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The soul of an idea can be portrayed in all its bare truth, yet with immense clarity and 
complexity to move beyond the language of a singular medium and into the realm of 
multiple disciplines and forms. In this two-part exhibition, the artists challenge the 
familiar by creating experiences for viewers to render new meanings. Materials and 
disciplines become a transparent framework for the construction of ideas as they expand 
to survey ‘A Language of Form’. There is a risk of losing the personal secrecy of a 
thought, yet, the impetus to share and create drives the artists into explorations and 
experiments with storytelling across mediums. Dreams, questions, concerns, histories, 
personal encounters and propositions translate the medium of a thought into tangible 
languages. Mindfulness in creating these storylines of form has a powerful ability of 
validating beliefs and uncertainties that allow for artistic scenarios to exist beyond 
constructed mundane boundaries.  
 
In the first part of the exhibition. ‘A Language of Form – Stories for Memory and Time’, 
five artists used encounters with time as points of departure to create occurrences 
through the landscapes of memory. Raw and fragile, the stories that came together were 
new perspectives of the mind’s eye waiting to be taken forward as discoveries from a 
private world into a shared one. To think about why we think what we think, and how 
that impacts existing notions of reality, was a key entry point into the exhibition and the 
artists’ worlds. 
 
The artists in the second part of this exhibition explore time as a medium that exists 
within various disciplines and spaces. Time lives within time in the works that explore, 
pause and trace residues, memory, and feeling. As time takes on emotion in the works 
of these six artists, it also creates entry and departure points for growth, change and 
being. 
 



The fragile architecture of memory and home in the context of time and the temporary 
is the framework for Sumakshi Singh’s renditions of her family home, 33 Link Road, built 
soon after partition, when her grandparents migrated to Delhi from Pakistan. Skeletal 
elements of 33 Link Road’s building structures appear in fragments and snatches of laced 
memory windows and fragile iron gates. The illusion of space and perception akin to 
stretched cobwebs of memory stray like tensed strings about to snap, occasionally losing 
form and collapsing into the knots of visual memory. Singh’s work renders familiar forms 
into mirages, illusions and ethereal surfaces of lace and thread. The embroidered 
structures switch between referencing the levitating apparitions of memories (on the 
verge of disappearance), and threads that are embedded deeply into the layered paper 
pulp of weighted time. Emotions resonate in these works as the artist tethers back to this 
structure as her idea of a permanent home: represented as such in all documents while 
she lived across several cities in India and the world. The space becomes a site of story-
telling for the viewers who gather here in a remembrance room that holds potent 
memories of knitting in the sun, family weddings, births and deaths. Panels of gates, 
doors, staircases and other sections of the home tremble to hold form while evoking raw 
and tactile surfaces of veiled memories preserved and layered with built time of want, 
association, belonging and loss. 
 
A corner of this room offers a time to pause with Sofia Karim’s essay on the ‘Architecture 
of Disappearance’. A practicing architect turned artist and activist, Karim’s works deal 
with theories and thoughts of architecture and time. Her explorations with architecture 
beyond its formal process begun with the incarceration of her uncle, Shahidul Alam in 
Dhaka in November, 2018. Based on the letters that she received from her aunt and 
later, detailed conversations with her uncle, once he was back home after sixty days in 
prison, Karim began to write the ‘Architecture of Disappearance’.  The drawings she 
created were mainly computer drawings, in a manner similar to an architect’s quick 
rendition of space, the only difference being that these drawings were a translation of 
prison spaces that her uncle told her about. The lines opened up and freed into light 
after narratives shifted from prison cells into a feeling of being back home. Karim’s 
practice as an artist however, continues to grow in other explorations of architectural 
mediums as a response to social causes in the U.K. and South Asia.  
Writing provocative lines and poetry on raw buildings, is something Karim always did on 
sites she worked on, knowing that these lines would eventually disappear with time, yet 
remain embedded on the walls of a finished building. A series of six canvases translate 
this layered practice with building materials such as plaster, cement, board pins and 
drawings for a blueprint along with texts, comments and poetry. These further take form 
on bricks that are the core form of concrete structures.  Building in human rights and 
politics, Karim chronicles her life through acts and scenes in these various architectural 



materials. Family, personal life incidents and political situations translate into her 
drawings, writings and paintings that are preoccupied with silence, beauty, detachment 
and confrontation. Looking at practice as action and a representation of architecture as 
a language of struggle with beauty, Karim moves away from a formal language of 
buildings into a poetic rendition of lines and the formation of a new language, and 
perhaps, even a reformed theory. The struggle that repression causes, is released in 
these lines that are rendered to harness the artist’s earliest memories in architectural 
spaces of emotion and light. 
 
In some sections of the gallery, the eyes move down to find scribbles of a child mimicked 
in the form of pixelated line drawings. These lined interventions on the walls hark hidden 
traces of childhood, loss, reminiscence, change and blurred nostalgia. Nandan Ghiya’s 
practice looks at the past while exploring a loss of identity in the context of age, growing 
up and the process of drawing time through mediums. The use of old frames and images 
used by the artist to create works, pushes materials beyond their original aesthetic value 
and adds personal meanings of ideas and thoughts from memory. ‘Babu’s scribbles’ 
stem from drawings made by the artist’s son between 2012 – 16. Children do not have 
an immediate understanding of boundaries – it is only once layers of society build in, 
that rules become a form of meaning and the line becomes its own being.  A child’s 
venture on walls is about a time gone by in innocence, explorations and family. 
We repeatedly move through pixels of time, where our systems of understanding are 
constantly being revised. Ghiya embraces rawness and the blemishes that do not have 
a chance to change. As one walks through the space, some of these drawings appear in 
large inescapable forms, and corners sprout lines that emerge from the architecture of 
the space with child-like spontaneity. While the drawings hold an exact and personal 
memory of association for the artist, they take on the universality of the image and a 
parent’s struggle to cope with detachment. The lines ponder on the way time in recorded 
through personal incidents. Occasionally, the residue of an image lingers, and the line 
becomes a structure of threaded time as it traces itself around these lurking memories. 
 
Accidental encounters and shifting modes of attention are mapped as unique 
architectural features and motifs in Vishwa Shroff’s work. Time becomes an ornament of 
architectural spaces with details of tile discolouration, replacement, cracks and records 
of incidents. These translate built structures into breathing records of time monuments. 
The artist explores spatial narratives that seep into domestic and urban dwellings that 
transit between permanence and transition, families and generations, futures and 
histories.  
Over a few visits to London, Shroff documented the floors of six different sites built 
between 1757 and 1947. One of these documentations, included ‘Doughty Street’ in 



Holburn, which also houses Charles Dickens’ museum. To the artist, ‘Doughty Street’ in 
particular assumes the form of a book, the ‘pages’ of which become a linear chronology 
of a historical timeline disclosed in the floor patterns. In common memory, these sites 
hold associations of private anecdotes attached to both to regional histories and colonial 
histories of the Raj and the Company School in India. Thinking about these histories in 
terms of linear time, encompassing the days, weeks and months that have passed 
between then and now and as cyclical, the works become a record that appears as scars, 
cracks and discolorations. The repetitive patterns can be seen as temporal maps of 
architectural fashions, whilst the scars, cracks and markings are illustrative of durational 
dialogues and a snap shot of the moment they were documented in. The artist’s drawing 
method attempts to synchronise the act of looking at the door and the floors as one 
would while waiting for an answer from the pages of time. 
 
The residues of time on structures moves into imprints of nature seeping into human 
habitation. In ‘traces of prospects and endings’ (2017 – ongoing), Karan Shrestha’s work 
explores the association and perception of time through various mediums. The artist 
deals with slow time, which entails considering a sense of pausing, waiting and 
contemplating. A series of three photographs examine the intervention of light and 
nature into evidently geometric manmade objects and surroundings. These root back 
into the biological nature of human existence, something we often take for granted. The 
duality of the image and its relational context to the erratic character of nature builds in 
a narrative of the omnipresence, yet ephemerality of time. A mass of ice frozen in a 
frame, floats on the verge of transition and incidence in sea water, while an inverted 
beetle, almost goes unnoticed as it struggles helplessly to lift itself back upright for an 
onward movement. A vitrine containing three found fossils subverts the preciousness of 
time and object with accompaniments of plastiglomerate, foil and found objects from 
seacoasts and forests that morph time into mass. Shrestha addresses the way in which 
we as human beings find it difficult to comprehend and fathom linear time, a time that 
is the inherent in every aspect of nature’s narrative and human geographies. Weighing 
the waiting and record of a long term temporary, his drawings address in-between time, 
forgotten time and processes we invent in our minds to retain moments in connection 
with ourselves. This time, it is so brief, yet so long. 
 
Addressing the idea of mind time and the existence of histories in a linear narrative, 
Mohamed Monaiseer’s drawings embody the abstract nature of time. A story teller who 
abstracts the idea of passing time and history with renditions and interpretations of the 
relic, the image and the written word move beyond a comprehensive human 
understanding in Monaiseer’s works. The artist looks at the human being through 
references of myths, science, spirituality and the comparative helplessness in relation to 



the intelligence of animals and nature. Parapsychology, metaphysics and alchemy are 
further reading points for Monaiseer’s works, as they move into a spiritual realm and 
beyond the ability to define a segment of the human mind.  
Two large chequered canvases from the series ‘Adrift in the Labyrinth of a Parallel Mind’, 
wander into the artist’s explorations of the way in which martyred heroes spent their lives 
and now lie in a phenomenon of silence. Moving onward into neurological explorations 
of the brain, Monaiseer interpreted dissected brain scans of Albert Einstein, a man who 
referred to himself as a religious non-believer. In the series ‘Mindprints’, the artist 
translates personally interpreted stories of the scans into identity patterns that mimic the 
visuals of fingerprints. The stories created are open to a reading by any viewer across 
time and geographies, much like oral stories that change with time for the teller and the 
listener. The extension of the line on paper refracts back into a density of words for new 
brain maps of universal memory stories. Through an identification of the universality of 
the line, Monaiseer embodies the possible process of creating magical and meditative 
situations in mind time. 
 
The departure from this mind time circles back into elements of nature, memory and 
nostalgia as the viewer shifts their perceptions and interpretations of the space into 
moments foraged from lines, fossils, drawings and photographs for personal chapters in 
incidents of time. 
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Artists’ Biographies: 
 
Nandan Ghiya (b. 1980) has an experimental art practice that challenges perceptions and 
perspective of mediums and a young-generation of a country with long-standing histories and 
cultures within a fast globalising world. With a Diploma in Fashion Design from NIFT, New Delhi, 
the artist addresses issues of the 21st century and the influx of images and memory through found 
objects and photographs. He has had over five solo exhibitions in Delhi, Jaipur, Mumbai and 
Hong Kong, and has participated in numerous group shows including Ellipses, Jawahar Kala 
Kendra, Jaipur (2019), Memory Weave of Pixels and Patterns, Tansukh, Hyderabad (2017), 
Utopie, Hamburg (2015), San Jose Museum of Art and Ulrich Museum of Art, Kansas (2015) and 
the Dhaka Art Summit (2014) amongst others. The artist is based in Jaipur. 
 
Sofia Karim (b. 1976), has practiced architecture for over 20 years at studios including Norman 
Foster’s in London and Peter Eisenman’s in New York. Her practice combines architecture, visual 
art, activism and writing.  Her activism focuses on Bangladesh human rights, migrant labour 
rights, artists’ freedom of expression and prison reform. She campaigned for the release of 
imprisoned artists, including Dr Alam and Tania Bruguera. She has staged protest exhibitions at 
Tate Modern (Turbine Hall) and has appeared on BBC World News, Channel 4 News and Sky 
News. Her works were recently exhibited alongside Shahidul Alam’s retrospective at the Rubin 
Museum. New York (2019). Karim is the founder of books4jail, a project sending books from 
artists, writers, and cultural institutions to prisoners. She also a visiting critic at Westminster 
school of Architecture and is currently based in London. 
 
Mohammed Monaiseer’s (b.1989) practice ranges across drawings and paintings that resemble 
a heritage craft with references of mystical and transcendental concepts of mind science and oral 
histories. Monaiseer received his BA in Educational Art and MFA from Cairo University. His recent 
solo exhibitions include Adrift in the Labyrinth of a Parallel Mind, Athr Gallery; Taxidermy 
Dreams, Alserkal Avenue, Dubai, UAE (2019), and others in Cairo between 2013 – 18. His 
participations in group shows and residencies include the Delfina Foundation (2019), Naphta, 
Khuzam Palace, Jeddah (2019), Something Else, Darb 1718, Egypt (2018), Riwaq Gallery, Bahrain 
(2017), and The Bridge, Caravan Arts Europe, USA, Egypt (2015), amongst others. Monaiseer 
was the prizewinner in the 25th Youth Salon at the Cairo Opera House (2015). The artist is currently 
based in Cairo, Egypt. 
 
Karan Shrestha’s (b. 1985) practice incorporates drawing, sculpture, photography, text, film and 
video. His works overlay encounters in physical landscapes over that of mental maps of people 
and spaces he comes across, so as to examine and restructure notions of the ‘present’. With 
stories of the everyday and people, his work seeks to blur opposites that build and define our 
individual and collective identities. He studied at the Sydney Film School and began working on 
film and video in 2009, to explore hybrid narratives. His works have been exhibited 
internationally, including at the Dhaka Arts Summit (2020),Sharjah Film Platform; Jawaharkala 
Kendra, Jaipur (2019); Yinchuan Biennale (2018); Kathmandu Triennale; Serendipity Arts Festival, 



Goa (2017) and the Delfina Foundation (2015), amongst others.  Shrestha divides his time 
between Nepal and India. 
 
Vishwa Shroff (b. 1980) started her artistic training at the Faculty of Fine Arts, M.S.U., Baroda 
(2002) and continued on to the Birmingham Institute of Art and Design, U.K. (2003). Her work is 
a journey through architectural spaces of the everyday, with a focus on the idea of transience 
and impermanence. She has had six solo exhibitions in London, Mumbai and Vadodara, and has 
participated in group exhibitions and residencies at the Swiss Cottage Library, London (2017), 
Winchester Gallery (UK), Space Studio, Vadodara and several others. Shroff is also the co-founder 
of the SquareWorks Lab Fellowship in Mumbai. She spends her time between Mumbai and 
Tokyo. 
 
Sumakshi Singh (b. 1980), is an artist and an educator who has taught for five years at The School 
of the Art Institute of Chicago and lectured at Oxford University, Columbia University and The 
Chicago Humanities Festival among other museums and colleges. She received an MFA from 
the School of the Art Institute of Chicago (SAIC) and a BFA from Maharaja Sayajiro University, 
Baroda, India.Her interactive installations, paintings, drawings, embroideries and sculptures have 
been presented in solo and curated group gallery and museum exhibitions including the Kochi 
Biennale, Kochi, India; Museum of Contemporary Art, Lyon, France; MAXXI Museum, Rome, 
Italy; UCCA Beijing; Mattress Factory Museum of Contemporary Art, Pittsburgh, PA; Museum of 
Contemporary Art, Chicago, amongst others. Artist residencies include Mac Dowell Colony- 
USA, Skowhegan – USA, Djerassi Foundation -USA, Fondazione Pistolleto – Italy, Camargo 
Foundation – France, CAMAC – France and Sculpture Space – USA. She was a finalist for the 
Rolex Mentor Protege Award 2014 & the Rijksakademie in 2006. The artist is currently based in 
New Delhi, India. 
 
Veeranganakumari Solanki (b. 1985) is an independent curator, writer and researcher based in 

Mumbai, India. Her interest lies in the manner in which interdisciplinary forms merge with art to 

create dialogues that travel from public spaces into private ones and the way curatorial research 

can be structured around artistic practices that expand the idea of medium specificity through 

dialogue and story-telling. She has curated exhibitions, lectured on curating and art practices, 

and conducted workshops internationally at institutes and galleries such as the Siddhartha Art 

Foundation, Kathmandu; the Asian Contemporary Art Conference, Taipei; Icastica, Arezzo; 

Academia di Belle Arte, Florence; Casa Masaccio, San Giovanni Valdarno; NGMA, Mumbai and 

Bengaluru; Space Studios, Baroda; Tarq, Mumbai; and Exhibit 320, Delhi, among others. She 

was also the curator of the 2017 Kathmandu Triennale symposium and the Photo Kathmandu 

Residency 2018, and is on the advisory board of the 2020 Kathmandu Triennale. Veerangana 

was recently the Curatorial Brooks International Research Fellow at the Tate Modern, and a 

resident at the Delfina Foundation (2019), and is the Programme Director for Space Studio, 

Baroda, alongside her independent curatorial practice. 


