
1
 A

ndré (b. 1
9

6
7

) and M
ichel (b. 1

9
6

9
) 

D
écosterd (Cod.A

ct) create com
plex sound 

installations and perform
ances based on the study 

of sound, m
otion and their relations. Preparatory 

stage of their w
ork involves producing outlines sim

ilar 
to a m

usic score that com
bine notes of the sound 

sequence, draw
ings of the perform

ers’ m
ovem

ents, 
and algorithm

 of actions of the m
echanic part of an 

installation. These sketches illustrate the evolution 
of m

usical and perform
ative aesthetics and the lan­

guage of its codification.. 

2
 P

oet and artist A
ndrey Cherkasov (b. 1

9
8

7
) 

reflects on the philistine understanding of poetry, 
according to w

hich form
al elem

ents are enough 
for defining its belonging to the genre. B

y m
ak­

ing a G
oogle search by im

age using a screenshot 
of a poem

 and choosing the first result from
 the list 

of sim
ilar im

ages, C
herkasov finds unexpected re­

sults of Som
ething that Looks like P

oetry (2
0

1
3

).

3
 Them

e song (1
9

7
3

), a classic w
ork by A

m
eri­

can conceptual artist V
ito A

cconci (b. 1
9

4
0

), 
dram

atizes the artist’s interaction w
ith a cam

era. 
A

ccom
panied by fam

ous songs, the artist perform
s 

an experim
ent in interpersonal com

m
unication and 

dem
onstrates the new

 possibilities of m
edia contact 

w
ith the view

er, appealing directly to their intim
ate 

feelings and experiences. The cam
era and the 

screen act as borders betw
een the private and the 

public: the artist cannot see w
hom

 he seduces w
ith 

his songs, w
hile public dem

onstration of his com
e-

ons m
akes him

 vulnerable.
 4

 M
edia artist Sasha Pirogova (b. 1

9
8

6
) sim

u­
lates atypical situations in a fam

iliar context, there­
by revealing the m

echanism
 of habit and autom

a­
tism

 of perception. U
sing the language of m

otion 
and video editing, she m

anipulates fam
iliar visual 

codes to construct unexpected sequences open 
for interpretations. In her w

ork M
O

N
O

 (2
015

–16
), 

scientists study m
icrophones as if they do not have 

any idea about these objects. G
oing too far in their 

study, scientists do not notice w
hen at som

e point the 
m

icrophones ‘com
e alive’ and start dom

inating. A
s 

a result, scientists and their subject of research sw
itch 

places, and the m
icrophones ‘sing’ in people.

5
 P

ulheim
 J

am
 Session (2

0
15

) com
bines tw

o 
events and tw

o sound sequences. Sixty cars carry­
ing over a hundred people from

 the P
ulheim

 region 
of G

erm
any, situated w

ithin com
m

uting distance 
from

 C
ologne, took part in constructing a traffic 

jam
. M

eanw
hile, in a barn nearby, the m

usician is 
im

provising on the piano. Forty years earlier in 
C

ologne, in the sam
e year as P

ulheim
’s reform

, 
the A

m
erican pianist K

eith Jarrett held his live 
im

provised concert, m
ade fam

ous due to a live 
recording. Sw

edish video artist Johanna B
illing 

(b. 1
9

7
3

) linked past and present in a single space. 
In her w

ork, a car jam
 and a jam

m
ing session are 

tw
o sim

ilar kinds of activity, both unfolding around 
their ow

n notions of freedom
 and constraint.

6
 In his 2

0
0

7
 video, Icelandic perform

ance artist 
R

agnar K
jartansson

 (b.1
9

7
6

) appears shirt­
less, buried w

aist deep in the dirt of a public park, 
strum

m
ing a guitar and singing a piece about Satan. 

Its lyrics saying ‘Satan is real, and he’s w
orking for 

m
e’ are an incidental interpretation of a song by 

the A
m

erican country band bearing an opposite 
m

eaning. Playing w
ith hum

an perception, w
hen w

e 
rem

em
ber lyrics as it refracts in our m

inds, the artist 
show

s that the identity and the m
essage m

ay be 
unstable. K

jartansson repeatedly sings his lyrics, 
m

aking it sound absurd.

7
 The D

estruction Q
uartet (2

0
0

6
) features four 

film
s, each presented on a separate m

onitor, w
hich 

bring together fragm
ents of sym

bolic and real acts 
of destruction. Together w

ith docum
entations of 

the 1
9

9
7

 N
am

 June Paik perform
ance in w

hich he 
destroys a piano, D

anius K
esm

inas’ fire sculpture, 
and the 1

9
0

0
 dem

olition of the B
erlin W

all, A
m

eri­
can avant-garde film

m
aker J

onas M
ekas (b. 19

2
2

) 
show

s the Septem
ber 1

1
 destruction of the W

orld 
Trade Center. B

y m
anipulating soundtracks of the 

film
s, he presents the 9

/1
1

 as a fairy tale, as if 
passing on the story as folklore, disconnecting it 
slightly from

 its defining date and introducing a 
sense of tim

elessness and m
etaphor.  

8
 The A

m
erican-N

orw
egian artist and com

poser 
C

am
ille N

orm
ent (b. 1

9
7

0
) w

orks w
ith various 

m
edia, often addressing the phenom

enon of sound. 
In her graphic series, she also seem

s to seek for 
equivalents to sound. Tiny points of ink delicately 
touching the surface create a m

ulti-layered rhyth­
m

ic com
position. This w

ork bears the beauty of the 
thickened air, the disturbance of historical residue, 
and the sound vibrations, w

hile engaging the view
er 

on m
ultiple levels of depth.

9
 In their technological intervention O

pera C
alling. 

A
rias for A

ll (2
0

0
7

), the Sw
iss group !M

edien-
gruppe B

itnik
 intruded the routine of the Z

urich 
opera. A

 system
 of m

icrophones hidden in the 
auditorium

 transm
itted perform

ances of the O
pera 

to random
ly selected telephone landlines in the 

city of Z
urich, allow

ing residents to eavesdrop. 
Everyone w

ho answ
ered their phones had the 

opportunity to listen to an opera perform
ance live. 

!M
ediengruppe B

itnik (C
arm

en W
eisskopf, b. 

1
9

7
6

; D
om

agoj Sm
oljo, b. 1

9
7

9
) are know

n for 
their Internet projects that challenge established 
social and cultural structures. 

10
 In U

nravel (2
0

1
3

) a D
J endeavors to synch 

together the tw
o perform

ances of the Left H
and 

Concerto by M
aurice R

avel, w
hich results in a stereo 

effect of tw
o distinct realities. In this w

ork, video 
artist A

nri Sala (b. 1
9

7
4

) continues his exploration 
of the perception of  space and sound, as w

ell as the 
silent language of the body. The w

ork appeals just as 
m

uch to the view
er’s intellect as to their body, cre­

ating a pow
erful physical and em

otional experience, 
subm

erging the view
er in its m

usic.

11
 The action of the m

usical post-apocalyptic m
ini-

series Tom
orrow

 W
ill B

e the Sam
e (2

0
1

5
–2

0
1

6
) 

by Petr Zhukov (b. 1
9

8
2

) takes place in fictional 
future, w

here hum
anity died out of irrepressible 

passion. The only survivors are Sasha Elina and K
irill 

Shirokov, perform
ers of the ensem

ble ‘the sam
e’. 

They w
ander around the em

pty city of M
oscow

 and fill 
it w

ith m
usic, trying to find the perform

ance that w
ill 

save the hum
anity. Each episode equals one day, one 

journey, and one perform
ed m

elody.

12
 W

orks by the G
erm

an film
m

aker J
ulian R

ose-
feldt (b. 1

9
6

5
) reveal the absurdity of everyday 

practices and reflect on the construction of fictional 
narratives using cinem

atographic m
eans. The Sound-

m
aker (2

0
0

4
) is one of exam

ples of such reve­
lations: in this piece, the protagonist obsessively 
rearranges furniture in his apartm

ent, w
hile his alter 

ego —
 a Foley artist, observes his endeavor and 

creates sound for this scene. R
osefeld reveals the 

m
echanics of film

m
aking, w

hich act as a m
etaphor 

for the m
echanics of life.

13
 A

m
erican artist G

ary H
ill (b. 1

9
5

1
) is one of 

living classics of conceptual video art, pioneer of 
sound installations and researcher of the corporeal; 
for m

ore than 4
0

 years, he has been w
orking at 

the intersection of linguistics, avant-garde poetry, 
and video art. H

is key areas of interest is linguo-
acoustics: he explores the border betw

een noise and 
narrative, w

hen w
ords cease to be an array of spoken 

sounds and acquire m
eaning. In the D

epth Charge 
installation (2

0
0

9
–2

0
1

2
), the action repeats over 

and over again overlooking the artist’s psychotropic 
experience like som

e kind of guardian angel. 

14
  M

arina Chernikova (b. 1
9

5
6

) turns audiovisu­
al digital m

aterial into a com
position, w

hich im
­

m
erses the view

er into the process of perception, 
like m

usic. In the Sym
phonic Surfing // M

 3
–1

6
 

installation (2
0

1
6

), docum
entary and com

put­
er-generated audio and video fragm

ents transform
 

into sequences sim
ilar to m

usic that flow
 through 

the exhibition space. The subject of C
hernikova’s 

creative experim
ents is the intersection betw

een 
everyday life and virtual reality; in her hands, video, 
as a m

edia aim
ed at docum

enting reality, turns 
into an instrum

ent sim
ilar to m

usic creating new
 

harm
ony. 

15
 In the Innocent O

ne (2
0

1
5

), three w
om

en 
are involved in a perfectly staged cyclic m

ove­
m

ent bound to their perform
ing an enigm

atic text. 
M

usically, each cycle is constructed of three parts: 
a chord, an increase in interval up to an octave, 
and construction of a new

 chord that ends w
ith ut­

terance of a phrase. V
iktor A

lim
piev’s (b. 1

9
7

3
) 

goal is to find an abstract universal perform
er, 

w
ho can m

ediate the art m
aking process and the 

very w
ay it w

orks. A
ccording to the artist, he sees 

the score arrangem
ent as a basis of his w

orks as 
opposed to a narrative. 

16
 The w

orks of the com
poser Petr A

idu 
(b. 1

9
7

6
) transform

 the understanding of a m
usi­

cal instrum
ent and w

ays of producing sound, and 
redefine the seat of pow

er in m
usic perform

ance. 
The Sound Transform

ation (2
0

1
6

) is a labyrinth 
im

m
ersing the view

er in a space of perm
anent 

sound. W
hen the visitor passes through the ‘sonic 

forest’ com
posed of hanging objects, they turn 

into the perform
er of this piece, w

hile objects 
turn into m

usical instrum
ents, and the sur­

rounding space —
 into the score, organizing the 

m
usical form

.

17
 Sem

yon A
leksandrovsky (b. 1

9
8

2
) invites 

visitors com
ing to the exhibition at the G

olitsyns’ 
M

anor to take an audio journey to ‘another m
u-

seum
’ of their choice —

 Van G
ogh M

useum
 and 

Stedelijk M
useum

 in A
m

sterdam
, M

usée R
odin 

and C
entre P

om
pidou in Paris, P

eggy G
uggenheim

 
C

ollection and Palazzo G
rassi in Venice. B

inaural 
m

icrophones, w
hich recorded these w

alks, create 
the effect of presence w

hen listening, and the visi­
tor gets im

m
ersed into the am

bience of a European 
m

useum
. A

leksandrovsky, w
ho the founder of the 

experim
ental P

op-up theatre, is keen on playing 
w

ith the view
er’s perception and disturbing every­

day behavioral patterns.

“Whether we sing, act, lecture or paint — we are only troubadours.”  
(O. Henry, The Last of the Troubadours) 

Turning to the sound as one of art’s basic tools, we understand “sound and listening” as a kind of structure, which 
reveals how people relate to each other within a society. In a certain aspect, sound is a means of forming inner 
states and ideas. 
The exhibition “House of Impressions. Wandering with a Troubadour” presents a discussion about inner harmony 
of a human being as well as social harmony in the modern world, the attempts to find and keep one’s inner voice, 
to gain and never lose one’s own melody.
The artists are presented to the viewer as contemporary troubadours narrating tales of invisible matters: the 
sound and plasticity of metaphors, the hidden but omnipresent musicality. Each of them starts upon his own 
journey — memory, identity, self-determination and freedom are their main themes. The polyphony that is a 
foundation of the nature of musical sound and melody becomes the main principle of the project’s structure. Thus, 
the exhibition is an orchestra — polyphonic and improvisational — a community of poets, musicians, dancers and 
artists — of free troubadours.
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Partner
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Info Partner

General Partner of The Pushkin 
State Museum of Fine Arts

HOUSE 
OF IMPRESSIONS
WANDERING WITH 
A TROUBADOUR
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