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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 of home within their work. From cardboard boxes and transparent cloth and 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 subversive experience in which we are challenged to consider our own definition of ‘home’ in its ever-changing reality and constantly shifting evolution. 
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 Nabi and Akhamadeeva (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.’
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Figure 1: Yung Ho Chang, The Glass House, 2013.          Figure 2: Yung Ho Chang, The Glass House, 2013 (Photography) – Photograph Jasmine E. Flores. 

At the entry to the exhibition within Shanghai’s Power Station of Art, Yung Ho Chang’s The Glass House (2013) (figure 1), 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 whole concept of home shifts rapidly as the viewer is met with four transparent glass floors within (figure 2) creating the sensation that suddenly the outside world ceases to exist but the vivid transparency of life within is suddenly heightened. Immediately the viewer is invited to question ‘What is a home?’ Is it a physical, spiritual, theoretical construct and what are the rules for its creation? 
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Figure 3: Do Ho Suh, Passage, 2016 (installation)
Continuing the journey within the exhibition, the viewers enter the expansive space within the turbine hall and are met by the translucent work of Korean artist Do Ho Suh (figure 3). 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, 2025). 
Within his process, Suh often works collectively to revisit his prior residences or the deconstructed and reconstructed memory of them. 

Loftus sums up our capacity to perceive memory according to the following:
 “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 it 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, 2010, p. 187).
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Figure 4: Rachel Whiteread, Ghost, Ghost II, 2009           Figure 5: Rachel Whiteread, House, 1993. (instillation) (Photograph) 

The next work featured is a photograph of British artist Rachel Whiteread’s Ghost (figure 4). Her creative process was to cast the interior of a Victorian London townhouse. Her configuration however was to thus place the interior cast as an exterior sculpture representing the former home. As ??????? states “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.” The title itself lends to a spiritual or emotional reality in the memory of the original building. 
 “All memories, no matter how
personal are linked to ideas, people, groups, places that we share with others, and these
memories are reference points in time and space” (Apfelbaum, 2010, p. 83).


 At this point within the exhibition, the participants are invited to focus inwards within a dark, tinted listening station. A multimedia piece of Sawney’s atmospheric performance of Homelands (audio 1) is played on loop, and the viewer is encouraged to listen and feel their own sense of home, searching inwards for their own construct of what this means to them and the memories it evokes. 

"Homelands" by Nitin Sawhney is a song from his 1999 album Beyond Skin, exploring themes of identity, displacement, and the intersection of cultural heritage. It blends diverse musical styles—including flamenco, Brazilian, and Indian classical influences—to address the experience of immigration and the concept of home.

According to Gupta (2020), Sawhney has stated that "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 emotional journey of belonging and the cross-cultural juxtaposition that this evokes. 

“Homelands” is the third song on Beyond Skin, Sawhney’s seminal 1999 album. Considered among the greatest records of the 20th century, it stood out for its syncretic blend of sounds and instruments from around the world – thumri meets country grooves, Bengali folk meets drum ‘n’ bass, and rap meets Carnatic – as well as for its boldness and political acuity. 
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Figures 6 & 7: 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 and their cultural symbolism of the balikbayan box, as the basis for their work (figure 6) (Tobing, 2023). Often centred around the concept of home, journeys and displacement, their work was chosen as it invites the viewers into a chaotically dense world of deconstructed materials re-constructed to form a city. From afar, the viewer sees an immense array of buildings and homes presented as a fabricated conceptual city. At its centre lies a 12-meter-diameter viewing hole for the viewer to become immersed in 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, as well as evoking a balikbayan journey and a visual statement of everyday life and authenticity. 

At the exit, as the audience step 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. Who and what lies within these imposing concrete and glass facades? What stories are held within and what memories are held within and beyond their boundaries? Although the viewer has essentially left the exhibition, the exhibition now also lies within the viewer and continues to form part of their own paradigm of reality and internal memories that they hold as they resume their own lives within this rapidly changing city. 
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 WAYS OF SEEING P7

The way we see things is affected by what we know and what we believe. BERGER P8

We never look at just one thing; we are always looking
at ~e relation between things and ourselves. Our vision is
continually active, continually moving, continually holding
things in a circle around it, constituting what is present to who we are. BERGER P9






’.4 Instead, affect assumes, as
Eve Kosofsky Sedgwick writes,
that the line between words and things, or between linguistic and
non-linguistic phenomena are endlessly changing, permeable, and
entirely unsusceptible to any definitive articulation. […] Many
kinds of objects and events mean, in many heterogeneous ways
and contexts, and I see some value in not reifying or mystifying
the linguistic kinds of meaning unnecessarily.5

The term ‘affect’ was adopted from Spinoza, and the concept
enormously enriched by the philosopher Gilles Deleuze, then further
extended by his translator, the literary and cultural critic Brian
Massumi, for whom affect is a ‘tripersonal intensity’ flowing between
bodies, impelling them towards unpredictable outcomes.14 Affect is the
‘something about life’,

their next encounter.
This apprehension of the way human beings may be enrolled along
with other expressions of the natural world in an ongoing process of
change is, I believe, central to Hardy’s way of seeing the world, and one
of the reasons his texts offer such fertile ground for exploring affect.
Here is another example of his entwining,
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The Genesis Exhibition Do Ho Suh: Walk the House
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