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Home, Memory and Reality
This exhibition has been curated to examine how the concepts of memory and reality influence our perception of home and how different artists portray the concept or sense of home within their work. From cardboard boxes and transparent textiles to gigantic reimagined architectural structures, these artists have all challenged viewers to think and perceive how the concept of home transcends borders, physical constructs and emotional memories. The viewer is invited to a personal experience in which they are invited to consider their own definition of ‘home’ in its ever-changing reality and constantly shifting evolution.
[image: ]Figure 1: Shanghai Power Station of Art, 2012
The exhibition is housed within and on the outskirts of Shanghai’s Power Station of Art (Figure 1). This exhibition space was chosen due to its own transformative architectural reconstruction from a prior energy station into a vast contemporary gallery space. All the work within the exhibition invites the visitors to become active participants, not just viewers but transient entities that become part of the work itself.
As Suh et al., (2025) write:
The invitation to look inside ourselves for the spaces we carry within us is also an invitation to tend to the complexity and contradiction of emotions that might arise from this process, whether loss, longing, fond recollection, indifference or anger (Suh et al., 2025, p.19).
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     [image: ]Figure 2: Yung Ho Chang, The Glass House,         Figure 3: Yung Ho Chang, The Glass House, 2013
2023.                                                                  
Near the entrance to the exhibition, Yung Ho Chang’s The Glass House (2013) (figure 2) introduces the viewer to the exhibition. The contradiction within Chang’s work, situated on the West Bund promenade, is evident as the rough exterior concrete form rises four stories high against the backdrop of the Huangpu River and Shanghai’s modern architectural skyline. Within the structure, the entire concept of home shifts rapidly as the viewer is met with four transparent glass floors (figure 3), creating a submersive sensation in which suddenly the outside world ceases to exist but the vivid transparency of reality within is heightened.  The viewer is invited to consider how “all works of art have form and meaning, and both must be taken together in any responsible approach to architecture as art” (Rannells, 1949). Immediately the viewer is invited to question “Is architecture art? What is a home? Is it a physical, spiritual, theoretical construct, what memories does it hold and what are the rules for its creation? 
[image: ]   [image: ]Figure 4: Do Ho Suh, Passages, 2016                       Figure 5. Do Ho Suh, Passage, 2025
Continuing the journey within the exhibition, the viewer enters the expansive space within the main hall of the gallery and is met by the translucent interactive work of Korean artist Do Ho Suh (figure 4).  Suh’s work often centres around the concept of home and the fact that  “there is not one perfect home, but many different versions of it” (Suh et al., 2025, p.95). Within his process, Suh works collectively and with time-consuming, intricate precision to reconstruct a memory of them into a new form. 
As Loftus and Laney discuss: 
Most people think that memory is something that is stored in our brain, like a tape recorder, and we can go back and look at them whenever we want. But in fact, they are re-created whenever we remember them. In most cases, there are traces of the original experience. However, with the addition of post-event information and cultural beliefs (Loftus and Laney, 2010, p.187).
Suh’s methodology incorporates rubbing, measuring, mapping and translating the previously solid architecture into a warmer, softer textile structure. His choice of transitional space for Passage (figure 5) is interesting as these hold both physical and psychological forms of memory within the structure. Suh invites the viewer to walk within his contemporary structure as “architecture must be seen and felt and understood from inside out” (Ranells, 1946).  Apfelbaum (2010) highlights that even our most private memories are shaped collaboratively by places and experiences, and they anchor us in time and space. 

[image: ]  [image: ]Figure 6: Rachel Whiteread, House, 1993.          Figure 7: Rachel Whiteread, Ghost, 1999                                                                
The next work featured is a photograph of British artist Rachel Whiteread’s House (figure 6), a concrete cast of a whole East London home’s interior, which drew significant acclaim and criticism and ultimately helped earn her the Turner Prize. (Cohen, 2018). 
Her creative process was to cast the interior of a Victorian London townhouse, then remove the exterior, one brick at a time. The resulting sculpture thus places the interior concrete cast as an exterior sculpture, redefining the structure of the former home and inviting the viewer to contemplate the life that it once contained. The juxtaposition of its architectural form is “able to absorb into its body, all of those individual thoughts, memories and feelings” (Lingwood, 1995, para 6). 
After being introduced to Whiteread’s work, the viewer then visits Ghost (figure 7).  The title itself lends to a rather spiritual or emotional reality in the memory of the original building. The viewer gains a disorienting sense of the structure as a home, as Whiteread’s piece literally turns the perception of a house inside out to become “an abstraction of lost specificity” (Ferris, 2003, p.52) with the sculpture’s outer surface conveying negative impressions of interior details that were once within. Ferris continues to discuss how “the direct link between the object and the representation of the object is disrupted and obscured, and each is made to operate instead through the fuzzier and inexact lens of recognition” (Ferris, 2013, p.52). If we consider “modernity’s memory as involving two contrary mismatches between recollection and its object” (Terdiman,1993, p.93), then Whiteread certainly achieves this by challenging the viewer to question their own perception of the reality of its form. 
At this point in the exhibition, participants are invited to step away from visual aesthetics and to focus and reflect inwards within a dark side room set up as a comfortable listening station. An audio recording of British musical artist Nitin Sawney’s atmospheric composition Homelands (audio 1) plays within. As Sawney discusses in his interview (cited by Williamson, 2019), “It’s always good to go into a new art form and see what that brings up.” 
Sawney’s emotive piece, from his 1999 album Beyond Skin, blends a multitude of diverse musical styles, incorporating Indian and Brazilian classical influences fused with modern elements of drum ‘n’ bass to reflect memories of home and evoke the personal reality, enabling the listener to access their own memories from their individual lived reality. 
According to Sawhney (cited by Gupta, 2020), “the real homeland is internal”, suggesting that home is not necessarily a geographic place but a state of mind, memory, or emotional security. Within his work, Sawney seeks to express his own sense of an emotive journey of belonging and the cross-cultural juxtaposition that it holds.  

As the listener sits, enveloped by darkness, senses are heightened to tune into the music’s bold beauty, subtle and gentle passion (Deneslow, 1999), to feel and consider their own sense of home and the emotions and memories it evokes. As Shields (2009) suggests, once a true experience becomes past, memory transforms it into a subjective, altered image that can be revisited and thought of as real. 
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Figures 8 & 9: Isabel and Alfredo Aquilizan, Here, There, Everywhere, (In Habit, project Another Country) 2018
The final visual piece within the exhibition is an installation by Filipino artists Isabel and Alfredo Aquilzan, who use everyday objects found within homes, in particular cardboard boxes with their familiarity and cultural symbolism of the balikbayan box (Tobing, 2023), to form the basis for their work (figure 8).  Here, There and Everywhere (In Habit, project Another Country) “best instils this sense of the dissolution between private and public life, specifically the boundary between the self and a multitudinous community” (Thurlow, 2023, para 5). Similarly to Sawney’s work, theirs also centres around the concept of home and displacement and was chosen as it invites the viewers into a chaotically dense world of deconstructed materials re-constructed with great precision to form an unfamiliar cityscape. From afar, the viewer sees an immense array of buildings and homes presented as a fabricated conceptual city. At its centre lies a 12-metre diameter viewing hole (figure 9) for the viewer to become immersed within its creative form. Once inside, the viewer’s eye shifts from seeing the overall city to suddenly becoming a participant within it. The familiarity of the material connotes the everyday, utilitarian nature of the materials as well as evoking a balikbayan journey and a visual statement of everyday objects, life and a shifting reality. 
As Berger suggests: 
We never look at just one thing; we are always looking at the relation between things and ourselves. Our vision is continually active, continually moving, continually holding things in a circle around itself, constituting what is present to who we are. (Berger, 1972, p.9).

The installation proposes memory as a collective concept, in keeping with social theories of memory, suggesting that ‘home’ is not a fixed reality but constructed through experiences and shared narratives. As Halbwachs (cited by Apfelbaum, 2020) observes, memories are created within society. 
At the exit of the exhibition, as the participant steps outside, the viewer’s eye is met again by the Huangpu River and its modernist architectural surrounds. The homes that lie within suddenly evoke a stronger sense of curiosity. As Berger (1972)  notes, perception is shaped by experience, knowledge and belief. Who and what lies within these imposing concrete and glass facades? What stories are held within them and what memories are held within and beyond their boundaries? 
Berger observes:

It is seeing which establishes our place in the surrounding world; we explain that world with words, but words can never undo the fact that we are surrounded by it. The relation between what we see and what we know is never settled. (Berger, 1972, p.7). 

Although the viewer has essentially left the exhibition, the exhibition now also lies within the psyche of the viewer and continues to form part of their own paradigm of shifting memories and reality created as “an active production of meanings and interpretations” (Passerini, 1983) that they will continue to hold and revisit as they resume their own lives within this rapidly changing city. 
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