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The leitmotif of the project “Transpositions” is contained in its title, which links to the Latin  
trānspositiō (displacement, rearrangement). It is based on the idea of a new kind of mobility, a 
mobility that faces art professionals in the era of globalization. The infrastructure of 
contemporary art reaching out worldwide offers the author the opportunity of dynamic 
traveling from one point in the world to an other, introducing a new dimension of presence and 
migrational working strategies.  

A crucial role in this process belongs to the art residencies that have formed a branched 
international network during the last decades. It is almost impossible to imagine a 
contemporary artist’s practice without this international component — whether it means 
participation in institutional programmes or just a natural change of sociocultural contexts in 
which he or she works.  

The concept of “home” plays a central role in this exhibition. The word “home” begins a large-
scale associative chain, that includes both singular terms such as address, house, geographic 
territory, cultural succession as well as ontological categories like safety, existence, and being 
(Dasein). The forming of such structure as “home,” its organisation and recognition as a 
space unit, is closely related to the development of the civilisation in whole. The borders of 
home define the borders between such basic oppositions like internal/external, 
understandable/inexplainable, my own/the other’s, order/chaos, and security/danger. In the 
archaic period the home played a central role in the mythological-religious consciousness as 
the essence of the world mastered by humans. It determined strategies, customs and 
traditions, many of which still exist in the modern world as omens, patterns of behaviour and 
daily rituals.  

The notion of “home” first seems to be familiar and simple, but is fraught with a universal 
constant, the anthropological code of human evolution. How the human correlates wth the 
home reveals the socio-cultural paradigm of a particular time and epoch. As the concept of a 
worldview has changed throughout human history, so has the character of relationships 
between people and the place (or state) that we call “home." 

The search for home and the continuous construction of identity has a fundamental meaning 
for the modern artist’s practice on a sociopolitical and an ontological level. It influences his or 
her field of interest and methodological approach. Art residencies impact the artist’s 
perception of home in a paradoxical way.  

On one hand, being in the state of transfer, stretched in time and space, and the deeply 
integrated international component in the work of the contemporary artists sets forward a 
tradition of alienation from “home” and “domestic” cultural patterns. Today, artists rarely 
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position themselves as exclusive representatives of a local culture and build their identity 
through adoption, synthesis and continuous exchange.  

On the other hand, the opportunity for such unprecedented professional mobility expands and  
diffuses the borders of home. Art residencies offer the artists a developed infrastructure of a 
global home that enables living and working in situations of temporary belonging to a certain 
area, community and culture. Artists-in-residence make up modernity’s nomads, who plough 
new routes and re-map current cultural geographies worldwide. On their way — which 
becomes the unending search for an imaginary home and tools for identity construction — 
they repeat the 20th Century’s path of the man who had lost his connection to the land but 
found freedom in what György Lukács calls the state of “transcendental homelessness.”  

“Home” and “homelessness,” which once were opposed to each other, are now two integral 
(and complementary) parts of existence. The modern day experience goes hand-in-hand with 
the fundamental feeling of nostalgia, the need to be home everywhere and nowhere, always 
and never. It is nostalgia as homesickness, navigation in an unfamiliar cultural field and the 
unconquerable crush between the past and future that becomes one of the most important 
and, at the same time, one of the most difficult to define phenomena in the context of 
contemporary art.  

The “Transpositions II” project refers to the experience of artists from different countries, 
whose practice is related to modern nomadism, involves navigating cultural frontiers and 
working in art residencies worldwide. All the artists participated in the St. Petersburg Art 
Residency (SPAR) in the period between 2015 and 2017. The exhibition is a collection of 
individual routes in the search for “transcendental homelessness”. In their works the artists 
open diverse perspectives on imaginary homes, and talk about how they create and destroy 
their own connection to the phenomenon of “home” and what it means to their creative work.  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The history of research of the phenomenon of “home” is rooted in the philosophical heritage 
of the Antiquity. “Oikos” (ancient Greek: οἶκος  — habitat, house) holds an important place in 14

the treatises by Plato, Aristotle, and Xenophon, and often becomes a subject of debate. For 
example, Aristotle harshly criticizes the idea in Plato’s Republic  of abolishing the home as 15

an exclusively private sphere and replacing it with a collective co-habitation. However, 
generally, as a part of the hierarchical organization of the Ancient Cosmos, the oikos-home is 
presented as a place (topos) with its own order, sense, and “genius.”  16

The crucial difference of the ancient Greek perception of home is its specific closed nature 
and locality. “The Greek himself was destitute of our understanding of landscapes, horizons, 
outlooks, distances, clouds, and of the idea of a far-spread fatherland embracing the great 
nation. Home, for Classical man, is what he can see from the citadel of his native ton and no 
more. All that lay beyond the visual range of this political entity was alien, and even hostile; 
beyond that narrow range, fear set in at once; hence, the appalling bitterness with which 
these petty towns strove to destroy one another.”  The value of home as a particular 17

geographic region is widespread in epic poetry and expressed in the motif of the hero 
returning to his fatherland (“The Odyssey”) and in his special relation to Earth (depicted in 
myths about Antaeus). 

Later on, during the Hellenistic period, the idea of home and the types of actual houses 
themselves become subject to major transformations. With the fall of polis life ideals comes 
the epoch of homelessness and restlessness, and the place of the Greek oikos-home is taken 
by the Roman “insula” — a temporary rented living space. Man’s connection to the “home” in 
the material, physical dimension becomes even weaker in the Middle Ages, when the 
Christian tradition deprives the temporary “home on Earth” of any value and places the true, 
divine home into the kingdom of heaven. The distortion of this relation to and the destruction 
of the home results in the phenomena of pilgrimage and nomadism. It shifts value to the 
journey itself.  

 Another meaning of “oikos” — a household, in which the production of good and its consumption took 14

place in a closed circle of the “home” (clan, family).

 See Plato. The Republic, Books 1-5. — Cambridge: Loeb Classical Library, 1987. — 462 p.15

 It is important to notice that it is the antique philosophy that gave birth to the idea of ‘genius loci’, that 16

endowed one or an other space, transformed through human’s labour, with a soul and a protective spirit. 
See Gorina I. V. Rozanov and P. Florensky: genius of place and cultural topos // Bulletin of the Russian 
Philosophical Society. — 2008. — No. 1 (45). — P. 33-37.

 Spengler O. The Decline of the West. Vol. : Form and Actuality. — London: George Allen & Unwin LTD, 17
1918. — p. 83.
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The growing tempo of society’s industrialization and the world order’s global rearrangement 
conclude the process of the “disenchantment” of reality  (Entzauberung der Welt) and the de-18

sacralization of home. The homelessness of the human in the 20th century is projected on all 
the spheres of life and becomes one of the central themes in philosophy, art, and culture. 
Existential loneliness, defined by its contradiction of striving for individuality and collective life, 
again raises the question of belonging and self-identification.  

The school of psychoanalysis grants home characteristics of a sociocultural indicator, a model 
which embodies the collective unconsciousness. The erection of buildings and settling of 
homes are perceived in direct relation to the development of  the personality and the creation 
of life, similar to the juxtaposition of intellectual labour to an architect’s work in antique 
philosophy .  19

The human’s search for home as a way of overcoming existential homelessness becomes 
equivalent to the search for the meaning of existence in philosophy. Thus, Martin Heidegger 
in one of his central texts  refers to the famous phrase by Novalis: “Philosophy is really 20

homesickness, an urge to be at home everywhere.”  He defines the fundamental mood of 21

philosophy as nostalgia, the urge to be at home everywhere: “This is where we are driven in 
our homesickness: to being as a whole… we are always already on the way to it… We are 
underway to this “as a whole” We ourselves are this underway, this transition…”   22

The house, erected by the culture-building man, becomes the place of existence, enabling 
him to overcome alienation and find integrity of being. Nostalgia towards the imaginary home 
has no connection to the objective historic past, but is rather a melancholic yearning for the 
world in its unity, authenticity, and immensity. Art becomes the corner stone in this conception, 
which Heidegger considers the manifestation of the truth that allows man to find the lost 
sense of being in the connection to a metaphysical home.  

Nostalgia, as the ache of homesickness, navigation in an unknown cultural field, and the 
unconquerable imprisonment between the past and the future, becomes one of the most 
important phenomena in the context of contemporary art. Yet, it remains very difficult to 
define. The search for home as an identity gains a fundamental importance for the 
contemporary artist on both a sociopolitical and an ontological level. At the same time, it is 
important to highlight the differences between “nostalgia” and “melancholy,” which often push 
up against and recall one another. While melancholy rests on the experience of the emptied 

 See Weber M. Gesammelte Politische Schriften. — Stuttgart: UTB, 1988. — 600 S.18

 In particular, in the works by Aristotle — “Metaphysics”, “The Parts of Animals” and “Nicomachean 19

Ethics.”

 Heidegger M. The Fundamental Concepts of Metaphysics: World, Finitude, Solitude. — Indiana: 20

Indiana University Press, 1995. — 377 p.

 “Die Philosophie ist eigentlich Heimweh, ein Trieb überall zu Hause zu sein” (Novalis. Schriften. T. 2. 21

Hg. L. Trieck, F. Schlegel. Berlin: 1826. S. 88). 

 Heidegger M. The Fundamental Concepts of Metaphysics: World, Finitude, Solitude. — Indiana: 22

Indiana University Press, 1995. — pp. 5-6.
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and impoverished “self,” nostalgia connects to the feeling of a lost home as the idea of some 
perfect spatiotemporal condition (which might have never existed in the first place).  

Many mechanics and strategies of art residencies are defined by this specific situation, when 
the living space (the territory of home) and working space (the artist’s studio) become 
inseparably intertwined. At the same time, artists-in-residence perceive the “state of home” in 
a new way, one more closely linked to existential self-identification; rather than to a 
geographical belonging. The artist-in-residence’s experience of being in a space of domestic 
and professional interaction can be compared with the syncretic whole of the “home” before 
the Modern age that drew a clear and strict border between the private and the public.   23

The “home” becomes the place of preservation and continuous reconstruction of the 
interconnections between the past and the present as well as an archive of materials and 
intellectual markers self-identity. The physical surrounding that turns into “home” accumulates 
the feeling of belonging and produces the material dimension of identity through objects 
endowed with special meaning reflecting one’s personal idea about the divine “household.”  24

However, the term “homemaking” used by I. Yang in the context of the feminist thought also 
relates to the back end of the home as the shape-generating context and bears the risk of 
enslavement. Thus, the concept of “home” can be also interpreted in a negative sense: “The 
dream of home is dangerous, particularly in postcolonial settings, because it animates and 
exacerbates the inability of constituted subjects – or nations – to accept their own internal 
divisions, and it engenders zealotry, the will to bring the dream of unitariness or home into 
being. It leads the subject to project its internal differences onto external Others and then to 
rage against them for standing in the way of its dream, – both at home and elsewhere.”  25

By the end of the 20th Century the sacred connection to a piece of land that once defined 
home and embodied a whole universe — a model of the world in line with the scale of a 
human being — was completely lost. Contemporary nomadism became a natural form of 
existence in the era of globalization, and digital technologies enabled new migrational models 
and tools for identification. The shift to a new understanding of “home” happens in the context 
of an imminent conflict between the will to own a home — a physical space and “the land 
under one’s feet” — and the growing aspiration to go beyond its limits, to travel to and 
experience the unknown.  

 In his discussion on the development of the relationships between the private and the public in the 23

Modern age R. Sennett writes: “As in behaviour, so in belief, the citizens of the 18th Century capitals 
attempted to define both what public life was and what it was not. The line drawn between public and 
private was essentially one on which the claims of civility – epitomized by cosmopolitan, public behaviour 
– were balanced against the claims of nature – epitomized by the family” (Sennett R. Fall of Public Man. 
— London: Cambridge university press, 1977. — p. 18.)

 See Young I. M. Intersecting Voices. Princeton: Princeton University Press, 1997. P. 149-151.24

 Honig B. Difference, Dilemmas, and the Politics of Home // Social Research. Vol. 61. №3. P. 583.25
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Agathe Simon Агате Симон

Agathe Simon (FR) 

Heart is Home (2017)

Agathe Simon is a Paris-based artist. She received her Ph. D. from the Sorbonne University 
and Paris Conservatoire. For several years she taught at the Paris IV, Paris VII and Cergy-
Pontoise University. Based on deconstructive narratives, Agathe Simon’s practice invents a 
space at the confluence of several fields — the history of art, science, literature, and 
geopolitics — offering an ironic documentation of natural, social or unreal phenomenas. 
It investigates the limits and overlappings of reality and fiction, the visible and the invisible, 
memory and oblivion, and is driven by a humanist vision. 

Recent projects by Agathe Simon involve archive-based work and participatory elements. 
Her professional practice is closely connected to art residencies programs around the globe, 
which she regularly participates in. 

“Heart is Home” is a participatory installation, that comes to life through direct engagement of 
museum visitors. Agathe Simon coordinates the production of the artwork remotely by 
sending instructions to the audience from Paris and observing the process through photo and 
video documentation. Inspired by the works of Baldessari and LeWitt, Simon created “Heart 
is Home”, her third series of “uncontrolled” drawings further to “Ecstasies” (Cité Internationale 
des Arts, 2015) and “Traces of the Invisible II” (Atcka Art Residency in the Arctic, 2016). 

In Hear is Home the body is referred to as a catalyst of consciousness — the key to one’s 
own existence and the feeling of belonging. Agathe Simon aims to create an intimate, yet a 
transcendent experience of one’s encounter with his or her inner space and body in public. 
The body as the home is not as much defined by physical parameters and individual 
appearance, nor is it presented as a tool for building and expressing one’s unique identity. 
What interests the artist are the connections between the internal and the external that allow 
us to find ourselves in space and intuitively navigate through socio-cultural and geographical 
grids of coordinates. These processes — as diverse as humanity — are subjective and 
difficult to capture. Yet, they have a certain similarity. 

In “Heart is Home” Simon offers visitors in the exhibition a simple and immediate experience: 
the ability to feel their own heartbeats and dedicate some time to reflect on their relationship 
to their own bodies and how that relationship is influenced by changing social and spatial 
situations. The artist offers to measure and then document this experience in the form of an 
intuitive drawing that embodies the heartbeat. 

The cooperation between Agathe Simon and the visitors of the exhibition is a 4-week long 
performance that indirectly unites anonymous participants creating a joined drawing on the 
outline of the exhibition perimeter.  
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