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HYT06bI MOMHUTB, HY)XHO 00/1a71aTb XOPOLLMM BOOBpaxeHnem. [TosTomy
/151 Ha4asia Hapycyem nTuLy, pebeHKa v npvagyMaem rpo HUX MCTOPUIO.

MHorpa MHe KaxkeTcsl, 4To gaxe ecnm Obl poouTenn HUYEero MHe He
pacckasblBaniM O BOWHE, AaXe ecnn Obl S He yYuTan KHWUM, He CMOTPEn
dunbmbl, 9 6bl BCce 3Han. [loTomy 4To S 3Hato Oonblue, Yem BUXY
N Crbiwy, 9 3Hato 60sblue, YEM HaMNMCaHO B KHUrax. S 3Hato 6onblue, Yem
s1 3Hato. Ho uto 310 3a 3HaHMe? B Hay4yHOW nuTepaTtype 3TO Ha3blBaeTCs
NOCTNaMATbLIO — WCTOPUS, YCBOEHHAs AETbMU U3 PacckasoB poauvTenen,
nepeXXmBLLNX TpaBmaTnyecknin onbIT. [poLle rosopsi, 3T0 BOCNOMUHAHWE
O BOCMOMWHAHMK. MOI OMbIT CMELUMBAETCHA C YYXKMM B MO namsitu,
BOOOpPaXKeHMN, B MOMX MOCTyMNKax. OTO 3HauUT, A KakMM-TO 06pa3om
NPOXXMBaK 4YblO-TO >XXU3Hb, Pa3fensio Ybko-To cygbby. Ho aTo Takxe
3HaunT, YTO 1 KTO-TO APYron unn gpyras, uam gpyrue otryaa, U3 npoLsioro,
noJly4atoT CBOW BTOPOMW LWWAHC BO MHE. B HEKOTOPOM CMbICNE S| CTAHOBIOCH
UMK, a OHM cTaHoBATCS MHon. OTcroga BOMPOC — Korga S pUCyto, KTO
OBuUraeT moen pykon? Vl rmaBHoe, NpoXXnBato /i 9 B 3TOT MOMEHT YbtO-TO
CMepPTb UM HA060POT, 0cBO6OXKAA(Cb) OT HEBBIHOCUMbLIX BOCMOMUHAHNIA?
KTo-TO cCKaXeT, 4TO 3TO TpaBMa, addeKkT, Cepbe3Hbil MEeHTasIbHbIN
cbon. Ho nHoro cnocoba >XMBOrO COMPUKOCHOBEHUSI C UCTOPUEN SI HE
BUXKY. MOXXHO, KOHEYHO, NOrpy3nTbCs B PYHOAMEHTAINCTCKYIO apxanky
NN 3aHATBCA WUCTOPUYECKUMM PEKOHCTPYKLUMSMU, HO 3TO BCE He Mo-
HacToswemy. [MoaTomMy aTa BbicTaBka He nNpo XonokocT. OHa Npo namMsaTb
0 X0NoKOoCTe, HO Tak>XXe 1 O paspylleHnn Xpama, 1 o0 norpomax, anapreuae,
KceHohobum 1 pabcTBe. 3Ta BbicTaBka Mpo namsiTe 06 MCTOPUYECKON
TpaBme. Ho n o 6opbbe, 0 conpoTmeneHun, o6 nsbasneHun. O ToMm, Kak
C 9TON NaMATbIO XUTb, YTO C Hen genatb. O TOM, Kak HECTU 3TOT TSXKKWMN
rpy3 1 He ynacTb.

Xaum Cokorn

By Haim Sokol

Remembering requires good imagination. So first, let’s draw a bird
and a child, and make up a story about them.

Sometimes | feel like, even if my parents hadn’t told me anything about
the war, if | had read no books or watched no movies, I'd still know
everything. Because | know more than | perceive with my eyes and ears,
because | know more than there is to get from books. | know more than
| know. But what kind of knowledge is that? Academic discourse terms
this “postmemory” —the history learnt by kids through the stories told
by their parents who had lived a traumatic experience. To put it simply,
it is a memory of a memory. My experience blends with experience of others
in my memory, imagination, actions. This means that | am somehow living
someone’s life, sharing someone’s lot. But this also means that someone
else or others from the past get a second chance in me. In a sense,
| become them and they become me. Which leads to a question: who is
guiding my hand when | draw? And more importantly, do I, in that moment,
live someone’s death or, conversely, set (myself) free from unendurable
memories? Some might say that this is trauma, distress, severe mental
dysfunction. But | do not see any other means of live interaction with
history. You could, naturally, go deep into fundamental antiquity or engage
in historical reconstructions, but these are not genuine. This exhibition is,
thus, not about the Holocaust. It is about the memory of the Holocaust but
also about the destruction of the Temple, pogroms, apartheid, xenophobia,
slavery. This is an exhibition about the memory of historical trauma.
But also about the struggle, the resistance, the deliverance. About ways
to live with that memory and process it. About bearing this load without
stumbling.



CNEAbI MOKPbIX KPbIJIbEB AHITEJTA UCTOPUA

Tak [O/PKeH BbIr/ISAeTb aHresn uctopun. Ero sk obpatleH
K npowisiomy. Tam, rae ais Hac — Ueroyka rpedcTosiLymx
COOBbITUM, TaM OH BUAWT CI/IOLLHYHO KATacTpody, HEnpecTaHHoO
FPOMOSASILLYIO PYWHBI HaL pPyyHaMu v CBasIMBaroLLyO BCE 3TO
K ero Horam. OH Obl 1 OcTasicsl, 4TO6bl MOAHSTL MEPTBbIX
u caenutb  0b/IOMKW. HO  LLIKBa/IbHBIVI BETED, HECYLLMACS
13 pasi, HaroJIHSIET ero Kpbl/ibsl C TakOW CUJION, YTO OH YXKe
HE MOXET X CJIOXKUTE.

Banstep berbsivmH. O noHaTim nctopum (1940)

Kpbinbst aHrena wucrtopum oTsbkenenn. TpygHO nNpeacTaBuTb BeETeP,
KoTopbInn Obln Obl cnocobeH umx nogHATb. [lepbsi 3ameHuna rpybas
TKaHb, BNUTaBLlas creppl, OCTaBNsieMble Yepenont CobbITUI, N3 KOTOPbIX
CKNnagblBaeTCsi MHOrOBEKOBOW MyTb 4enoBeyecTBa. AHreny WUCTopum
Henerko BOJIOUUTb 3a COBOM 3TW Kpblbsl, NPEBPATUBLLMECS B OJIMHHbIE
NblfIbHbIE CBUTKW, MO3TOMY OH, CCYTY/JMBLIWCb, CUOUT 3a CTOJIOM,
nepeknagpiBas CTpaHuubl KHUF, CLUMTbIX U3 TeX >XXe CepbiX TPSMOoK.
VHorpa oH MCMNOMHSET CTPaHHble pUTyanbl: YCEPAHO CMbIBAET TOJIbKO YTO
HaAHECEHHYIO €ro MOCTOSIHHbIM CNYTHUKOM MMrpaHTOM KpacKy C YepHbIX
canor, 3a60TNNBO YKYTbIBAET NPOpP>KaBesible rBo3an, NEPEHOCUT KPbIbSIMM
BOAY M3 OOHOro BeApa B Apyroe, ynopobnssce Cusndy, Tonkawowemy
KaMeHb B Hagexne yTBepauTb ero Ha BepLUMHE ropbl. AHren UCTopumn
Tpygnontobms 1 Tepnenns, eMy yaaeTcsi OnyCTOWWTbL U HANOMHWUTL Beapa.
Crekarowas ¢ KpbllbeB Bfara, Npoleawas «KpeLeHne» TpyooMm, «oceaaeT»
Ha TKaHax n BGymarax, npeBpaliasicb B YepHble CUY3aTbl 3aKyTaHHbIX
B OJIMHHbIE, CKOBbIBatOLLME OBUXEHUS ofaexabl nopgen. Bamaxn Kpbinbes
3acTaBnslOT UX NepeaBuraTtbCs No NossiM 6ECKOHEYHON 31MbI, CIMBAaTBLCS
B 6eChOpMEHHbIE MacChbl, BbICTPaMBaTbCs B ANVHHbIE LEMNOYKM WK
B NpnyygunBble apabeckn. OTW MenaHXOoNIMYHble, MONYanvBble repowu,
KaXXeTcsl, CYLLECTBYIOT BHE BPEMEHW, HO OHWU >XXe MOryT NpuUHapexarb
n ntobomMy oTpesKy UCTopUN.

Ob6pekwnin cebs Ha HolweHMe KpblibeB aHrena uctopum Xamm Cokon
CTPOUT M3 pPXXaBoro >enesa W [epeBsHHOro Mmycopa apku TuTa,
NoBTOPSIi MponopuMn OpeBHEPUMCKOro namsTHuka. OH npeBpallaeT
apKn B XXWIMLWA MUIFPaHTOB, HamoMumHas O TOM, YTO BCSKUA Tpuymd
COMPS>XXEH C paspyleHnem, Hacunmem, nopabolleHneM, WU3rHaHuem
Opyroro. OH npsiveT B COBpaHHbIX U3 «ybornx matepuin» obbekTax cnegbl
MepBon Nypenckon BonHbl, BoccTaHnss CnapTtaka 1 JIeBOBCKOro norpoma.
OH wucnonb3yeT KonNupoBasbHYytd Oymary, apxamyHblli  WHCTPYMEHT
Ay6nMpoBaHns LOOKYMEHTOB, O/ MEPEnUCbiBaHUS 3abbITbiX TEKCTOB,
MHOIOKpaTHOEe MOBTOPEHME KOTOPbIX CbedaeT KpacKy, Aenaet ¢pasbl
NoYTN HEPA3NNYMMbIMI N NPEBPALLAET HacNamBaroLMeCs NPOPUCK B LLLENN,
npoH3aemble cBeToM. OH NepeprCoBBLIBAET LA C apXMBHbIX hoTorpadui,
NPOXMBas KaXkayto YePTY U NOCTENEHHO CNNMBAasiCb CO CTaBLWMMN 6U3KUMM
He3HakoMuamun. Co3gaHne HOBbIX ManMMMNCEecToB OOHaXKaeT MexaHn3m
namaTy, KOTOpas BbIXBaTbiBAeT Mpowsoe QparMeHTapHoO, BO3BOAS
N3 06pPbIBKOB BOCMOMUHAHWUIA HOBbIE MOHYMEHTbI.

B ocHoBe BbicTaBku «B HEKOTOPOM CMbICNe A CTaHOBJIIOCb MK, a OHU

CTaHOBATCS MHOW» — uaes TpaHcdopmauun, KoTopas npegnonaraer
MHOXECTBO TOJIKOBaHUN. B oTninMyme oT OAHOro M3 rfaBHbIX MPOEKTOB
Xamma Cokona — «CBupgeTtenbcTBa», B 3TOM UCTOPUN, KaXKeTCs,

HET OT3BYKOB KOHKPETHbIX Ouorpadum un cobbitun. Kponotnueoe
MHOIOC/IOMIHOE PUCOBaHWE, KOHCTPyMpoBaHMe OOBLEKTOB U MOBTOPEHUE
pUTyanoB CMEHUNOCh NepdopMaTUBHbBIM XMBONUCAHMEM, pa3MallnCTbIMU
OBKEHVSIMM  KUCTW, NPOSBASIOWEN CUNyaTbl BEYHbIX CTPaHHUKOB.
MnoTHas Tonna HeNOBKO OBUMXKETCS MO OJIMHHOMY CBUTKY, NpeBpallascb
B eOVIHYIO XUMBYIO, KOJbIaloLyocd, 6yaro gbiwawyto cybcTtaHumio. OHa
HaNnOMMHaEeT O NOTOKax 6eXXEHLEB, O BbIHY>XXAEHHbIX MUrpaHTax, KOTOpPbIMU
OTMEYEHbI JOPOrM MHOIOUUCIIEHHBIX BOWMH 1 KaTacTpod), nepexnsBaemblxX
4yenoBeYEeCTBOM B pasHble BpemeHa. B  oTyasiHHbIX  nonbITKax
COMPOTUBIIEHMST Y4aCTU CTaTb «KEepPTBOW» OHM BepyT B PyKM Opy>Xue
N BbIXOOSAT Ha «OUTBY», KOTOpas CTaHOBUTCS cobupaTtesibHbiM 06pa3om
BCEX «BOCCTaHNN 06peYeHHbIX» — OT BOCCTaHus CrnapTaka Ao BbICTYNAEHUS
ogHouMeHHon rpynnel B 1918 rogy B epmaHun, oT Mepycanmmckoro
BOCCTaHus BpeMeH Wyaenckon BoMHbI 0o BapliaBckoro, 6bIBLLIErO0 OQHUM
N3 camMbiX Tparndecknx cobbitnin Btopon muposon. Ho value repoun Xanma
Cokona BblbupatoT Apyron nyTb, MyTb «MAaCCUBHOIMO COMPOTUBIIEHUS» —
OHM ncyesaroT. MO3TOMY Ha CBUTKAxX BCTPEYalTCs YepHble KBagpathbl,
yKasyloLle Ha «CeKpeTbl» — TaWHble ybexuwa B retro, B KOTOPbIX



NOAM 3aMypoBbIBann cebs Ha gonarne gHw, Hepenu, Mecsubl. Taknm xe
«CeKpeToM» SBNSieTCS WwkKad, B KOTOPOM BUCUT BEPEBOYHAsA NecTHUUa —
cumBon nobera. OcyTcTBne UINYECKON BO3MOXHOCTU peasibHOro
BOCXOXKAEHUS MO HEWN BHYTPW 3anepToro wkada ykasbiBaeT Ha NIECTHULY
NakoBa, BeayLuyto npsiMo Ha Hebeca.

MepcoHaxxam Xanma Cokona conyTCTBYIOT CTan BOMKOB, MOAYMLLA KPbIC
N netawme BOpOHbl. KTO OHM — Bparu, NpoTUB KOTOPLIX NOAHUMAIOT
opyxuve nogu-xepTtsbl? Vnn oHM onuueTBOPSOT CObon 0BpeyeHHbIX
Ha YHUYTOXEHMe? XauMm roBOpuUT O CTpaLlHbIX accouuauusix, KOTopble
BbI3bIBAOT B HEM CJIOBO «Ae3NHMEeKUMs», YBUOEHHOEe OAHaxkabl B BUAOE
N3AWHON Tabnnuky Ha BXxoge B OyLEBYHO KoHUjarepsi, U peknamHble
06bsABNEHMS O BblBEAEHWN TapakaHoB, KPbIC 1 Npo4Ynx Bpegutenen. JinweHve
rpaXkAaHCKNX NpaB 0O6bABMEHHbIX «HEYNCTbIMU» EBPEEB NPUBENO B KOHLIE
KOHLOB K MaccoBOMy YOMICTBY, ToTasllbHOW Oe3nHEeKUnn, 3ayvncTke.
MprpaBHEHHbIE K XXMBOTHbLIM, Ntoan co cBuTkoB Cokona npesBpallatoTcs
B MTWL, pacniacTbiBasCb nNepensieTeHHbIMM Tenamn, CNOXEHHbIMA U3
OCTaHKOB BOJOCTOYHbIX TPY6, YyfiOK, MaTpacos, NOSIOBbIX TPSMNOK.

VicTopus, HaNOMHEHHAs XTOHMYECKMMM 06pas3amim 1 CIoXKeTaMun, B KOTOPbIX
BNIaCTBYET asyleropusi, MOXeT MnokKasaTbCsl WNNoCTpaumen K gpeBHeMy
Mudy mnm cpegHeBeKOBOMY anocy. Ho Hag BceM aTum Mupom, rge
Noan 1 3BEPU MEHSIIOTCH CYLLHOCTAMM U 06ANYMAMM, NApUT CBETALLLAACS
Hagiuce — UN/REINE SEITE — «He/uncTtas cTopoHa». OTtcbinas
K yKasarensm Ha Oe3vH(EKLUNOHHbIX KaMmepax HauucTCKUX narepen, oHa
ABNSAETCSA €OWHCTBEHHbIM MNPSMbIM  CBUOETENLCTBOM, PaCKPbIBAOLLNM
TeMy, K KOTOPOI BHOBb 1 BHOBb ObpalliaeTcsi B CBOEM TBOpYECTBe Xanm
Cokon, yBepeHHbI, YTO MCKYCCTBO MOXET U OO/IKHO CEroAHsl He TONbKO
3aCTaBuUTb Hac MOMHUTb O XONOKOCTE, NMPUOBPETIIEM C XOOOM BOWHbI
Bce 6osiee vppaunoHanbHble opMbl U MacwTabbl, HO U NPUBIN3NTLCS
K MOHVMaHWIO TOro, YTO YyBCTBOBaM JltoON, OBpEeYEHHble Ha MCYE3HOBEHME:
NOSIHOE, KaK CTOsLLME Ha MOPOre rasoBbIX Kamep Y3HWKK KOHLUarepewn,
W YaCTUYHOE, KakK JieXXaBLUnin B 3a30pe MeXOY CTEHOWN N Kpbilen OTeL,
XygooxHuka. Bpegywme no 6enon NycTbiHE YepHble TEHW 4YenoBeyvecTBa
— cneppl, OCTaBNsiEMblE KPbIIbSAMWN aHresa UCTOPUN, WK «TaHLUbl PyKu»
Xauma Cokona — pesynbTar paboTbl NamsTh, NPOMNycKatoLen CTpaHuLbl
nctopun 4depes BoobpaxkeHue. [ns Toro, 4tobbl CTaTb «MMWU», @ «OHU»
cTanu Tobon.

VpvHa NopsioBa

MARKS LEFT BY THE WET WINGS OF THE ANGEL OF HISTORY

By Irina Gorlova

This is how one pictures the angel of history. His face is
turned toward the past. Where we perceive a chain of events,
he sees one single catastrophe which keeps piling wreckage
and hurls it in front of his feet. The angel would like to stay,
awaken the dead, and make whole what has been smashed.
But a storm is blowing in from Paradise; it has got caught
in his wings with such a violence that the angel can no longer
close them.

Walter Benjamin. On the Concept of History (1940)

The angel’s wings have become too heavy. One can hardly picture
wind strong enough to raise them. Feathers are replaced with coarse
fabric, blotched with marks made by the series of events that make up
the century-long journey of humanity. These wings trailing on the floor
behind drag the angel down, they have turned into long dusty scrolls,
and the angel is stooping over a table, leafing through books that have
their pages made from the same gray rags. Sometimes he performs
strange rituals: diligently washes his black boots clean from paint just
applied by his inevitable companion Migrant, carefully tucks in rusted
nails, moves water from one bucket to another with his wings, very much
like Sisyphus pushing the boulder hoping to see it reach the top of the
mountain. The angel of history is industrious and persistent, he succeeds
in emptying and filling the buckets. The droplets rolling down his wings,
the water “baptized” with labor, “precipitates” on fabrics and papers, turns
into black silhouettes of people wrapped in long, restrictive garments.
Sweeps of wings make them move across the fields of indefinite winter,
merge into shapeless mass, form long chains or fancy arabesque. These
melancholic, silent characters seem to exist out of time but also can
belong to any period in history.
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Haim Sokol, who has subjected himself to bearing the wings of the angel
of history, uses rusted metal and wooden debris to construct Arches
of Titus, replicating exactly the proportions of the ancient monument.
He transforms the arches into migrant shelters, reminding us that any
triumph comes hand in hand with destruction, violence, subjugation,
ousting of the Other. In the objects made from “lowly matter” he embeds
traces of the First Jewish-Roman War, the Third Servile War with
Spartacus, and Lviv pogroms. He uses carbon paper, an antiquated
means of copying documents, to retype forgotten texts, the repeated
reduplication of which fades the ink, makes the phrases barely legible
and pierces through outlines, which now let light bleed in. He draws faces
from archival photos, experiences each of their features and gradually
becomes one with now-familiar strangers. Creation of new palimpsests
reveals the mechanics of memory that captures only fragments of the
past, putting these bits and pieces together into new monuments.

As an exhibition, In a Sense, | Become Them and They Become Me stems
from the idea of transformation with multiple interpretations. Unlike one
of the central projects by Sokol, Testimony, this story seems to have
no echoes of individual biographies or events. Meticulous multilayered
drawings, construction of objects and repetition of rituals gave way
to performative painting, wide brushstrokes, to reveal the silhouettes
of eternal wanderers. A dense crowd is awkwardly moving on a long scroll,
transforming into a single living and throbbing and breathing mass. It brings
to mind the torrents of refugees, displaced people—a road hallmark
of numerous wars and disasters that befell the humanity throughout
history. In their desperate attempts to escape becoming a “victim,” they
take up arms and go into “battle,” which becomes a collective image
of all “uprisings doomed to fail”: from the uprising led by Spartacus to the
Spartacist uprising in 1918 in Germany, from the riot in Jerusalem during
the Jewish—-Roman War to the Warsaw Uprising, one of most tragic events
of World War Il. But the characters of Haim Sokol choose another way
more often and gravitate towards “passive resistance” —they disappear.
That is why you may encounter black squares on the scrolls, identifying
the “secrets,” i.e., hidden shelters in ghettoes where people used to hide
for days, weeks, months. The wardrobe with a rope ladder hung inside,
symbolizing the escape, is also one of such “secrets.” The lack of actual
possibility to climb up this ladder inside the wardrobe refers to the Jacob’s
Ladder which leads directly into heaven.

The character’s in Sokol’s works are accompanies by packs of wolves,
legions of rats and flying crows. Who are they—the enemies against
whom the victim-people are forced to wield arms? Or are they a symbol
for those who are destined to be eradicated? Haim discusses the dreadful
associations he has with the word “disinfection,” a word he once saw
on a neat sign at the entrance to a concentration camp shower room,
and ads for pest control services showing roaches, rats, etc. Deprivation
of Jews of their civil rights and their designation as “impure” ultimately
lead to mass murder, a total disinfection, a wipe-out. Reduced to animals,
people in Sokol’s scrolls transform into birds, spreading their intertwined
bodies comprised of drainage pipes, stockings, mattresses, floor pads.

The history, populated with elemental images and narratives where
allegories reign supreme, can appear to be an illustration to an ancient
mythology or medieval epic literature. Yet, above this world where people
and animals swap places inwardly and outwardly, there hangs a glowing
sign: UN/REINE SEITE or im/pure side. A reference to the disinfection
chambers in Nazi camps, this is the only direct evidence of the theme that
Haim Sokol addresses time and again in his art, confident that art is capable
of and obligated to not only have us remember the Holocaust, which grew
more and more irrational in form and scale as the war progressed, but also
bring us closer to an understanding of what people felt when they were
facing unavoidable disappearance: complete and irreversible, as was the
case with people put into gas chambers, or partial, as was the case with
the artist’s father who hid lying in the nook between a wall and the roof.
Black shadows of humanity lumbering across the white desert—marks left
by the wings of the angel of history, or the “dancing hand” of Haim Sokol—
are the result of workings of the memory that processes history through
imagination. So that you can become “them,” and they become “you.”
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13 paszroBopa ¢ Xyg0XKHUKOM

MNMonunHa MorunuHa: Ha BbicTaBke «B HEKOTOPOM CMbIC/ie 1 CTAHOBOCH
UMK, @ OHM CTAHOBATCS MHOW» B [OCyaapcTBEHHON TPETbSKOBCKOWN ranepee
Tbl MOKa3blBa€ellb COBEPLUEHHO HOBYHO CEpUO paboT. Pacckaxku B LENoM,
0 YeM 3TOT NPOEKT M YTO MOCNY>KNIO NEPBOHAaYaANIbHbIM UMMYIbCOM K €ero
co3gaHuio.

Xaum Cokosi: 3TO abCOMOTHO HOBbLIN KOPnyc paboT, camble paHHWe Bblin
co3faHbl NPUMEPHO NOAroga Hasaf, OCHOBHas XKe YacTb — 3a nocfiegHne
HECKONIbKO MecsueB. B uenom 370 npogosmkeHne u OQHOBPEMEHHO
HOBbII BUTOK MOEro WccliefoBaHus npupogbl NamsTu, TOMIbKO YXe Ha
bonee KOHKpPeTHOM martepmane. B dokyce okasbiBaeTcs He namsiTb Kak
TakoBasi 1 MeXaHu3Mbl ee TpaHCNauMM, a KOHKPETHO TpaBMaTu4yeckas
namsiTb, CBsI3aHHas NpeXae BCero ¢ cobbITuamMmn BTopon MnpoBon BOWHBI,
¢ Xonokoctom. Ho n He Tonbko. OTO pasMmbiWwfieHne O TpaBMaTUYECKON
namsT, NamMsaTy XXepTBbl — Oyab TO Y3HUK FETTO UM KoHu1areps, 33k NYJ1Ala
nnn GexkeHel. S HauMHaKO CBOE UCCNeqoBaHNe C BOMPOCca, MOXET /N NamsATb
>XepTBbl ObITb YHMBEPCaNbHOW. C OQHOM CTOPOHbI, S NPEABUKY BO3PaKEHNS
HEKOTOPOW YacTu NoAen NPOTUB Takoro Noaxona, NoCKobKy, BO3MOXXHO,
CNpaBegMBO, OHM COYTYT 3TO yYMaseHWeM NamsaTu TeX UM UHbIX XEepTB.
C opyroi cTopoHbIl, S NPOTUB NEPAPXNYECKON CTPYKTYPbI B 9TOM BOMNpoOCe.
KepTBa ecTb XXepTBa, HE3AaBMCKMO OT PasHULLbl NCTOPUYECKOTO KOHTEKCTA
N NpPegnocbIIok. OTO pasMbllIEHNE O NMPUPOAE XXEPTBbl OYEHb CUIbHO
CBSI3aHO C JINYHbIM OMbITOM ObITOBaHWS MPEACTaBUTENEM MEHbLUMHCTBA
N, KOHEYHO, BOCMOMUHAHNSMI MOErO OTLA, KOTOPbLIN eLle pebeHKOM XXun
B reTTo, nNpsTancs B fiecy U B UTore nonan B NapTU3aHCKUN OTpsA, rae
N BOCCOEAVHWNCS CO CBOMMUY poguTensimMun. [ns MeHs ero uctopms, Kak n gns
Hero cenvac, korga emy 88 neT, OoqHOBPEMEHHO 1 pealnbHa, 1 BbIMbILWIIEH,
NMLEeHa OLLYLLIEHNST BPEMEHN N OKYTaHa OLLYyLLEeHNEM UppeanbHOCTU, CHa.
CobcTBEHHO NpMpoda CHa M BOCMOMUHAHUSA O4YeHb 6M3Ku. OTO BbIBOAUT
MEHSI B HEKOe MNO3TUYECKOE W3MEPEHME, rOe OCHOBbLIBAsSICb HA KaKux-

TO KOHKPETHbIX 3HaHUAX, Byay4n XYOOXHUKOM, S TeM He MeHee Mory
No3BONNTbL cebe HEKOTOPOE XyAOXXECTBEHHOe BooGpaxeHue. Kak MoXKHO
rOBOPUTbL MPO XEePTBY Tak, UTobbl 3TO He BbII0 AeMOHCTpaLelt Kolmapa,
0 KOTOpOM 6osee U MeHee BCe NMEIOT NpefCcTaBeHne, C OfHO CTOPOHBI,
a Cc Apyroin, He 6bIN10 XONOOHBIM BbICOKOI06bIM NPeabaABAEHNEM NCTOPUN?
[nsa MeHsa aTo ckopee npencTasneHne cebs aTUMK NMIoAbMU U NOMbITKa
NO3BOSINTL M CTaTb MHOWA.

TIM: 3Ty ngeto Kak pas oTpaxaeT Ha3BaHue npoekTa?

XC: [Oa, ato Takas opma BoBnedeHHocTW. NMpeacTtasneHne cebs apyrum
unn pgpyroro B cebe. OTO nepexumBaHMe MOCTOSIHHOrO CTpaxa, TPEBOrW,
KOTOPOE S NCMbITbIBAO B MOBCEAHEBHON XM3HU. MepTBas ntuua unu cbutoe
>XKMBOTHOE Ha O0pOre BbI3blBAET BO MHE HE CTOJIbKO YyBCTBO >XasnocTw,
CKOJIbKO YYBCTBO LLEMSILLEN TPEBOI, Kak ByaTO 3TO NPOU3OLLIO CO MHOWN
NN 3HAKOMbIM YESTOBEKOM.

T1IM: To ecTb 9TO CBOEro poga NpPOoLECC «NPOXXMBAHWS» Yy>KON Tparegmm?

XC: [a, mMeHHO «NpoxXnBaHne». B aTom oKpoBaBIeHHOM, HE O4YEHb NPUSTHOM
rnasy 3penve s BApyr BHE3anHo BMXY cebsi. VI aTo NpoamMKTOBaHO Kak
pas TpaBMaTU4eCKMM OnbITOM. Haumctckas ngeonorns crnepsa nvwmna
€BpeeB rpaXKaaHcTBa U BCEX MPaXKAaHCKUX MpaB, a 3aTeM (hakTuyecku
BblBE/la MX M3 COCTaBa YenoBevyecTBa, /NMWMB pPOJOBOM U BUOOBOM
NPUHAANEeXHOCTW, NepeBeas B CTaTyC >XMBOTHOro. B nuky noHaTuto
dunocoda OkcaHbl TMOMhEEBON «YTOMNYECKOE XUBOTHOE» S Mpegnararo
TEPMVH «@HTUYTOMMYECKOE >XMBOTHOE», OOBSCHSOLLEE npouecc, Korga
Mbl CTAHOBMMCS XXUBOTHbIMW HE MO CBOEN BoJie. DTO eLle N NCTOPUYECKINI
B3rNsg — B 3TOW pacTep3aHHOWN TyLKe S BUXY BCE KOLIMapbl, KOTOpble
S1 3HalO NO JOKYMEHTAM, XPOHMKE 1 APYrMM CBUAETEIbCTBAM.

lIM: B cBoux paboTax Tbl 3a4acTyto obpawaelbCsi K BOCMOMUHAHWSIM.
Ckaxxun, aTo yale BCero BOCMOMUHAHWS, CBA3aHHbIE C TBOen Buorpaduen
N NCTopmren TBoen cembin?

XC: He yacto, aT0O BCerga Cny>Kut OCHOBOW, HO 3TO ckopee yHOaMeHT
MOEWN JINYHOCTU, MAEHTUYHOCTW, HO HEe MaTepuanbHasl, OOKYMeHTaslbHas
ocHoBa paboT. A BoobOLle cTapatocb n3beratb MPAMON CBSA3W CO CBOEN
nctopuen... B niobom cnydvae, ecnm aTa CBA3b U NPUCYTCTBYET, TO OHA
cKopee aMoumoHanbHas. 3Ty TpaBMy s NEPEXUBat0, a KOHKPETHbIE COObITUS
He Bcerga nomHo. NMoatoMy HeYTo eLle bonee TpaBMMpyOLLEe, Kak HEKMI
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Tpurrep, 3Ty TpaBmy akTuBupyeT. Cama chopma penpeseHTaLmn, B KOTOPOIA
puycoBaHWe Kak Hekasi TefiecHasi npakTrka, COOTBETCTBYET.

[1M: B paboTax, NpeacTaBieHHbIX Ha BbiCTaBKe, Tbl BbiOMpaellb HAPOUNTO
HEeBPEXXHYIO, MOYTU IACKU3HYIO MaHepy nucbma. Yem obycnosBneH Takomn
XYAOXXECTBEHHbIN NOAX04 NN, TOYHEE CKadaTb, Npuem?

XC: 3710 cBoero poga nepdopmMaTmBHas NpakTuka, Hekas marepuanu-
3auusi, kotopasi Hanbonee COOTBETCTBYET MOEN TEOPUN «MPOXUBAHNS»,
aKkTuBauun TpaBMmbl. Takon rpybbill PUCYHOK €CTb BOMJIOLEHNE 3TON
TpaBMbl. B pgaHHOM cnyyae Takass CTPEMUTENIbHOCTb, CMOHTAHHOCTb,
0CO3HaHHas rpyboCTb, KOrga Cyxom KUCTbo YyBCTBYELLbL CONPOTMBEHNE
marepuana, KOHTypbl — HeKkasi IBlEHHOCTb, HO He3aBeplleHHOCTb. BoT
9TO 34€eCb BaXHO.

lIM: B ogHOM U3 UHTEPBLIO, NET OECATb Hasag, Tbl FOBOPUI, YTO CBOEro
pofja «aHTUacTeTMka», nyrawowas Tebs Kak 4enoBeka, OAHOBPEMEHHO
3aBOpaXXMBAET Kak Xy[oo>XHMKa. HackonbKo aTOT B3rnsg, akTyaneH ans tebs
cenvac? BnvsieT nn aTo Ha BbIGOp MaTepnanos, KOTOPbIE Tbl CNONb3YeELLb
0151 CO30aHNA CBOUX OOBbEKTOB U MHCTANNAUMN?

XC: besycnoBHO, BCS 3Ta HeEMpUIisiGHOCTb MPUCYTCTBYET OO0 CUX MOp.
[nsa pucyHKa s OCO3HaHHO BblIGMpald He XOJCT, a Aewesyto 683b; Ans
CKYNbNTypbl UCMONb3YKD CTapble TPybbl W TPSAMNKW, CTapylo oaexay.
S ncnonb3yto MapruHanbHble MaTepuanbl, BbITECHEHHble Ha 0604YMHY
XY[OOXECTBEHHOW XXN3HN. B HEKOTOPOM CMbICNIE OHU MPOAOIKAT TEMY
YFHETEHHOCTU, >XepTBeHHOCTU. C OpYyrol CTOPOHbI, OHW HPAaBATCS MHE
CBOEN TaKTUNbHOCTbIO, nctopmen. OHM XnBbIE.

I1M: B TBOMX paboTax 4acTo BCTpeyatoTcs obpasbl cobak, Kpbic, NTuUL,. YTo
OHW ONMLIETBOPSIIOT AN Tebs 1 NOYEMY UMEHHO OHW CTaHOBSTCS r1aBHbIMU
reposmmn?

XC: OTO HEeKMA CMellaHHbI, ambuBaneHTHbIn 06pas, MNO3UTUBHLIN
N HeraTMBHbIN OOHOBPEeMEHHO. OnaTb >Xe, €C&iM BCMOMHUTb WCTOPUIO
MOEro OTLa, KOTOPbIN OKa3asncs OAMH B KAKOM-TO abCONOTHO BpaXKaebHOM
MUpe, MpsiTancd B Jfiecy B sIMe, Ha CTapblX 4Yepjakax — MHE 3TO
npencraesnsieTcs ncropmen LLenkyHumka, KoTopbini 60peTcs C KPbICUHbLIM
KOposieM, U NoJly4aeTcs, YTO Kpbica 3OeCb — 3TO He4YTo BpakaebHoe,
JoomuHupytowlee. Btopas nutepatypHas anno3usi — «YepHasa Kypuua»
Moropenbckoro. o3ToMy B MEPTBbIX MATUYKAX WM MbIWKax S BUXY

BONLWEOHbIX MpeBpaLleHHbIX Ntogen. 30ecb NOSIBNSETCS TeMa BOCCTaHWS,
CONPOTUBEHUS, XOTS Obl BbIMbILLIEHHOIO, KaK HEKNA CKBO3HOW MOTUB.

IM: TlpoekT B TpeTbsSIKOBCKOW ranepee MOCBSAWEH MNaMATU XepTB
XonokocTa n 60pLoB C HAUM3MOM. YXOAS OT [OKYMEHTaNbHOM KOHCTaTaumm
Y>XKacoOB WCTOPUYECKMX COObITUIA, Tbl TEM HE MEHEE CBOUM S$I3bIKOM,
METOAOM CO3Aaellb O4YeHb NpaBusibHOE oLyLleHre. YTo ecTb Ansa Tebs aT1o
CONPOTUB/IEHNE N NOYEMY Thbl BbiOUpaeLlb UMEHHO Takom cnocob roBopuTb
O HeEM?

XC: C ogHOM CTOPOHBI, KTO-TO MOXXET YNPEKHYTb MEHS B OEMNONNTU3ALNN.
A cTpemniocb un3bexaTb cakpanusauum, nog KOTOpoW S MNOHUMato
npegbsBfieHne TpaBMbl B CaMOM HEMpPUrnsgHOM, CTpawHOM BUAE.
N3o06paxeHne «HenpegcTaBMMOro» 3na, KOTOpoe MoXupaeT CBOUX
xepTB. C Opyron CTOpoHbIl, MHE HE O4YeHb UHTEPECHa paboTa C apXMBOM,
C JOKYMEHTaMu, Korga si BCKpbIBad MEXaHn3Mbl, BHYTPEHHIOIO NONNTUKY
1 Noruky npoucxoamellero. NMNoaToMy 5 HAMEPEHHO YXOXY B NO3TUYECKOE
N3MepeHne, HO B 9TOM U3MEPEHMM MHe BaXKHO roBOpUTL O BeLlax,
KoTopble s1 6bl xoTen, 4Ttobbl 6GbIM. Mnu o Tex, 4to Obin, HO 6o
rmnepTpounpoBaHHO MNPEeACcTaBNsalTCs, NMM60 ManomsBecTHbl. Boobue,
4yTO ecTb conpoTtmeneHne? Korga Tbl 6epewb HaraH B pyku? nu korga
[0 NocnegHero MbiTaelwbecs BbKUTL? MHe XO4eTCcs COBMECTUTb PasHbIN
onbIT conpoTuBneHns. Koraa s roBopto 0 BOCCTaHUN, S TOBOPHO HE TOJTbKO
0 BOCCTaHun B BaplaBckom reTTo, He Tofnibko 06 yyacTum Moero oTtua
N ero poguTtenen B NapTM3aHCKOM OTpsige, HO U O BOCCTaHUW MNyOees
B [peBHem Pume, BocctaHmm Cnapraka.

IM: To ecTb pns T€65 B COMPOTUB/IEHNN Ba)KHEE OYXOBHOE M3MEPEHNE,
a He ero peasnbHble UCTOPNYECKNE AOKYMEHTasbHbIE MPUMEpPDHI?

XC: MHe kaxeTcs, 4To Boobpakaemasi UCTopUsi, U1 UCTopus B BUOe
cobpaHHbIX Ha HebOCBOOAE KOHCTENNAUMNA, 3TO HE MEHEE MOSIUTUYECKUN
XXECT, YeM MNpenbsiBNeHne KOHKPeTHbIX (akToB. Bcel XXU3HN He XBaTwuT,
4yTOObl OCO3HAaTb XOJIOKOCT, — He TO, YTO OOHOWN BbiCTaBkMK. [loaTomy
S1 TOBOPHO CKOPEee O CBOEM OTHOLLEHUN, O CBOEM NEPEXMBAHUM — O NaMSATH.
OT abCcTpaKTHbIX Pa3MbILLIEHNA O MeEXaHU3MaxX NamMsATK, O NPUPoAe NamsaTy,
O TOM, Kak Mbl BMAMM MPOLIOe, S Nepewen B JaHHOM criyyae K 6onee
KOHKPETHbIM CObbITUSM. HO B pexkume pas3mbIWIEHUA O TOM, KakK Mbl 3TO
BUOVM UNN MOXXEM BUOETb B 6osbLUEN CTENEHN, YEM O TOM, YTO 3TO bblIfo
Ha camom pgene.
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[MM: Tema «BOCMOMUHaHNS», U BepHee ObiN1o 6bl cKasaTb «BCMOMUHAHWSA»,
KpacHOW HUTbIO MPOXOAUT Yepe3d MHOrMe TBOU TEKCThI U paboTbl. s Tebs
3TOT npouecc akTMYeckn HeoTOoenMM OT caMon XU3HW. YTo ecTb 3TO
«BCMOMUHaHNe»?

XC: B paHHOM cnyyae 3TO pasMbillfieHne O NPUPOAE TpaBMaTUyecKom
namsTn N O cnocobax BOCNPUSATMS MpOLWSIOro Takoro popa. lapapokc
B TOM, YTO 3TO HEKMIN KOLIMap, KOTOPbIA Xo4eTcs 3abblTb U N3NeYNTbCH
OT TpaBMbl, HO €CTb HEKUI MOPasIbHbIN UMMNEPaTUB BCE BPEMS MOMHUTL 06
aTtoM. Ho 4TO 3HaunT NnoMHUTL XonokocT? Bce ke ecTb pasHuua Mexagy
3HaTb M MOMHUTb. Mbl XXUBEM B MOMEHTE, KOra NOYTK BCE XWBble HOCUTENN
namsTn 06 3TOM COBbITUN YXOOSAT UMK yXKe YN OT Hac.

lIM: Ho ecnn cornacutbcs ¢ Teopuein MapuaHHbl Xupll, TO NpoLfble
NMOKOJEeHNsI, KOTOPblE peanbHO Nepexnsani BCe 3T yXKachl, a cenyac, Kak
Tbl BEPHO 3aMETWUI, YXOOAT N3 3TOro M1Mpa, OCTaBNSAT HaMm B BUOE CBOEro
onblTa HEKNe KOMNEKTUBHbIE BOCMOMNHAHWS, KOTOPbIE XXUBYT B HaC.

XC: [a, oHa roBopuT 0 NOCTNaMsTh, 0 HEKOEM adpHEKTMBHO OKpaLlEHHOM
npeacTasneHnn 06 3ToM TpaBMaTN4eCcKom onbiTe. Ho y MapuaHHbl XupLu
€CTb OAVH BaXXHbII MOMEHT, KOTOPbINM, MHE KaXXeTCsl, HY>XHO 0co60
nogYepKHyTb: OHA FOBOPUT O NOCTNAaMSTL B KOHTEKCTE BTOPOro NOKOJNIEHNS.
OTO OeTu nepeXmBlMX XOMOKOCT, U 3TO KaXeTCsl MHe MpUHLUMNNansHO
BaXHbIM. [loTOMy 4TO 3TW NOAN — CBUOETENN CBULETENbCTBA, WM
nepenaeTcs 3TO 3HAHWE OT XXWBbIX CBUAETENEN 3Toro onbita. M TouHo
TaK Xe, Kak OHM He COMHEeBaloTCs B pearlbHOCTU CBOWX POAUTENEN, OHU
HEe COMHEBATCHA B TOM, 4YTO 3TO Obino. V1 oHn cospann To, Yto Anenpa
AccMaH Ha3bIlBaeT MeEMOpUAnbHOM KynbTypoWn. M cerogHs Kpuanc namsit o
X0noKOCTe CBSI3aH C TEM, YTO BTOPOE NOKOJIEHNE TOXE YXOAUT C aBaHCLEHbI.

[IM: CmoTps Ha TBOW pPaboTbl, CIOXHO He 3aMeTUTb, Kak MHOMO B HUX
NO3TNYECKOro, Aaxe nupuyeckoro. TBost MHcTannsauns «CekpeT» KaxeTcs
MHE OfHVMM M3 4YPEe3BblYaNHO CUMbHbLIX MO3TMYECKMX o6pasoB. B Hen
YAVBUTENBHO FAPMOHMYHO COYETAIOTCA MakCcuManbHas NpocToTa, Yncrora
BbICKa3bIBaHWS 1 MPY 3TOM SPKO BblpaXkeHHas MeTaopryHOCTb. Pacckaxu
npo ee npeto. lNMoyemy cpean o6bLEKTOB Ha BbICTaBKe NOSBNSETCH 3TOT
CTapWHHbIN WKad?

XC: Tbl O4eHb TOYHO 3aMeTuNa M MOAYEPKHyNa «MO3TUYHOCTb» PaboT.
VIMEHHO NO3TOMY MHE MHOTrAA OaXKe C/IOXKHO OOBACHATL UX. TeM He MeHee
3a 3TUM 06pa3oM CTOUT [Ba HACMOMBLUMXCA OPYr Ha Apyra BneyaTneHus

N3 WCTOPWIA, pacckasaHHbiX MOMM OTUOM. [lepBasi cBsizdaHa C camum
HaszBaHneM — «CekpeT». ATUM C/IOBOM Ha3biBanu TanHble yoexuila B TOM
MecTeuke Ha YKpanHe, rge >xiun otew,. B atux ybexxuiax eBpen npstannch
B reTTO BO BPeEMS akUMi. AKUMS — 3TO MEPONpUSATNE, BO BPEMS KOTOPOro
CNamm MeCTHOW MOSNUMM N HEMELKMX BOWCK MNPOBOAUMUCL 3a4UCTKU
retTro. 3T0 MOrno 6bITb NPOCTPAHCTBO 3a BTOPOW CTEHKOWN WKada, TanHuK
B nognorse, Yepgakn 1 T. 4. Yto yrogHo. BTopas nctopust ceszaHa ¢ anmM3o[oMm,
Korga poOCcTBEHHMKOB KPaCHOAEPEBLUVKOB B3SIM B 3aNOXHUKKU, Tpebys
Kakoe-TO Konn4yecTso wkadoB B3aMeH. Ha cnefyrowmin geHb Ha naowanm
B MECTEYKE CTOSIN 3TU WKadbl — CTapuHHbIE, KpacuBble, pe3Hble. Obe
3TUX NCTOPUN COBMECTUNCH B HEKYIO UAEL0 n3basneHus, yxona, nobera.

[1M: ToaTomy nosiBnsieTcst 06pas NecTHULbI?

XC: Oa, MOTMB BepeBOYHON NecTHuubl... Kak npaBuio, ee ncnonb3yloT
onsa nobera n o6blMHO CKUAbLIBAOT CBEPXY BHU3. HO 1 CHU3y BBEPX OHa
CTaHOBMUTCS HEKUM LUAHCOM Ha craceHue.

MM: OpgHUM 13 KNOYEBbIX MOHSATUN B 3TOM MPOEKTE CTaHOBUTCS MAes
npeBpallleHnsl Kak HeKOoero nepepoXxneHus. 3Ta TpaHcdhopmaums
CTaHoBUTCS hopMOoI ocBobOXKOeHWs1, nobera, n3basneHna?

XC: A pa3mblwnaio 0 pasHbiX cnocobax, nNpexpae Bcero BoobpaxkeHue
Kak cnocob cnaceHus, conpoTueneHus. [peBpalleHne, Korga OHO
nepectaeTr ObiTb HACWIbCTBEHHbIM, «@HTUYTOMWYECKMM», KOraa Nogen
HacWNbHO MPMPaBHUBAIOT K XKMBOTHbIM, (haKTUYECKU MnpeBpalias B HUX,
OCTaBNSAs NULWLb ronyto, GONOrMYECKYHO XN3Hb. MeHs MHTEpPecyeT, MOXKHO
N NPeBpPaTUTbCS B XXMBOTHOE M OygeT M 310 (hOpMOoN n3baBneHus.
B ouepepHo pa3 CTOMKHYBWMWCb C TPaBMUPYHOLWMMM CHUMKaMuM TOro
BPEMEHU, S YBUOES, YTO MCTOLLEHHbIE FOIOAOM N TSXKENbIMU YCNOBUSIMU
Tena y3HUKOB KOHLUJ1arepen, ¢ TopyawymMm pebpamm n o6TSHYTbIM KOXEN
4yepenom, CTAHOBATCS NOXOXMMU Ha NTuYeK. W 4yTobbl Kak-TO NoracuTb aTy
TpaBMmy, 9 CTan NPeACcTaBATb, YTO 3TW Y3HMKN AENCTBUTESIbHO CTAHOBATCS
NTMYKaMM — KOrAa MCTOHYATCS KOCTOYKM, MOSBSOTCS NEPLIWKA U OHW
yneTaor...

lM: KpacuBbliin obpas...

Mockea, anpenb, 2019 rog,
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From a conversation with the artist

Polina Mogilina: At In a sense, | Become Them and They Become Me on
display in State Tretyakov Gallery you show an all-new series of works. Can
you give us a general idea of the subject matter in this project and what was
its starting point?

Haim Sokol: This is a brand-new body of work, some earlier pieces created
about half a year ago and most of them created over the last few months.
Overall, this is a continuation but also a new stage of my exploration of the
nature of memory, this time with more concrete underlying material. The
focal point is not the memory in itself or the mechanisms of its transmission
but specifically the traumatic memory, which relates primarily to World
War Il and the Holocaust. Not exclusively, though. These are reflections
on traumatic memory, memory of a victim—be that a refugee or a prisoner
of a ghetto or a concentration camp or Gulag. The exploration starts with
the question whether the victim memory can be universal. On the one
hand, | anticipate that some will have reservations about this approach
since they would take this—possibly with good reason—as a derogation
of memory of some victims. On the other hand, | am against introducing
any hierarchy in this matter. A victim is a victim, whatever the historical
context or preconditions. These reflections on the nature of victimhood
are tightly linked to my personal experience as a minority and, of course,
memories of my father who lived in a ghetto as a child, hid in a forest and
ended up in a group of guerrilla fighters where he reunited with his parents.
For me and for the 88-year-old him of today this story is both real and
imagined, devoid of any temporality, infused with a sense of unreality and
dreaminess. The nature of a dream and a memory are actually very close.
This invites me into a poetic dimension where, based on certain concrete
knowledge and as an artist, | am still entitled to some creative imagination.
How to discuss victims without putting on display the horror, which more
or less anyone is aware of, and without gravitating towards a high-brow

representation of history? For me, this is more about imagining myself
as them or an attempt to let them become me.

PM: This is the idea behind the project name, right?

HS: Yes, it is a form of engagement. Imagining yourself as another or another
as yourself. This entails constant fear, anxiety that | experience on a daily
basis. A dead bird or a run-over animal on the road makes me feel not
so much pity as piercing anxiety, as if that happened to me or a friend.

PM: So, this is a process of living other’s tragedy?

HS: Yes, exactly that, “living.” In that gory and rather unpleasant display
| suddenly see myself. This is caused by that traumatic experience.
The Nazi state first deprived Jews of citizenship and all civil rights, and
then basically excluded them from the definition of humanity, denying them
the genus and species affiliation, reducing them to animals. In contrast to the
notion “utopian animal” used by philosopher Oxana Timofeeva, | propose
the term “dystopian animal,” which describes the process of forcing people
to become animals against their will. And it has a historical perspective:
in the maimed carcass | see all the horrors that | know from documents,
archives and other evidence.

PM: You often employ memories in your work. Are these primarily memories
of your life and the history of your family?

HS: Not just primarily—it is always the foundation. But it is rather
a foundation of my personality, identity and not the material, factual base
for my artwork. | actually try to avoid direct links to my history... In any
case, if this connection is there, it is emotional more than anything. | live
this trauma but do not always remember concrete events. So, something
even more damaging can be like a trigger activating this trauma. The form
of representation itself, where drawing is a bodily practice, is in line with that.

PM: In the exhibited works you opt for an overtly careless style, almost
sketch-like. What’s the reasoning for this artistic approach or, to be more
precise, technique?

HS: This is a kind of performative practice, a materialization and artistic
practice, which is most aligned with my theory of living, activating trauma.
The rough drawings embody the trauma. The forcefulness, spontaneity,
deliberate roughness, where you feel resistance of material through the dry
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brush, outlines are, in this case, a presentation in an unfinished state.
And this is important here.

PM: Once in an interview, about ten years ago, you spoke about an anti-
aesthetic that frightens you as a person but also fascinates you as an artist.
How relevant is this perspective for you now? Does it influence your choice
of materials for the objects and installations?

HS: All this ungainliness is, undoubtedly, still there. | deliberately choose
cheaper coarser canvas for my drawings, use old pipes and rags or clothes
for my sculptures. | use marginalized materials that have been artistically
sidelined. They serve as a certain extension of the motif of oppression,
victimhood. And then | like them for their tactile feel, history. They are alive.

PM: Your works often feature images of dogs, rats, birds. What do they
symbolize and why do they take the place of your protagonists?

HS: This is a sort of an amalgamated, ambivalent image, both positive and
negative. Then again, recalling the history of my father, who was plunged
in a very hostile world, all alone, hiding in a forest ditch, in old attics—I see
this as the story of the Nutcracker, who fights the Rat King; so the rat here
is something hostile, domineering. The second allusion to literature is to The
Black Hen by Antony Pogorelsky. That’s why | see magical transformed
people in dead birds and mice. This brings me to the cross-cutting theme
of rebellion, resistance, at least in the mind.

PM: The project at Tretyakov Gallery is dedicated to the victims of the
Holocaust and fighters against Nazism. Even without documentary statement
of horrific historical events, you employ such a language and methods that
create a very fitting tone. What is resistance for you and why do you choose
to discuss it in this particular fashion?

HS: Some might accuse me of depoliticization. | am trying to avoid
sacralization, by which | mean display of trauma in the most unpleasant
horrific form. Depiction of the unfathomable evil that devours its victims.
However, for the purposes of uncovering the mechanisms, internal
politics and logic of the events, | am not all that interested in working
with archives or documents. That’s why | deliberately go into the poetic
dimension, but there it’s important for me to address the things | would
like to be real. Or the things that were but are sensationalized or poorly
known. What is it even, resistance? That when you pick up a revolver? Or

when you struggle to survive to your last breath? | seek to combine different
experiences of resistance. When | discuss rebellion, this is not just about
the Warsaw Ghetto Uprising, not just about my father and his parents acting
as underground guerrillas, but also the Jewish uprising in ancient Rome,
the slave rebellion led by Spartacus.

PM: Implying that the spiritual side of resistance is more important for you
over its real examples documented in history?

HS: It seems to me that imaginary history, or history in the form
of constellations on the dome of the sky, is on a par poetic-wise
with presentation of concrete facts. A whole life would not be enough
to comprehend the Holocaust, let alone a single exhibition. So | am speaking
about my attitude, my experience—the memory. In this case | have made
the transition from abstract reflections on the mechanics and nature
of memory and on our perceptions of the past to more concrete events.
But contemplating our perceptions or potential perceptions of these events
and not how the events actually were.

PM: The theme of “memory” or rather “recollection” as a process is
a common thread in many of your texts and works. This process is almost
inseparable from living the life for you. What is recollection?

HS: In this instance, this is a reflection on the nature of traumatic memory
and the means of perceiving this type of the past. The paradox is that this
is like a nightmare that you wish to forget and heal the trauma, but there
is a moral imperative to remember it at all times. But what does this mean,
really, to remember the Holocaust? There is indeed a difference between
awareness and remembering. We live in the moment when almost all
witnesses with first-hand memory of that event are gone.

PM: But if we accept the theoretical propositions of Marianne Hirsch, then
the past generations, who actually experienced all these horrors and are
now, as you rightly point out, passing away, leave us with their experience,
or collective memories that live on within us.

HS: Yes, she writes about postmemory, an affect-tinted notion of that
traumatic experience. And Marianne Hirsch makes an important point that
| feel needs to be specially underscored: she addresses postmemory in the
context of a second generation. This is about the children of Holocaust
survivors, and | see crucial importance in this. Because these people are
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witnesses of first-hand withess experience, who get this knowledge from
living withesses of that experience. They are as sure of the reality of those
events as they are sure of the reality of their parents. They have created
what Aleida Assmann terms “memorial culture.” The crisis of the Holocaust
memory today is related to the second generation too already beginning
to move to the background.

PM: Looking at your works one cannot but notice that they are full of the
poetic, the lyrical even. Your installation The Secret presents, to my eyes,
a very powerful poetic image. It combines with stunning harmony an utter
simplicity, purity of message and express metaphorical dimension. Can
you speak about its idea? Why do you put this old wardrobe among other
objects at the exhibition?

HS: It’s a very astute observation about the poetic side of my artworks. This
actually often makes it hard for me to explain them. Nonetheless, this image
comprises two overlapping impressions | got from the stories my father told
me. The first one relates to the title, The Secret. This was the word that
denoted hidden shelters in the Ukrainian town where my father lived. These
shelters in ghettos were used by Jews during “actions.” An “action” was an
event when the local police and German troops searched and cleansed the
ghettoes. Such a shelter could be a nook behind a wardrobe with a double
wall inside or a cache under the floor boards or an attic space, etc. Anything.
The second story was about the time when our carpenter relatives were taken
hostage and some fines were demanded as ransom. The next day there
were these wardrobes in the town square—old, beautiful, decorated with
carvings. These two stories merged into an idea of deliverance, departure,
escape.

PM: This is where the image of a ladder comes from?

HS: Yes, the rope ladder motif... Which is usually used to make an escape
by means of hanging it down from a height. But, if you need to go upwards
from a down situation, it still gives you a chance.

PM: Transformation as rebirth takes a central conceptual place in the project.
This transformation becomes a form of liberation, escape, deliverance?

HS: | am thinking about different ways, primarily—imagination, as a means
to be saved, to resist. Transformation that it is no longer violently forced,
ceases to be dystopian violent reduction of people to animals, where people

are transformed into naked biological life form. | am interested whether
it is possible to turn into an animal and would this be a form of deliverance.
Facing the traumatic pictures from that time once again, | saw how the
bodies of concentration camp prisoners exhausted, starved and worn
by the horrid conditions, their ribs sticking out and thin-skinned sculls,
look more and more like little birds. To somehow soothe this trauma, | took
to imagining that the prisoners actually turn into birds—their bone become
thinner, they get feathers, and fly away...

PM: A beautiful image...
Moscow, April 2019
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MNrmya

2019

WHcTannsauus, cMellaHHas TeXHUKa
350 x 300 cm

Bird

2019

Installation, mixed media
350 x 300 cm
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CBUTOK

2018

TkaHb, aKpWIOBbIV FPYHT
70 x 1000 cm

Scroll

2018

Fabric, acrylic ground
70 x 1000 cm
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JlecTHnya
2019

BA3b, akpunoBbIii FPYHT
304 x 160 cm

Rope Ladder

2019

Calico, acrylic ground
304 x 160 cm
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JInyo

2019

bs3b, aKkpnnoBbIA FPYHT
160 x 144 cm

Face

2019

Calico, acrylic ground
160 x 144 cm
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Kpbicbl
2019

Bbsa3b, aKkpnoBbIV FPYHT
160 x 300 cm

Rats

2019

Calico, acrylic ground
160 x 300 cm
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lMec

2019

Bs3b, akpynoBbI rpyHT
160 x 183 cm

Dog

2019

Calico, acrylic ground
160 x 183 cm
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Kpsbica

2019

Bs3b, akpWioBbIA FPYHT

160 x 187 cm

Rat

2019 —
Calico, acrylic ground

160 x 187 cm
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9710 He gyw

2019

Bs3b, akpWnoBbI FPYHT
259 x 160 cm

This Is Not a Shower
2019

Calico, acrylic ground
259 x 160 cm
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Bosik

2019

Bs3b, akpWioBbIA FPYHT
160 x 223 c™m

Wolf

2019

Calico, acrylic ground
160 x 223 cm
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lMpeBpatyeHne B NTuly
2019

Bs3b, akpynoBbI rpyHT
159 x 160 cm

Transformation into a Bird
2019

Calico, acrylic ground

159 x 160 cm
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Crasa
2019

BsA3b, akpnnoBbI FPYHT
160 x 500 cm

Pack

2019

Calico, acrylic ground
160 x 500 cm
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Mrnya (besonacHocTn He 6bIBaeT MHOIO)
2019

Bs3b, akpun, akpunosbI FPYHT

160 x 178 cm

Bird (There Cannot Be Too Much Safety)
2019

Acrylic on calico, acrylic ground

160 x 178 cm
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[Be Kpbicbl

2019

Bs3b, akpWioBbIA FPYHT
160 x 164 cm

Two Rats

2019

Calico, acrylic ground
160 x 164 cm
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Bursa

2019

Bsa3b, akpnnoBbI rpyHT
160 x 200 cm

Battle

2019

Calico, acrylic ground
160 x 200 cm

57



58

BopoHbl

2019

Bsi3b, akpynoBbIN FPYHT
160 x 150 cm

Crows

2019

Calico, acrylic ground
160 x 150 cm
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Cepwusa rpacdomkmn «CtaHoBieHne»
2019

bymara, ryawb

29,7 x 20,8 unn 20,8 x 29,7 cm

Becoming, series of drawings
2019

Gouache on paper

29.7 x 20.8 or 20.8 x 29.7 cm

61



62

ng
NPEBPATUNCA
B

KPbIC S

63



65

64



66

67



68

69



70

71



73

72



75

74



7

76



78

79



81

80



82

83



85

84






88

89



91

90



92

93






97

96



98

99



100

101



103

102



105

104



107

106



109

108



111

110



113

112



115

114



116

17



118

119



120

121



123

122



125

124



126 127



128

129



130

131



133

132



135

134



137

136



138

Xavum Cokon

1973, ApxaHresbek

XyOo>kHuK, npenogasatesib MocKoBCcKon WKosbl hoTorpadun

n MynetTuMmegna nm. PogyeHko, uneH pegakLumMoHHOro coseTa
Xyoo>XeCTBEHHOr 0 XXypHana. 3akoH4un EBpenckun yHmBepcuTtet

B Vlepycannme n NHCTUTYT npobnem coBpemeHHOro nckyccrasa B Mockse.
JNlaypeaT npodeccuoHanbHon npemumn «CopaTHuK». HOMUMHaHT npemun
«IHHOBauwms» n npemnn KaHaNMHCKOro.

Xaum Cokon co3faeT NpousBeaeHns B XXaHpax MHCTannsaumm,
CKyNnbMTypbl, BUAEO. B cBoeM TBopuecTBe OH obpalLaeTcs K Teme
OTUY>XKAEHUS, NSONSALMUN N Pa3pyLLEHHbIX CBSI3E/l B COBPEMEHHOM MUpPE.
PaboTas ¢ apx1MBHbIMM MaTepuanaMmm U YaCTHbIMU JOKYMEHTaMU,
XYOOXHUK OTKPbIBAeT MCcToputo XX Beka CKBO3b NPU3My YacTHbIX cyaeob,
nccnegyet NpobreMbl UICTOPUYECKON NaMATH U COBPEMEHHOW CoLmarnbHO-
NONUTNYECKON CUTYaLK.

Ero nepcoHanbHble BbicTaBky npowv B MOCKOBCKOM My3ee
COBpPEMEHHOro nckycctea, LITU «Pabpuka», Stella Art Foundation,
ranepesx M&HKO NenbmaH, «Tpuymd», Anna Nova. Y4acTHUK
MHOIOYNCNEHHBIX BbICTAaBOK B Poccumn 1 3a pybe>kom, cpean KOTopbIX

Il Knesckas 6uenHanne (2015), | Inguinckas bueHnanne s Koun-Myaupuc,
WHgnsa (2012), Mediations biennale (MosHaHb, 2010), 1l MockoBckas
6neHHane coBpeMeHHoro nuckycctea (2009), || BueHHane coBpeMeHHOro
nckycctsea B CanoHukax (2009).

PaboTbl HaxopaTcsa B [ocymapcTBeHHOM TpeTbssKOBCKOW ranepee,
MocKoBCKOM My3ee COBPEMEHHOrO nckyccTaa, Mynetumeana Apt
Myaee, [0CcyoapCTBEHHOM LEHTPE COBPEMEHHOIO NCKYCCTBa, My3ee
coBpeMeHHoro nckycctesa PERMM, Stella Art Foundation, Collection of
Loushy: Arts & Projects, Tenb-Asus, Iapansnb.

doTto AHTOH 3abpoamH




Haim Sokol

1973, Arkhangelsk

Haim Sokol is an artist, professor of Rodchenko Photography

and Multimedia School, member of the editorial board at the Moscow
Art Marazine. Graduate of the Hebrew University in Jerusalem

and the Moscow Institute of Contemporary Art. Laureate of professional
art award Soratnik (Ally). Nominated for Innovation Award and
Kandinsky Prize.

Haim Sokol creates installations, sculptures, videos. His art addresses

the themes of alienation, isolation, and erosion of relations in the modern
world. The artist works with archives and private documents to represent
the history of the 20th century through the lens of individual lives, explores
the issues of historical memory and modern sociopolitical environment.

He had personal shows at Moscow Museum of Modern Art, CCI
Fabrika, Stella Art Foundation, M&J Guelman Gallery, Anna Nova,

and Triumph Gallery. Participant of numerous shows in Russia and
internationally, including the 2nd Kyiv Biennial (2015), | Indian Biennalle
in Kochi-Muziris (2012), Mediations Biennale (Poznan, 2010), Ill Moscow
Biennale of Contemporary Art (2009), Il Biennale of Contemporary Art

in Thessalonica (2009).

Works by Sokol are held in the collections of State Tretyakov Gallery,
Moscow Museum of Modern Art, Multimedia Art Museum, National Center
for Contemporary Arts, PERMM Museum of Contemporary Art, Stella

Art Foundation, Collection of Loushy: Arts & Projects, Tel Aviv, Israel.
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N3BPAHHDbIE NMPOEKTbI

MNEPCOHAJIbHLIE BICTABKIA

2018 «CenpeTenbcTBO», MOCKOBCKMIN My3€li COBPEMEHHOIo nckycctea, MockBsa
2017 «bymaxHas namsate», LTV «®Pabpuka», MockBa

2011 «CBupgetenb», ranepesst M&HO NenbmaH, Mocksa

2010 «MepTBble Nncbma», Manepes «Tpuymd», Mocksa

2008 «3emns» (coBmecTHO ¢ A. KyabkuHbim), Stella Art Foundation, Mocksa

MPYTMOBLIE BbICTABKA

2018 «MecTa: ogHo 3a gpyrum», IV ceccus npoekta Buktopa MusmnaHo

«Ypgen yenoseyeckunin», EBpenckuin mysen n LieHTp TonepaHTtHocTn, Mockea

2018 «UckyccTtBo 2000-x», FocypapcTBeHHas TpeTbsikoBckas ranepesi, Mockea
2017 «bnpobugyxaH. Me>xxayHapoaHoe XyaoXXeCTBEHHOe nccnegoBaHne EBpenckoin
aBToOHOMHoW obnactu Poccunckon Megepaumnmn», bBupobugyxaH, Poccus

2016 Meanwhile, What About Socialism?, AV Festival, Hetokacn, Benuko6putaHus
2016 Russian Contemporary: Drawing. No Limits, LieHTp pycckoi KynbTypebl
«[TywKnHCKMn oom», JTIOHAOoH

2015 «Ockonku BolHbI», [LICU KanuHuHrpag, Poccus

2015 Balagan. Contemporary Art from the Former Soviet Union and Other Mythical Places,
Kuhlhaus, BepnuH

2015 «Knesckas wkona», Il Knesckas 6neHHane
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«["apax», Mockea
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2014 BRICS Program, Oi Futuro Institute, Pno-ge->Kanenpo

2014 Les Rencontres Internationales, Gaité Lyrique and Palais de Tokyo, Mapux
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2012 The Russian Art Show, 22 Calvert Gallery, JlongoH, Benuko6putaHus
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2010 Erased walls, Mediations Biennale, lMo3HaHb, MonbLia

2010 Lesson of History, Palais de Tokyo, Mapux, ®paHums

2009 «MNpoTuB nckntoyeHus», lll MockoBckasi GueHHane CoBpEMEHHOIO NCKyCCTBa
2008 Lost & Found, The New Gallery, lepycanum, N3pannb

2008 «Pycckoe 6enHoe», My3ein coBpeMeHHOro nckycctsa, MNepmb, Poccus

2008 | BueHHane monopgoro nckyccrtea, Mocksa

2008 @60.artisrael.world, Judah L. Magnes Museum, Bepknu, CLLUA
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SOLO SHOWS

2018 Testimony, Moscow Museum of Modern Art, Moscow

2017 Paper Memory, CCI Fabrika, Moscow

2011 Witness, M&J Guelman Gallery, Moscow, Russia

2010 Dead Letter Mail, Triumph Gallery, Moscow, Russia

2008 Earth, with A. Kuzkin, Stella Art Foundation, Moscow, Russia
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Jewish Museum and Tolerance Center, Moscow

2018 Art of 2000s, State Tretyakov Gallery, Moscow
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2012 The Russian Art Show, 22 Calvert Gallery, London, UK

2011 Motherland, PERMM Museum of Contemporary Art, Perm, Russia
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