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Site, memory and perception intersect in artist SUMAKSHI SINGH's work, writes DEEKSHA NATH.

Sumakshi Singh’s studio isbased in Gurgaon; her life, however, has been marked
by constant movement. As a child, Singh’s family relocated every few years
owing to her father’s transferable job, creating an early familiarity with shifting
geographiesand the repeated act of locating herselfin new contexts. “Home was
never a single fixed location,” Singh reflects. “Gradually I began to experience
home not as something that resides in rooms or streets, but as something carried
within, held by memory, in ways of being—something we inhabit but also
something that inhabits us.”

This formative experience of mobility stands in striking contrast to the
painstaking precision that characterises Singh’s artistic practice. Her
installations—often composed of thousands of lines of nylon or silk thread —
appear ephemeral and almost immaterial, yet they are produced through an
intensely methodical process of measurement and labour.

The 46-year-old artist’s education extended this trajectory of movement.
She studied at the Faculty of Fine Arts, Maharaja Sayajirao University in
Vadodara, Gujarat, before pursuing graduate studies at the School of the
Art Institute of Chicago in the United States. Since then, her artistic and
pedagogical engagements have taken her across North America, Europe,
Asia and Australia. In 2025 alone she travelled to 12 countries. In the
months following the opening of the Biennale Arte 2026, her work appears
in exhibitions at institutions including the State Hermitage Museum in
St. Petersburg, the Art Gallery of New South Wales in Sydney and the
Whitworth Art Gallery in Manchester.

What makes Singh’s work particularly compelling is precisely this tension
between mobility and meticulousness. Over the past two decades she has
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developed a multidisciplinary practice that probes how close observation
of a site can activate both psychological and emotional responses. “Every
place carries multiple layers,” she notes. “Architectural, historical, personal.
When I work with a site, I'm trying to reveal those layers rather than impose
something new.”

An early articulation of these concerns appeared in 2006, when Singh created
a public project on Houston Street in New York titled Znterlude Oasis. Rather
than addressing the dominant narrative of the street, she worked with its quiet
imperfections: cracks, potholes and depressions in the asphalt. Into these
fissures she embedded resin-coated acrylic paintings resembling small puddles.
These puddles reflected scenes that referenced the history of incidents, events
and people on the street. One image depicted the umbrella ofa Mexican street-
food vendor who had once worked in the neighbourhood but had since been
deported. Another revealed the reflection of a building that had stood there
50 years ago but had been demolished due to gentrification. The “reflections”
belonged to the street, yet were temporally displaced.

Through these subtle interventions Singh created what she describes as “little
stutters in perception”. Such moments prompt viewers to become aware
not only of their immediate surroundings but also of the invisible social and
political histories embedded within them. “Those tiny disruptions matter,”
she explains. “They make you pause and realise that the space you're standing
in holds stories that aren’t immediately visible.”

These concerns resonate strongly with the conceptual framework of the
Biennale Arte 2026, titled Zn Minor Keys, envisioned by the late curator Koyo
Kouoh. The India Pavilion, curated by Dr. Amin Jaffer, explores the theme
Geographies of Distance: remembering home, examining home as both emotional
condition and material construct.

For this presentation, Singh introduces a major iteration, Permanent Address,
part of her ongoing project 33 Link Road. The series takes its name from the
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New Delhi address of her grandparents’ home—a place that remained constant
throughout the many relocations of her childhood. “It was the one place that
didn’t change; the one address that endured as a point of return,” Singh recalls.
“The connection to ‘home’ is a fundamental human longing for stability and
the need to belong—for a space of intimacy. In a world shaped by transience,
where everything is impermanent, home becomes a symbolic anchor—the
place we believe will hold us steady.”

After serving as her extended family’s anchor for nearly seven decades, the
house was sold in 2024 and subsequently demolished. Prior to it being torn
down, Singh undertook an exhaustive process of documentation, measuring
every architectural detail from the facade and floors to the hinges of doors and
the curves of railings.

These measurements went on to become the blueprint for a series of suspended
panels woven from nylon and silk thread. In Venice, the project expandsintoa
large-scale installation including a life-sized facade of the house, its gate, and
fragments of a circular staircase that visitors can walk through.

Rather than reconstructing the house literally, the installation evokes its
impression—an atmospheric architecture composed of lines suspended in
space. The result occupies a liminal zone between presence and absence. “I'm
not trying to rebuild the house,” Singh explains. “I'm articulating my present
relationship to it. I am making a home that cannot be inhabited, its surfaces
are more apparition than structure—they are porous, fragile, flattened—like
a memory pressed between pages of abook.”

A key precedent for this exploration appeared in 2008 during a residency at
the Camargo Foundation in France. In Mapping the Memory Mandala, Singh
created a perspectival drawing of her recently deceased grandfather’s living
room across the walls, floor and furniture of her studio using erasable chalk
pastels. It was her way of processing how the space, once familiar, felt altered
after her grandfather’s passing.
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From a single frontal vantage point, the drawing appeared coherent and
lifelike. Yet as viewers changed position, distortions emerged: lines fractured,
furniture skewed and the illusion gradually dissolved into abstraction.
Visitors walking through the room inadvertently disrupted the image,
muddyingits clarity and eventually erasing the three-dimensional mandala
and, with it, the fixed imagery of the familiar living room.

A screen facing the drawing displayed a live video feed of visitors moving
through the installation. On the screen, however, the distorted drawing
appeared stabilised and coherent. Technology flattened and corrected what
in reality was fragmented and unstable. The work revealed a tension that
would become central to Singh’s practice: the difference between mediated
perception and embodied experience. “Perception is inherently unstable” she
notes. “Conditioned by our position in space and time, perspective exaggerates
some things and hides others.”

Around the end of the first decade of the millennium, Singh’s practice became
increasingly shaped by philosophical inquiry. A dedicated practitioner of
yoga, she began engaging with the concept in yogic thought that the world is
fundamentally illusory—a product of attachment and belief.

This interest found expression in Animated Suspension: Halfway Here, presented
during the India Art Summit (now the India Art Fair) in New Delhi in 2011.
Through stop-motion animation situated within an illusion mapping of a starkly
drawn black-and-white room, Singh interacts with drawn objects as though
they were real. As she drinks coffee, the mug gradually appears asa drawn form
travelling up her torso and onto her face. Representation and reality collapse
into one another.

The work echoes philosophical narratives such as Plato’s Allegory of the Cave,
in which shadows are mistaken for truth until enlightenment reveals their
illusory nature. Singh describes the piece as an attempt to explore “the strange
space where belief allows an illusion to become temporarily real.”
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In 2014, these investigations expanded into a broader historical framework
at the Kochi-Muziris Biennale. Singh created a monumental installation of
12-foot paper scrolls, suspended in rows across a long gallery. Each scroll
was painted with fractured, skewed botanical imagery derived from the
17%-century Dutch treatise Hortus Malabaricus. Projected stop-motion
animations interacted with these painted surfaces, drawing on texts from
Kerala, including the Surya Siddhanta, as sources for visual and conceptual
material. Some animations depicted historical events. Working in collaboration
with an astrologer, Singh also incorporated historically accurate constellations
during the arrival of Vasco da Gama in Calicut in 1498 CE.

Viewed from the front, the suspended scrolls—composed of fragments of
Kerala’s histories—aligned to resemble the illuminated pages of an open
manuscript book. Yet as viewers moved alongside them, the image broke apart
into its component panels. “I wanted people to experience history not as a
fixed narrative but as something layered and shifting,” Singh explains. A live
feedback loop was embedded within the installation: a painted figure appeared
to hold an open book, upon whose pages a live projection showed viewers
moving through the space and inhabiting the imagery of this book. The artist
further implicated viewers in the unfolding narrative, allowing them to see
themselves traversing a layered history of trade, knowledge and encounter.

If historical archives form one dimension of Singh’s work, personal memory
forms another. A deeply intimate turning point came after the death of
her mother in 2013. Her mother had been an accomplished embroiderer,
prompting Singh to begin embroidering old letters she had received from her
during her student years in Chicago. Yet the fixity of embroidery troubled her.
“Her words felt stuck, tied to the fabric,” Singh recalls. “I felt they wanted to
be permeated with space and lightness.”

Through conversations with an embroiderer who had worked with her mother

in New Delhi, Singh discovered the technique of using water-soluble fabric
as a temporary base. Once the fabric dissolves, only the delicate network of
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threads remains. This discovery became foundational for the series 33 Link
Road. The suspended thread structures function simultaneously as drawing,
architecture and archive. From afar they appear almost solid; up close they
dissolve into near invisibility.

As visitors move through them, their bodies briefly align with the lines before
slipping out again. “That fleeting alignment is important,” Singh says. “It
mirrors how we inhabit memory—momentarily, never permanently.”

Ultimately, Singh’s work does not attempt to reconstruct home as a stable
location. Instead, it examines how home is continually produced through
perception, memory and movement. Her installations hover between
presence and absence, architecture and drawing, materiality and illusion.
They acknowledge the impossibility of returning to a fixed past while carefully
tracing its emotional residue.

For an artist whose life has been shaped by constant travel, the paradox is
striking. The more she moves through the world, the more precisely she maps
the fragile architectures of belonging. “The connection to ‘home’ is a deeply
fundamental human feeling. It is a longing for stability, for belonging—for a
space of intimacy,” Singh says, adding: “In a world shaped by transience, where
everything isimpermanent and subject to change and entropy, home becomes
asymbolic anchor—the place we believe will hold us steady.” Through thread,
light and space, Singh draws home in air—a structure that, like memory itself,
can only exist while we move through it. [+]

Images of Sumakshi Singh at her studlio in Gurgaon
Photographs by Lokesh Dang
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