesoyek...1981
B. W. NNeHUH Haé6bCA M NEeXHUT
AOBOMbHBIA 1981

Mbl He MOXXeM XKAaaTb MHUITOCTEHR OT
npupopAsbl... 1981

JleHWH o4veHb NO6UN pucoBaTb 1982
INenunH nocne cmepTH Kpynckon 1982
Korpa JleHuH 6b1n maneHbKUm
Manb4yukKom ... 1982

NopanuHHaA patora B. W. JlennHa 1982
ManeHbkuH JleHUH. Pacckasbl gnA
peten 1982

Pacckasbl 0 maneHbKoM JleHuHe 1982
JleHnH B okTAGpe 1983

Ctuxu n3 6ykeapa 1983

Tuxa ykpanHckana Ho4b - EBpelckui
HapoOHbIA nerMsax 1982
Konnax, Tyws, bymara, 20,8 x 30,3 cm

EBpeicKWH HapoAHbIA Ner3ax -
cTpyKTypa no W. Jleeutany 1982
Konnax, Tywb, bymara,

21,4 x 27,4 cm

EBpelckan HapogHaA BecHa -
cTpyKTypa no W. JleButaHy 1982
Konnax, Tyws, bymara, 21,4 x 28 cv

BocnomuHaHuA Muxauna Npo6maxa
1982, Konnax, Tyws, bymara,
35 x 50 cm

NebaHoH 1985, Macnana nacress,
bymara, 72,3 x 50 cm

ManeBu4 - 3emna 1986
lyawsb, bymara, 70 x 100 cm

CoTtBOpeHHe mupa 1986
MacnsHana nactens, Tyllb, 6ymara,
65,3 x 50,2 cm

Ha 6epery WoppaHa 1986
l'yaub, dbymara, 67 x 102 cm
Ctp. 70

Manesu4 - Mope 1986
Myawe, bymara, 67 x 102 cm
Ctp. 72
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In memory of David Burljuk 1986
Gouache on paper, 70 x 100 cm

The mediterranean sea 1986
Gouache on paper, 70 x 100 cm
Page 71

Dead bird 1986
Gouache on paper, 70 x 100 cm

Airplane - Kruchonych 1987
Gouache on paper, 67 x 101.5 cm
Page 73

Lenin is alive 1988
Gouache on paper, 94.5 x 64. 5 cm

The Tel Aviv beach 1988
Gouache and acrylic on paper,
64 x 94.5 cm

Pogrom 1988
Gouache and acrylic on paper,
64.5 x 94. 3cm

Trotsky's mausoleum in the Red
Square 1988

Gouache on Paper, 94.4 x 64.4 cm,
Page 74

Lenin’s mausoleum in Tel Aviv 1988

Gouache on paper, 105 x 70 cm,
Page 75

The year 1917 1988

Gouache on paper, 64.5 x 94.3 cm
Page 76

Russia 1989

Collage and indian ink on paper,

70 x 50 cm

Moscow 2017 1989

Gouache on paper, 70.4 x 100.3 cm
Poor Grobman 1989

Gouache on paper, 70 x 100 cm
Give us back the lands of the
Khazari Priesthood! 1990
Gouache on paper 66.6 x 100.5 cm
Alef - Yakovlev Volodya 1992
Gouache on cardboard, 77 x 103 cm
Page 77

fra + Misha = Love 1992

Gouache on paper, 70.5 x 100.5 cm
Page 80

Smelling flowers 1992

Gouache on paper, 100 x 69 cm
Good day, comrade Levitan! 1992
Gouache on paper, 70.5 x 100.5 cm
The ruined synagogue 1992
Gouache on paper, 70 x 100 cm
Flying cranes 1992

Gouache on paper, 70 x 100 cm
Persian wolf 1992

Gouache on paper, 100 x 70.5 cm

63.

64.

65.

66.

67.

68.

69.

70.

71.

72.

73.

74.

75.

76.

77.

78.

79.

80.

81.

82.

83.

MamATu [laBupa Bypnioka 1986
lyaws, bymara, 70 x 100 cm

CpepunsemHoe mope 1986
lNyawb, 6ymara, 70 x 100 cm
Crp. 71

MepTBaa nTuua 1986
MNyalwb, 6ymara, 70 x 100 cm

Camoner - Kpy4yeHbix 1987
MNyawsb, bymara, 67 x 101,5 cm
Ctp. 73

JleHnH xuB 1988
['yaws, bymara, 94,5 x 64,5 cm

Beper mopa Tenb-ABuBa 1988
lyawb, akpunuk, bymara,
64 x 94,5 cm

Morpom 1988
['yalb, akpunuk, bymara,
64,5 x 94,3 cm

Mas3onen Tpoukoro Ha KpacHoH
nnowagu 1988,

['yal, bymara, 94,4 x 64,4 cw
Crp. 74

Mas3one# llennHa B Tenb-ABUBe
1988, N'yalb, bymara, 105 x 70 cm
CTp. 75

1917-n rog 1988
['yalb, bymara, 64,5 x 94,3 cm
Ctp. 76

Poccua 1989
Konnax, Tyws, bymara,
70 x 50 cm

Mocksa 2017 1989
lN'yaws, 6ymara, 70,4 x 100,3 cm

BegHbin Npo6maH 1989
lN'yawib, bymara, 70 x 100 cm

BepHuTe Ham 3emnu XasapcKoro
Karanara 1990
MNyaub, 6ymara, 66,6 x 100,5 cm

Aned - AkoBnes Bonoga 1992
lyallb, KapToH, 77 x 103 cm
Ctp. 77

Wpa + Muwa = io6oBb 1992
lNyalwb, bymara, 70,5 x 100,5 cm
Crp. 80

HioxaTtenb yBeToB 1992
lyaiub, 6ymara, 100 x 69 cwm

3ppaecTBYHTE, TOBapHLy JleBuTaH!

1992, lN'yawe, bymara, 70,5 x 100,5 cm

PaspyweHHaAa cMHarora 1992
lyawis, 6ymara, 70 x 100 cm

NeTAT XypaBnu 1992
lNyauws, fymara, 70 x 100 cm

MpaHckui Bonk 1992
['yaws, 6ymara, 100 x 70,5 cm

ol |
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85.

86.

87.

88.

89.

90.

91.

92.

93.

94.

95.

96.

97.

98.

99.

100.

101.

102.
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Dead bird on the mediterranean
shore 1992
Gouache on paper, 100 x 70. 5 cm

In the bus 1992
Gouache on paper, 61.3 x 101.5 cm

Nostalgia 1992
Gouache on paper, 70.5 x 100.5 cm
Page 78

The rain in Jerusalem mountains
1992, Gouache on paper,
70.5 x 100.5 cm, Page 79

Three Michails 1992
Gouache on paper, 70.5 x 100.5 cm
Page 81

Russian talk 1992
Gouache on paper, 70.5 x 100.5 cm
Page 83

Portrait of the painter Volodya
Yakovlev 1992
Gouache on paper 70 x 100 cm

Dunes near Tel Aviv 1993
Gouache on paper,100 x 70 cm

The victory of the spirit over the
body 1993, Gouache on paper,
100 x 70 cm, Page 84

America 1993
Gouache and acrylic on paper,
121.3 x 80 ¢cm, Page 85

The green world of islam 1993
Gouache on paper, 121.3 x 80 cm
Page 82

Jacob's ladder (Eilat - Kiryat
Shmona Railway) 1993
Gouache on paper, 121 x 80 cm

Settlement of russian immigrants on
the sea Galilee shore 1993
Gouache and acrylic on paper,

121. 3x 80 cm

Don't kill cats! 1994

Gouache and acrylic on paper,
121.3x 80 cm

Nitwit 1994

Gouache and acrylic on paper,

121.3 x 80 ¢, Page 90

Palms on the beach 1995

Gouache on paper, 121 x 80 cm
Page 87

Solzhenitzin's mausoleum 1995
Gouache on paper, 121 x 80 cm
Converted jew - Wiggly snake 1995
Gouache on paper, 121 x 80 cm
Page 86

Let the flowers be! 1995

Gouache on paper, 121.3 x 80 cm

96

84.

85.

86.

87.

88.

89.

90.

g1

B2

93.

94.

95.

96.

97.

98.

99.

100.

101.

102.

MepTBas nTula Ha cpegH3emMHo-
mMopckom 6epery 1992
N'yaws, bymara, 100 x 70,5 cm

B aBTO6YycCe 1992
['yaws, bymara, 61,3 x 101,5 cm

HocTtanerua 1992
lNyaws, bymara, 70,5 x 100,5 cm
Ctp. 78

Doxnab B ropax Mepycanuma 1992
['yaws, bymara, 70,5 x 100,5 cm
Ctp. 79

Tpu Muxauna 1992
['yawsb, bymara, 70,5 x 100,5 cm
CTp. 81

Pycckue 6ecepbl 1992
lN'yauws, 6ymara, 70,5 x 100,5 cm
Crp. 83

MopTpeT xygoxHuka Bonogwu
AkoBnepa 1992
MNyalub, bymara, 70 x 100 cm

OtoHbl noa Tenb-ABuBom 1993
['yaws, bymara, 100 x 70 cm

No6ena ayxa Hag Tenom 1993
['yaws, bymara, 100 x 70 cm
Ctp. 84

Amepuka 1993
['yawsb, akpunuk, dymara,
121,3 x 80 cm, C1p. 85

3eneHbin mup Hcnama 1993
lyawb, 6ymara, 121,83 x 80 cm
CTp. 83

NecTHuua NakoBa (xxenesHanr
popora Junat - KnpeAaT LlIMmoHe)
1993, lNyawb, bymara, 121 x 80 cm

Mocenok pycckux Onum -
Xagawnm Ha KnHepeTe 1993
l'yalb, akpunuk, bymara,
121,3 x 80 cm

He y6uBainTe kowek! 1994
['yalwb, akpunuk, bymara,
121,3 x 80 cm

Oypak 1994
['yalub, akpunuk, bymara,
121,3 x 80 ¢m, C1p. 90

Manbmbl Ha 6epery mopA 1995
['yaws, bymara, 121 x 80 cm
CTp. 87

MaB3onen ComxeHuuybiHa 1995
['vawsb, dbymara, 121 x 80 cm

XKup KpeweHblH - 3MeHd BepYeHbIn
1995, lNyawe, bymara, 121 x 80 cm
CTp. 86

He Tpoxb uBeTok! 1995
lN'yawe, 6ymara, 121,3 x 80 cm

rPOBMAH
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103. Last skies 1995
Gouache on paper 121 x 80 cm
Page 88
104. | do not want! 1995
Gouache on paper, 121 x 80 cm
Page 89
105. Don't kill birds! 1995
Gouache on paper, 121 x 80 cm
106. Tel Aviv airport (Sde Dov) 1995
Gouache on paper,
121 x 80 cm
107. Grobman's sky 1995
Gouache on paper, 121 x 80 cm
108. Selfportrait no. 1 1996
Offsetprint, collage, paper, indian ink,
79 x 62.1 cm
109. Selfportrait no. 2 1996
Offsetprint, collage, paper, indian ink,
79 x 62.1 cm
110. Da - da - derida - da 1997
Indian ink on paper, 32 x 46.7 cm
111. Mir umir 1997
Indian ink on paper, 32 x 46,7 cm
112. Poetry 1998
Collage, indian ink on paper,
50 x 70 cm
113. The last day 1998
Collage, indian ink on paper,
50 x 70 cm

103. MocnepgHee He6o 1995
['yaub, 6ymara, 121 x 80 cwv
Crp. 88

104. He xouy! 1995
IN'yaws, dymara, 121 x 80 cm
Crp. 89

105. He ybusanTe nTuy! 1995
['yawb, bymara, 121 x 80 cm

106. Tenb-ABMBCKWHA asponopT
(Cget Oo.) 1995
['yaws, 6ymara, 121 x 80 cm

107. He6o NpobmanHa 1995
lN'yawe, dymara, 121 x 80 cm

108. ABTonopTpeT N2 1 1996
OdrceTHas neyatb, konnax, dymara,
TylWb, 79 X 62,1 c™m

109. AeTtonopTtpeT N° 2 1996
OdbceTHasa neyats, konnax, bymara,
Tylb, 79 X 62,1 cm

110. Oa - ga - gepuga - ga 1997
Tyws, Bymara, 32 x 46,7 cm

111. Mup ymup 1997
Tywe, bymara, 32 x 46,7 cm

112. MNMoa3uA 1998
Konnax, Tyws, bymara,
50 x 70 cm

113. NMNocnegHuu geHb 1998
Konnax, Tylws, dymara,
50 x 70 cm
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